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It gives me great pleasure to welcome you to the 

first concert of Ex Cathedra’s 39th Season.  This

performance of Mendelssohn’s great oratorio Elijah

celebrates a collaboration between Ex Cathedra,

Town Hall and the Orchestra of the Age of

Enlightenment whom we welcome back for the

second concert of Ex Cathedra’s 40th Anniversary

Project. Elijah was commissioned by the city

forefathers and received its first performance in this

very hall in 1846. The Birmingham Triennial Festival

chorus was probably the best choir in the world and

they certainly gave their all for the darling of

Victorian England.  There was an ecstatic response

from all present at the premiere (eight encores) and

the performance was given rave reviews.  We’ll do

our best!  We also have a team of soloists of whose

voices Mendelssohn would certainly have approved!

Mendelssohn has not always been received so

favourably. He was savaged by Wagner, and suffered

outrageous anti-Semitic racial abuse.  The 20th

century reaction against Victorian achievements and

values also perhaps explains his rejection in some

quarters.  Even John Henry Newman expressed

disappointment at the lack of melody on first hearing

the work.  Elijah is full of beautiful tunes, thrilling

drama, and exciting orchestrations.  

Mendelssohn wrote an intriguing sequence of three

oratorios – St Paul, Elijah and the unfinished

Christus.  He was accused of ‘oratorio-mongering’

and yet Elijah is the high point of religious

expression between Beethoven’s Mount of Olives

and Wagner’s Parsifal.  And it is part of a wider

heritage extending from Handel and Haydn to Elgar,

Vaughan Williams and Britten.  Ex Cathedra

continues the tradition with 21st century

commissions from John Joubert, James MacMillan,

Eric Whitacre and Fyfe Hutchins.  

There are many other interesting strands running

through this season.  On Good Friday in Symphony

Hall we perform Bach’s St Matthew Passion in a new

English translation by Nick Fisher.  Mendelssohn was

only 20 years old when he famously revived this

great work (he was criticised for historicism!) and of

course Elijah was conceived in German and

translated, in collaboration with the composer, by

William Bartholomew.  Faith in the City begins our

exploration of Jewish, Muslim and Christian music in

January 2009, and the start of my short sabbatical

(interesting word) exploring the Mediterranean basin

– Spain, Morocco, Egypt, Israel, Turkey and Italy.

One final thought about Elijah, the Old Testament

prophet common to Judaism, Islam and Christianity, -

he was a lone voice standing up against greed,

immorality and poverty. What form would a

contemporary version of this story take? 

It is totally appropriate that Ex Cathedra is recreating

that marvellous 1846 first performance using a new

edition based on the manuscript ‘recaptured’ by the

Birmingham Central Library just over ten years ago in

1996.  Making a new edition of a well-known ‘classic’

is an act of love and many people have made this

possible.  I want to thank and acknowledge one

person in particular – Derek Acock – who has again

been the driving force behind the creation of

tonight’s performing material.  There is a mass of

primary source-material and the task of recreating a

new score involved a far greater effort than any of us

imagined at the outset.  Derek’s passion, intellect,

musical intelligence, tenacity, thoroughness,

stamina, emotional resilience, and experience are

truly inspiring.  The edition is a remarkable

achievement and Derek has made a significant

contribution to Mendelssohn scholarship.  

I am confident the Ex Cathedra XL Anniversary 

Choir, with its fresh and unique collection of voices,

coupled with a world-class period instrument

orchestra and an outstanding group of soloists, 

will do it justice and say something new about

Mendelssohn.   If you are a Mendelssohn ‘aficionado’

you may find your favourite bit is missing.  With

suitable encouragement at the end, it may be

possible to rectify this!

Jeffrey Skidmore, October 2008

Welcome
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E L I J A H
A  S A C R E D  O R AT O R I O
Dr Felix Mendelssohn Bartholdy (1809-1847)

English text by W Bartholomew Esq
The author of this English version of the Oratorio of Elijah has endeavoured to render it as nearly
in accordance with the scriptural texts as the music to which it is adapted will admit.

Part First
PROLOGUE [No 1] – Mr Rutherford, “As God the Lord of Israel liveth.”
OVERTURE
CHORUS [No 2] – “Help, Lord!”
RECITATIVE CHORUS [No 3] – “The deeps afford no water.”
DUET [No 4] – Miss Doyle and Miss Davidson, “Zion spreadeth her hands.”
CHORUS – “Lord, bow thine ear.”
RECITATIVE [No 5] – Mr Padmore, “Ye people, rend your hearts.”
AIR [No 6] – Mr Padmore, “If with all your hearts ye truly seek me.”
CHORUS [No 7] – “Yet doth the Lord see it not.”
RECITATIVE [No 8] – Miss Moore, “Elijah! Get thee hence.”
DOUBLE QUARTET [No 9] – Misses Doyle, Davidson, Ballard, Moore, Messrs Padmore, Mulroy,
Farnsworth and Mustard, “For He shall give His angels charge.”
RECITATIVE [No 10] – Miss Moore, “Elijah! Now Cherith’s brook is dried up.”
AIR [No 11] – Miss Doyle, “Help me, man of God.”
RECITATIVE – Miss Doyle and Mr Rutherford, “Give me thy son.”
CHORUS [No 12] – “Blessed are the men who fear Him.”
RECITATIVE [No 13] – Mr Mulroy, Mr Rutherford, and Chorus, “As God the Lord of the Sabaoth.”
CHORUS [Nos 14 & 15] – “Baal, we cry to thee!”
RECITATIVE [No 16] – Mr Rutherford, “Call him louder for he is a god!”
CHORUS [No 17] – “Hear our cry, O Baal!”
RECITATIVE [No 18] – Mr Rutherford, “Call him louder, he heareth not!”
CHORUS [No 19] – “Hear and answer, Baal!”
RECITATIVE AND AIR [No 20] – Mr Rutherford, “Draw near, all ye people.”
QUARTET [No 21] – Miss Doyle, Miss Moore, Mr Mulroy and Mr Mustard, “Regard thy servant’s prayer.”

RECITATIVE – Mr Rutherford, “O Thou who makest.”
CHORUS [No 22] – “The fire descends from heaven.”
RECITATIVE – Mr Rutherford, “Take all the priests of Baal.”
AIR – Mr Rutherford, “Is not His word like a fire?”
AIR [No 23] – Miss Moore, “Woe unto them who forsake Him!”
RECITATIVE [No 24] – Miss Doyle and Mr Rutherford , with Chorus, “O Lord, 
Thou hast overthrown Thine enemies.”
RECITATIVE – Mr Rutherford and Chorus, “Thanks be to God for all His mercies.”
CHORUS [No 25] – “Thanks be to God! He laveth the thirsty land.”

AN INTERVAL OF THIRTY MINUTES

Part Second
RECITATIVE [No 26] – Mr Mulroy, “Elijah is come already.”
AIR – Miss Doyle, “Hear ye, Israel!”
CHORUS [No 27] – “Be not afraid.”
RECITATIVE [No 28] – Miss Moore, “Dost thou now govern?”
CHORUS – “Do unto him as he hath done.”
RECITATIVE AND AIR [No 29] – Mr Rutherford, “Though stricken, they have not grieved.”
RECITATIVE [No 30] – Mr Mulroy, “Under a juniper tree.”
DUET – Miss Davidson and Miss Ballard, “Lift thine eyes.”
CHORUS [No 31] – “He, watching over Israel.”
RECITATIVE [No 32] – “Miss Davidson and Mr Rutherford, “Arise, Elijah.”
AIR – Miss Moore, “O rest in the Lord.”
CHORUS [No 33] – “He that shall endure to the end.”
RECITATIVE – Miss Doyle and Mr Rutherford, “Hear me speedily, O Lord.”
CHORUS [No 34] – “And behold the Lord passed by.”
QUARTET WITH CHORUS [No 35] – Misses Doyle, Davidson, Ballard, and Moore, “Holy, holy!”
RECITATIVE [No 36] – Mr Rutherford, “O Lord, I have heard of Thee!”
AIR [No 37] – Mr Rutherford, “For the mountains shall depart.”
CHORUS [No 38] – “Then did Elijah the prophet.”
AIR [No 39] – Mr Padmore, “Then shall the righteous shine forth.”
RECITATIVE [No 40] – Miss Ballard, “Elijah walked with God.”
RECITATIVE – Miss Davidson, “Behold! The Lord will send.”
CHORUS [No 41] – “But thus saith the Lord.”
QUARTET [No 42] – Miss Doyle, Miss Davidson, Messrs. Mulroy and Mustard, “O! every one that thirsteth.”
CHORUS [No 43] – “Unto Him that is abundantly able.”
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From its home in Birmingham, Ex Cathedra has
established an international reputation as a leading
UK choir and early music ensemble. Under founder
and Artistic Director Jeffrey Skidmore, Ex Cathedra is
known for its vibrant performances and a passion for
seeking out not only the best but the unfamiliar and
the unexpected in the choral repertoire.  Since its
formation in 1969, Ex Cathedra has grown into a
unique musical resource, comprising specialist choir,
vocal consort of ten voices, period-instrument
orchestra and thriving education programme.

Recent years have seen a major increase in Ex
Cathedra’s national and international reputation
thanks to its trail-blazing performances of early

music – in particular the French and Latin American
baroque – and its role as a leading exponent of
choral training and vocal skills education. 

Ex Cathedra presents its own subscription season of
concerts – which spans music from the 15th to 21st
centuries – in the West Midlands and London.  It is
delighted to be an Associate Artist at Town Hall,
Birmingham, where forthcoming concerts include
The Dream of Gerontius with the Orchestra of the 
Age of Enlightenment. In addition, Ex Cathedra
receives a growing number of invitations to appear 
at festivals and concert series in the UK and abroad.
Appearances in 2008 include: Newbury Spring
Festival, St David’s Cathedral Festival, Chelsea
Festival, Chichester Festivities, Théâtre de Poissy,
and the Christmas Festival at St John’s Smith Square. 

Ex Cathedra records for Hyperion Records; a third
disc of Latin American baroque music - Fire Burning
in Snow – was released in February to great critical
acclaim, following the tremendous success of New
World Symphonies and Moon, Sun and All Things,
both best-selling CDs. Other Hyperion releases
include: Rameau arias with Carolyn Sampson; a
Charpentier disc including Messe à quatre chœurs
and Salve Regina à trois chœurs; and Peerson: 
Latin Motets. The group has also released discs 
of Vivaldi, Lalande, Lassus and Monteverdi on the
ASV Gaudeamus label, and two very popular discs 
on its own label.

For more information, visit www.ex-cathedra.org

Ex Cathedra
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It’s 1986. For some ten years there has existed a
largely London-based core of players of baroque
instruments who have played for bands run
autonomously by experts. Confidence and standards
have improved greatly. Music-making has been
transformed. We’re no longer over-reverential with
our Bach or Mozart but find in them new colours,
new expressivity, new energies.

And then a group of players forms a self-governing
orchestra of period instruments – the Orchestra of
the Age of Enlightenment. Their name reflects both
the period of much of the music they play – though
boundaries now extend to post-Enlightenment Verdi
– and to the ethos of discovery. There’s no single
conductor. Instead, conductors or (often) directors
from violins or keyboards are appointed on a
concert-by-concert basis, instantly widening the field
to include those who might not otherwise ever face
an orchestra of period instruments. The OAE is
quickly recognised as special, its playing charged

with an energy that comes from its entire body, not
from one inspirational figurehead. The recording
industry clasps it to its bosom.

Twenty-two years later the OAE still flourishes.
Besides giving concerts it also appears regularly in
the pit as the Associate Orchestra at Glyndebourne.
It is also a resident orchestra at London’s Southbank
Centre and has a residency in the south west region
of England. In celebration of its 21 years six great
men who have played pivotal roles in the orchestra’s
history have been named as Principal Artists (Iván
Fischer, Vladimir Jurowski and Sir Simon Rattle) and
Emeritus Conductors (Frans Brüggen, Sir Charles
Mackerras and Sir Roger Norrington).  Two violinists,
Alison Bury and Margaret Faultless, share the
leader’s desk. And the OAE maintains its prominence
and continues to thrill audiences with its dynamic,
refined, characterful, extraordinary playing.

Orchestra of the 
Age of Enlightenment
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James Rutherford was born in
Norwich, and read theology at
Durham University before

commencing studies at the Royal College of Music
and National Opera Studio in London. James has
been the recipient of many scholarships and prizes,
and in 2000 became a BBC New Generation Artist. In
2006, James won the inaugural Seattle Opera
International Wagner Competition.

In opera he has appeared with the Paris Opera,
Welsh National Opera, Opera North and
Glyndebourne Touring Opera, Royal Opera House,
English National Opera, Welsh National Opera, the
Deutsche Staatsoper, Berlin and at the Montpellier
and Innsbruck Festivals. Most recently he has sung
Donner (Das Rheingold) with the Royal Opera, the
Lyric Opera of Chicago and with the Orchestra of the
Age of Enlightenment and Sir Simon Rattle at the
Proms and the Baden-Baden Festival, Jokanaan
(Salome) in Montpellier, Leporello (Don Giovanni) for
Scottish Opera and The Fair Maid of Perth for the
Buxton Festival.  

In concert he appears regularly with the major British
festivals and orchestras with conductors including
Leonard Slatkin, Sir Colin Davis, Donald Runnicles,
Mark Elder, Sir Roger Norrington, Christopher
Hogwood, Sir Charles Mackerras, Sakari Oramo and
with the Berlin Philharmonic, the Sudwestrundfunk
and the Royal Stockholm Philharmonic Orchestras.  

A noted recitalist, he has appeared throughout the
UK including numerous recitals for BBC Radio 3, and
at the Wigmore Hall. His recordings include: the
Fauré Requiem for Chandos and Swallow (Peter
Grimes) for LSO Live.

This season his opera engagements include: Wolfram
(Tannhäuser) for San Francisco Opera and Lotario in
Handel’s Flavio for the Academy of Ancient Music.
Future operatic engagements include: Jokanaan
(Salome) for the Deutsche Staatsoper, Berlin and his
first Hans Sachs in a new production of Die
Meistersinger von Nürnberg for Graz Opera. 

His current concert engagements include: Brahm’s
Requiem with the CBSO, Britten’s War Requiem in
Stockholm and concerts with the Scottish Chamber
Orchestra and Sir Charles Mackerras, and the Halle
Orchestra and Mark Elder. 

James Rutherford

Ex Cathedra’s 40th Anniversary
Project is currently the main
focus of Jeffrey Skidmore’s

attention.  It involves the recreation of three historic
Birmingham concerts – Messiah (1784), Elijah (1846)
and Gerontius (1900), and the commissioning of new
‘oratorios’ from John Joubert, James MacMillan and
Fyfe Hutchins, and two forty-part motets from Alec
Roth and Eric Whitacre.  And it is important to secure
recordings of this ground-breaking repertoire.  Jeffrey
is constantly pushing the boundaries of ‘early music’
but continues research in the more conventional
areas of Le Jeune and Rameau, with the promise of
more Lalande just around the corner.  He is delighted
to be collaborating with the Orchestra of the Age of
Enlightenment, and with this distinguished group of
remarkable composers.  A crucial part of the
Anniversary Project is also the further development of
Ex Cathedra’s education team to realise our belief
that music, and in particular the use of the voice, is at
the heart of education.

Jeffrey Skidmore is one of the country’s foremost choral
conductors and is highly regarded by instrumentalists,
singers and audiences for the high quality of his
performances. He is well-known for exciting
programming which is often challenging but always
accessible.  Jeffrey read music at Magdalen College,
Oxford, before returning to his native Birmingham to
develop Ex Cathedra into the internationally-
acclaimed choral group it has become today. 

Directing Ex Cathedra and its associated Baroque
Orchestra and Consort, Jeffrey has appeared in concert
series and festivals across the UK and abroad and
made more than a dozen highly-acclaimed recordings.
He regularly conducts other ensembles and in the
last five years has commissioned more than ten new

works and conducted many world premieres by both
well-established composers and new, young talent.
Composers include Fyfe Hutchins, Gabriel Jackson,
John Joubert, Daryl Runswick, Peter Sculthorpe, Philip
Sheppard, Peter Wiegold, and Roderick Williams.  

In the field of opera he has worked with Marc
Minkowski and David McVicker on the  production 
of Semele at the Théâtre des Champs-Elysées in
Paris, and conducted La Calisto, Dido and Aeneas,
Pygmalion and The Fairy Queen at Birmingham
Conservatoire.  With Ex Cathedra he gave the first
performances in modern times of the French Baroque
operas Zaïde by Royer and Isis by Lully.  

Jeffrey is a pioneer in the field of research and
performance of neglected choral works of the 16th,
17th and 18th centuries, and has won wide acclaim in
particular for his recordings of French and Latin
American Baroque music with Ex Cathedra on the
Hyperion label. An Honorary Fellow at Birmingham
Conservatoire and a Research Fellow at the
University of Birmingham, he has prepared new
performing editions of works by Araujo, Charpentier,
Lalande, Monteverdi and Rameau.  

Jeffrey is Artistic Director of the Early Music
Programme at Birmingham Conservatoire and
Director of Ex Cathedra’s wide-reaching education
programme.  He frequently gives choral training
workshops and teaches at summer schools in the UK
and overseas.  He has regularly directed the choral
programme at Dartington International Summer
School and was Classical Music Programmer for the
2005 Kilkenny Festival. In August 2008 Jeffrey was
Session Presenter at the Association of British Choral
Directors’ Convention in Lincoln.

Jeffrey Skidmore
P

ho
to

: A
dr

ia
n 

B
ur

ro
w

s



1312

Grace gained her BMus and
postgraduate degrees at the
Royal Academy of Music.

While she was there she won the early music prize
and was a finalist in the London Handel Festival.

She is now a busy and sought-after international
artiste – singing with the Sixteen, Tenebrae, the
English Concert, the Gabrieli Consort, Ensemble 
Plus Ultra and Ex Cathedra. She is a regular soloist
with Fiori Musicali. 

Grace has recorded Allegri’s Miserere for both 
the Sixteen on the Coro label and for Tenebrae 
on Signum Records, singing the high soprano part.
She appears regularly with the saxophonist Christian
Forshaw and features on his album Renouncement. 

She recently sang the Angel in Handel’s Jeptha with
the Leipzig Radiophilharmonie conducted by Andrew
Manze and, in May, featured in a Radio 3 broadcast 
a concert from the Queen Elizabeth Hall singing arias
by Gluck and Rameau with the Orchestra of the Age
of Enlightenment conducted by Ivan Fischer. In July,
Grace made her Wigmore Hall debut singing David
Braid’s ‘Morning’ with the Tippett Quartet.

Future engagements include: Monteverdi’s Vespers
of 1610 in Budapest with Edward Higginbottom and
the choir of New College, Oxford; The Vespers again
with Harry Christophers in Bremen; Belinda in
Purcell’s Dido and Aeneas for the Gabrieli Consort
conducted by Paul McCreesh at the Beaune Festival
in France in July; followed by Ballo delle Ingrate with
I Fagiolini at the lunchtime Proms series at the
Cadogan Hall; Haydn’s The Return of Tobias in
London and France with Roger Norrington and 
the Orchestra of the Age of Enlightenment; and
performances in London, Bristol and Spain of parts
of Purcell’s The Fairy Queen with the English Concert
conducted by Trevor Pinnock. 

Her solo album A Portrait with Fiori Musicali has
recently been released.

Grace Davidson

Born and educated in
Lancaster, Julia read social 
and political sciences as 

a choral scholar at Gonville and Caius College,
Cambridge before pursuing a singing career. She
now enjoys a career as a soloist and ensemble singer
with many of Europe’s most distinguished
conductors and ensembles. 

Recent highlights include: Handel’s Messiah at
Symphony Hall, Birmingham (Orchestra of the 
Age of Enlightenment/Skidmore) and Cadogan 
Hall (The King’s Consort/Halls); Handel and Bach
arias at the Wigmore Hall; Bach St John Passion,
Magnificat and various cantatas at venues all over
Europe including the Concertgebouw Amsterdam,
The Sage Gateshead and Verona and Pisa Cathedrals
(English Baroque Soloists/John Eliot Gardiner),
Purcell’s The Fairy Queen in Salzburg Mozarteum
(Salzburg Camerata/Norrington); St Matthew
Passion at Symphony Hall (Ex Cathedra/Skidmore);
and Mass in B Minor  with the Northern Sinfonia
(Simon Halsey), in DeSingel Concert Hall Antwerp
(Bart Van Reyn) and at St John’s, Smith Square (Purcell
Singers); Mozart’s Mass in C minor in Southwark
Cathedral (London Handel Orchestra/Cooke); and
Purcell’s Dido and Aeneas at the Wigmore Hall, 
as well as a recently released recording of
Lutoslawski’s Dwadziesci Koled for Sony BMG 
(BBC Symphony Orchestra/Zinman).

Future plans include: a recording of Handel’s
Messiah and performances of the work at St John’s
Smith Square (Britten Sinfonia/Layton); Bernstein’s
Chichester Psalms, Geoffrey Bush’s Christmas
Cantata and Ariel Ramirez’s Navidad Nuestra in 
St Machar’s Cathedral with Aberdeen Bach Choir;
Monteverdi’s Vespers of 1610 at the Bridgewater 
Hall (New London Consort/Philip Pickett); a tour 
of Bach’s St Matthew Passion in the Netherlands 
(Il Concerto Barocco/Marc Versteeg); and two
European tours  of Handel’s Israel in Egypt (English
Baroque Soloists/John Eliot Gardiner, and Arsys
Bourgogne/Pierre Cao). 

Julia Doyle
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Lucy began singing while at
school in Oxford. After
completing a BSc in

Archaeological Conservation at Cardiff University,
she went on to study at the Royal College of Music.

Since leaving college in 1995, Lucy has enjoyed 
a thriving and varied career in solo and consort
singing, performing and recording with many of the
leading early music ensembles both in the UK and
abroad. She is a member of the Clerks, and also
performs regularly with the Gabrieli Consort, the
Tallis Scholars and of course, Ex Cathedra, with
whom she recorded Moon, Sun and All Things, and
Fire Burning in Snow.

Lucy spent five years performing all over the world
with the Monteverdi Choir and orchestra under Sir
John Eliot Gardiner, working on a wide range of
projects and opera productions in Paris (Gluck’s
Orphée et Euridice and Alceste); New York and
Salzburg (Beethoven’s Leonora); Baden-Baden and
Cagliari (Verdi’s Falstaff). She also took part in their
millennial JS Bach Cantata Pilgrimage. Other opera
work has included: touring Japan with Purcell’s Dido
and Aeneas with the Purcell Quartet, and Hildegarde
of Bingen’s Ordo Virtutem, which she has performed
all over Europe.

2008 saw Lucy singing In Memoriam, a Clerks project
involving singing death music in unusual places
including the industrial cathedrals of a sewage
pumping station and the Victoria Baths in
Manchester; also the role of Messaggiera in
Monteverdi’s L’Orfeo for I Fagiolini on Radio 3. 

Lucy lives in London with her husband and two
young sons.

Lucy Ballard

Since finishing her studies at
the University of Birmingham
and the Royal Academy of

Music, Diana Moore is fast establishing herself at the
forefront of a new generation of British singers.

She collaborates regularly with Paul McCreesh,
Nicholas McGegan, Sir Roger Norrington, and Trevor
Pinnock with whom she made her debut at the BBC
Proms in Bach’s St Matthew Passion in 2002.

She performs with many leading orchestras including
the Orchestra of the Age of Enlightenment, Scottish
Chamber Orchestra, Northern Sinfonia and
Freiburger Barock. She has worked with Sir John Eliot
Gardiner, Richard Hickox, Ivor Bolton and Gennady
Rozhdestvensky amongst many others.

Diana Moore’s wide ranging operatic roles include:
Penelope (Monteverdi’s Ritorno d’Ulisse in Patria),
Nimrod (Jonathan Dove’s Palace in the Sky) and
Lucretia (Britten’s The Rape of Lucretia). In the field 
of Baroque opera, recent performances include: the
title role in Rinaldo at Göttingen International
Handelfestspiel 2004 and Vlaamse Opera in 2005.
She returned to the Göttingen Handel Festival in 2007
to sing Sesto in Giulio Cesare and in 2008 for Medoro
(Orlando), both conducted by Nicholas McGegan.

Diana Moore is equally in demand as a recitalist 
and concert performer. Recent engagements have
included: a return to the Tonhalle Gesellschaft,
Zurich for a recital of Berlioz melodies; Handel’s
Messiah with Huddersfield Choral Society; Berlioz’s
Les nuits d’été at the Sage Gateshead conducted 
by Sir Roger Norrington; Handel’s Jephtha in
Westminster Abbey for the Lufthansa Baroque
Festival; Mendelssohn’s Elijah at the Royal Festival
Hall; Dream of Gerontius in York Minster; Hans Krasa’s
Symphony in the Concertgebouw, Amsterdam and
recitals at the English Song Weekend in Ludlow.

Future plans include: concerts with the Royal
Scottish National Orchestra, City of Birmingham
Symphony, Philharmonia Baroque (San Francisco),
The King’s Consort, Ex Cathedra and a revival of the
Göttingen Orlando in Drottningholm.

Diana Moore



1716

Born in Liverpool, Nicholas
studied at Cambridge
University and at the RAM.

Recent appearances include: performances at the
Glyndebourne Festival under Vladimir Jurowski
(Novice/Prokofiev Betrothal in a Monastery); the
Concertgebouw and Royal Festival Hall under Sir
John Eliot Gardiner (Bach Cantatas 147, 60 and 70);
at Paris’s Opera Comique as Patacha in Chabrier’s
L’Etoile; as well as Monteverdi Vespers and Campra
Requiem at the BBC Proms; Charpentier Actéon with
Emanuelle Haïm; Evangelist in Matthäus Passion at
Symphony Hall with Ex Cathedra, and for Laurence
Cummings at the London Handel Festival;
Monteverdi’s Combattimento (Testo) for BBC Radio
(following the title role in the same composer’s
L’Orfeo last year); Tamino in The Magic Flute at the
Helix in Dublin and at Bridgewater Hall, Manchester;
the world premiere of Joubert’s Wings of Faith with
CBSO; Johannes Passion with both the OAE and the
Hanover Band; and the UK premiere of Rautavaara
Vigilia with Stephen Layton.

Operatic performances include: Mozart’s Ferrando,
Belfiore (La finta giardiniera), Don Ottavio, Belmonte,
Monostatos with Sir Colin Davis, as well as Tenor Actor
in Judith Weir’s A Night at the Chinese Opera, and Le
Chevalier in Les Dialogues des Carmélites in Poland.
In recital, highlights include: Vaughan Williams’ On
Wenlock Edge with the Badke Quartet, Britten’s
Seven Sonnets of Michelangelo for the Oxford Lieder

Festival; and Schumann’s Liederkreis Op 24 and Die
Schöne Müllerin with regular collaborator John Reid. 

Nicholas’s recordings include: a 2007 Gramophone
Award-winning Messiah for Linn with John Butt and
the Dunedin Consort; Monteverdi’s Vespers with
both the King’s Consort and Rodolfus Choir; a series 
of Monteverdi with I Fagiolini for Chandos; and 
a critically acclaimed Evangelist in Matthäus 
Passion with John Butt on Linn. Meanwhile future
engagements include: Berio’s Sinfonia with the
RLPO; Une Parque in Rameau’s Hippolyte et Aricie at
the Theatre Capitale de Toulouse with Haim; and
Evangelist in Weihnachts-Oratorium, also with
Gardiner, in London.

Nicholas Mulroy

Mark was born in London and
grew up in Canterbury. After
beginning his musical studies

on the clarinet he gained a choral scholarship to
King’s College, Cambridge and graduated with an
honours degree in music.

He has established a flourishing career in opera,
concert and recital. His performances in Bach’s
Passions have gained particular notice throughout
the world. In the opera house he has worked with
such theatrically minded directors as Peter Brook,
Katie Mitchell, Mark Morris and Deborah Warner.
Recent work includes: Les Troyens at the Théâtre du
Châtelet in Paris and Handel’s Jephtha at WNO and
ENO. He also played Peter Quint in an acclaimed BBC
TV production of Turn of the Screw and the Evangelist
in a staging of St Matthew Passion at Glyndebourne.
Plans include: Tom Rakewell in Stravinsky’s The
Rake’s Progress at La Monnaie and the main role in a
new opera by Birtwistle, The Corridor at the Aldeburgh
Festival. He recently recorded the title role in La
clemenza di Tito with René Jacobs for Harmonia Mundi. 

In concert he has performed with many of the world’s
leading orchestras including the Berlin, Vienna and
New York Philharmonics, the Royal Concertgebouw
Orchestra, the LSO and BBCSO. He makes regular
appearances with the OAE with whom he conceived a
project exploring Bach’s John Passion that took place
in Aldeburgh and London in 2005 and that will be

given further performances on tour in 2008, and in
2007 he made his debut with the Philadelphia
Orchestra under Rattle.

He has given recitals in Amsterdam, Barcelona,
Brussels, Milan, Moscow, New York and Paris. 
He appears frequently at the Wigmore Hall in London
where he has been invited to perform the three
Schubert song cycles in May 2008 and in the same
season will give the premiere of a new work written
for him by Mark-Anthony Turnage with the Nash
Ensemble.  Other composers who have written 
for him include: Sally Beamish and Huw Watkins. 
As well as his regular collaborators Julius Drake,
Roger Vignoles and Andrew West he works with
many internationally renowned chamber musicians
including Imogen Cooper, Till Fellner and Paul Lewis.

He has made many recordings including the Bach
Passions with Herreweghe and McCreesh, Bach
Cantatas with Eliot Gardiner and Herreweghe, Haydn
Masses with Hickox, Don Giovanni with Harding and
operas by Rameau and Charpentier with Christie.  
A disc of Handel arias As Steals the Morn with 
the English Concert and Andrew Manze was released
by Harmonia Mundi and won the BBC Music
Magazine Vocal Award in April 2008. Other recent
and future releases include: Haydn’s Creation for
Deutsche Grammophon, Messiah with Colin Davis
and the LSO and Britten Winter Words with Robert
Vignoles for Harmonia Mundi.

Mark Padmore
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James studied music at the
University of Exeter and as 
a student sang with the Choir

of Exeter Cathedral. He then taught and sang with
the choirs of Gloucester Cathedral, Tewkesbury
Abbey and the Collegium Vocale Gent, the Chapelle
Royale Paris and Ensemble Plus Ultra of Toledo.
James began singing with Ex Cathedra in 1997, and

was a regular soloist and member of the Ex Cathedra
Consort until 2002 when he moved to Cambridge to
read theology and train for ordained ministry in the
Church of England. In 2005 James was ordained and
became curate at the Church of St Peter Mancroft in
Norwich. In 2008, James moved to London to be
Assistant Priest at St Peter’s Church, Eaton Square. 

Could you volunteer as a steward?

We could often use an extra pair of hands for 
our concerts at The Oratory and St Paul’s Church.  

If you would like to help, please get in touch 
with Alice by calling 0121 200 1511 or emailing 
info@ex-cathedra.org.

James Mustard

Are you sure you always receive our 
most recent news?  

Why not sign up to our emailing list?  We would
like to email you 10-15 times a year with
information and news about forthcoming concerts
and events, notification of CD releases and, from
time to time, ticket offers.  Many of our email
newsletters contain information which we can’t
include in our postal mailouts.

Just email info@ex-cathedra.org with the subject
‘sign up’.

But it’s still worth joining our postal mailing list 
to make sure you receive an advance copy of our
season brochure and 2-3 other mailings each year.
Call 0121 200 1511, email info@ex-cathedra.org, or
write to us with you postal address.

We may occasionally pass on your details to festivals
and promoters with whom we are working.

Ex Cathedra News

Marcus began his musical
training as a chorister 
at Southwell Minster,

Nottinghamshire. He continued his education 
at Chetham’s School of Music, and then went 
on to read music at the University of Manchester,
graduating with first class honours and winning the
recital prize. He is now studying at the Royal Academy
of Music with Glenville Hargreaves and Audrey
Hyland. He was recently awarded the Major van
Someren-Godferey prize for English song and the
Henry Cummings vocal prize. Marcus is generously
supported by the Josephine Baker Trust and the
Musician’s Benevolent Fund. 

Marcus appears regularly as a soloist throughout the
country, in opera and oratorio as well as solo recitals.
He also has a great commitment to the performance
of new music, and has premiered vocal works by 
a wide range of composers. He recently made his
Wigmore Hall debut in a concert of songs by Ronald
Corp. He has appeared in recital at Southwell
Minster, Manchester Cathedral, Salford University,
Lotherton Hall, the Royal Northern College of Music,
the Royal Academy of Music and the Exon Singers
Festival. Concert repertoire includes: Bach’s

Christmas Oratorio, Magnificat, Mass in B minor
and St John Passion, Handel’s Messiah and Saul,
Requiems by Brahms, Mozart, Fauré and Duruflé,
Rossini’s Petite Messe Solennelle, Finzi’s In Terra
Pax, and Vaughan Williams’ Five Mystical Songs. 
He has appeared with the Northern Chamber
Orchestra, the English Symphony Orchestra,
Manchester Camerata, the Britten Sinfonia, the 
City of Birmingham Symphony Orchestra and the
Royal Liverpool Philharmonic Orchestra. 

On the opera stage Marcus has performed the roles
of Adonis in Venus and Adonis by John Blow (Newark
Festival Opera); Aeneas in Purcell’s Dido and Aeneas
(Suffolk Villages Festival); Guglielmo in Mozart’s Cosi
fan tutte (Heritage Opera); the Narrator in Britten’s
Paul Bunyan (Manchester University); and the title
role in a semi-staged performance of Handel’s
oratorio Saul (Ad Solem). At the academy he has
performed scenes from Lakmé, Chérubin, L’elisir
d’amore and Owen Wingrave. He also took part in
Graham Vick’s new production of Britten’s Church
Parable Curlew River with Birmingham Opera
Company as part of the 2004 BBC Proms at the 
Royal Albert Hall. 

Marcus Farnsworth
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At the words of Elijah (“Invoke your forest gods and

mountain deities”) the priests of Baal break out into

the stirring and confident choruses (No 14 “Baal, we

cry to thee“ and 15, “Hear us, Baal”). At the close

Elijah bids them to call again (No 16 “Call him louder!

for he is a god; he talketh: or he is pursuing;”). Again

the priests break out into a chorus of barbaric energy

and now with much less complacency (No 17 “Hear

our cry, O Baal!”), and Elijah taunts them again and

again with the appeal (No 18, “Call him louder!”). 

The priests renew their shouts (No 19, “Hear and

answer, Baal”), each time with increasing force,

pausing in vain for the reply, and closing with a rapid,

almost angry expostulation, “Hear and answer”.

Then follows the calm, dignified prayer of the

prophet (No 20, “Draw near, all ye people” and the

air “Lord God of Abraham”), succeeded by a simple,

but beautiful chorale (No 21, “Regard Thy servant’s

prayer”), subsequently set, by Mendelssohn, to the

words “Cast thy burden upon the Lord”. It is a

moment of quiet before the storm. Elijah calls for the

ministers of flaming fires to descend and the chorus

responds (No 22, “The fire descends from Heaven”),

accompanied by imitative music, and closing with 

a brief movement in harmony. In a fierce recitative

Elijah dooms the priests of Baal to destruction, and

after a short choral reply (“Take all the prophets of

Baal”), he sings the striking bass air (“Is not His

word like a fire?”) and the alto soloist comments

reflectively and movingly (No 23 “Woe unto them

who forsake Him”). 

In the final scene in Part One (No 24, “O Lord, Thou

hast overthrown thine enemies”), Elijah calls his Lord

to help the people. This is a moving passage with

solemn accompaniment by the lower instruments

and with chorus interjections in support (“Open the

Heavens and send us relief”). Then follows a

dialogue between the prophet, the people, and the

Youth. (In all Mendelssohn’s performances of Elijah,

the part of the Youth was taken by a soprano, as it is

tonight. It is not clear when the fashion to use a boy

treble took hold.) Elijah bids the Youth to look for

signs of rain (“Look toward the sea”). Here the

orchestral writing is most striking; making a clear

distinction between the worldliness of Elijah and the

inexperience of the Youth. Eventually, there is an

orchestral climax as the Youth describes the heavens

as “black with clouds” and “the storm rushes louder

and louder”. As the deluge of rain descends, the

thankful people shout a song of delight (“Thanks be

to God for all his mercies”), heard above the tempest

in the orchestra. Elijah sums up everyone’s thoughts

by repeating the tribute of praise, leading into the

final chorus of Part One (No 25, “Thanks be to God!

He laveth the thirsty land”), with its exciting

harmonic moments and brilliant figurative passages

for strings.

The second part opens with a short tenor recitative

(No 26) commenting on the last scene before the

interval. This is followed by a brilliant soprano solo

(“Hear ye, Israel”). Mendelssohn subsequently

The prominent scenes treated in the oratorio are the

drought prophecy, the sickness and return to health

of the widow’s son, the rival sacrifices, the

appearance of the rain in answer to Elijah’s appeal,

Jezebel’s persecution of Elijah, the sojourn in the

desert, his return, his disappearance in the fiery

chariot, and the Finale, which reflects upon the

meaning of the narrative. 

The introduction to the oratorio is prefaced by 

a Prologue (No 1, “As God the Lord of Israel liveth”),

a brief, but impressive recitative - Elijah’s prophecy

of the drought - with the ‘curse’ theme evident

including a fortissimo statement by the trombones 

in unison. This leads directly to the Overture, a

somber prelude, suggesting the distress that is to

follow. The suffering is voiced in the opening chorus

(No 2, “Help, Lord!”), which, after three appeals,

closes with a choral recitative (No 3, “The deeps

afford no water”). This has a part for divided altos in

the last two bars that Mendelssohn subsequently

removed. This leads to another chorus, with duet for

two sopranos (No 4 “Lord, bow Thine ear to our

Prayer”), the choral part of which is an old Jewish

chant, sung alternately by the sopranos and altos

and tenors and basses in unison. This is followed by

Obadiah’s Recitative (Tenor, No 5, “Ye people rend

your hearts”) and Air (No 6, “If with all your hearts”),

full of tenderness and consolation. Again the people

lament their circumstances in a chorus (No 7, 

“Yet doth the Lord see it not”), with the word ‘curse’

liberally illustrated by the ‘curse’ theme. At the close

the chorus develops into a beautiful chorale (“For He

is Lord and God”). Then follows the voice of an angel

summoning Elijah to Cherith’s brook (Alto, No 8,

“Elijah, get thee hence”), leading to the double

quartet (No 9, “For He shall give His angels charge

over thee”), sung here by eight solo voices, as

Mendelssohn intended. 

Now that the brook is dry, the angel summons Elijah

to go to the widow’s house at Zarephath (No 10). 

The following scene opens with the song by the

distraught mother of the sick child (The Widow,

Soprano, No 11, “Help me man of God!”) with the

declaration of the prophet (“Give me thy Son”), and

the revival of the boy following Elijah’s intervention

(“The Lord hath heard thy prayer”) closing with the

reflective chorus (No, 12 “Blessed are the men who

fear Him”).

In the next scene we have the appearance of Elijah

before Ahab, the King, and the challenge of the priests

of Baal to the sacrifice on Mount Carmel, set by

Mendelssohn in vigorous recitative, and accompanied

by short choral outbursts (No 13, “As God the Lord”).

Elijah 1846 
A Listening Guide
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With great and sudden strength the chorus

announces (No 34, “Behold! God the Lord passed

by”). With equal suddenness it drops to pianissimo,

with a gradual crescendo as we hear “the wind rent

the mountains around, brake in pieces the rocks,

brake them before the Lord”; but quietly we learn

(“the Lord was not in the tempest”). The earthquake

and the fire pass by, each treated in a similar

manner; but the Lord was not in those elements,

either. Then, serenely, the chorus continues (“After

the fire there came a still, small voice, and in that

still, small voice onward came the Lord”). The chorus

ends in reflective mood to be followed immediately

by a chorus of Angels (No 35, “Holy, holy, holy is God

the Lord”), starting with an unaccompanied angelic

soprano voice. 

Once more Elijah goes on his way, no longer dejected

(No 36, “O lord I have heard of Thee; My heart

therefore is glad”). His air (No 37, “For the mountains

shall depart”) prepares us for the final climax. 

With strong accents the chorus announces (No 38,

“Then did Elijah the prophet break forth like a fire”)

and finally describes, in vivid orchestral colours, the

coming of the fiery chariot and the whirlwind by

which he was taken up into heaven. A beautifully

reflective tenor air follows (No 39, “Then, then shall

the righteous shine forth”), sung, at the premiere, by

the young 26 year-old tenor, Charles Lockey. Of

Lockey’s performance, Mendelssohn said he was

moved to tears and nearly lost his ability to continue

conducting. No 38 is followed by two soprano

recitatives (No 40, “Elijah walked with God” and 

“Behold! The Lord will send you Elijah the prophet”)

which maintain the atmosphere and introduce 

the finale. 

With the title role character gone, Mendelssohn

appears to have had some difficulty with the

conclusion to his oratorio. He eventually chose a

quartet surrounded by two choruses. The chorus 

(No 41, “Thus saith the Lord”) he sent to England 

but then revised it considerably before the premiere,

including the removal of nearly half of it. The

beautiful quartet (No 42, “O! every one that thirsteth,

come ye to the waters”) was unchanged and

survived into the published version with only a few

word changes. The impressive chorus (No 43, “Unto

him that is abundantly able”) that closes our version

of this remarkable oratorio, did not survive after the

premiere. For the published version, Mendelssohn

wrote a completely new, longer and more grandiose

chorus to new words. Whether or not the later

version is a more fitting conclusion to Elijah is for 

you to decide.   

© Derek Acock, 2008

revised this air with additional text. However, the

original setting still retains all the beauty and pathos

that Mendelssohn could commit to a composition

where he had Jenny Lind, the famous Swedish

‘nightingale’, in mind as the singer. (Sadly, the

soloist at the premiere, Madame Caradori Allen did

not impress Mendelssohn and he wrote very

scathingly of her performance). The air begins with 

a note of warning, and then, with trumpet signals,

develops into an impetuous and animated section

(“I, I am He that comforteth”). This leads to the

memorable chorus (No 27 “Be not afraid”), including

the fugue (“Though thousands languish and fall.”).

The scene that follows is intensely dramatic. Queen

Jezebel (Alto, No 28, “Dost thou not govern?”)

fiercely accuses Elijah of conspiring against Israel

and the people declare their anger, in sharp,

impetuous phrases (“He hath transgressed, 

slay him”), leading to the chorus (“Do unto him 

as he hath done”) with its final exclamation 

“slaughter him!”.

We now find Elijah alone (No 29, “Though stricken,

they have not grieved”), and in the Bach-inspired 

air, with cello obligato, (“It is enough”), 

the prophet prays for death. A few bars of tenor

recitative tells us that he has fallen asleep 

(No 30 “Under a juniper tree he sleepeth protected

by Angels of the Lord who encamp around all them

that fear Him”). This introduces a beautiful duet of

angels for soprano and alto (“Lift thine eyes to the

mountains”). Later, Mendelssohn abandoned this

lovely setting in favour of the now famous

unaccompanied trio for solo sopranos and alto. 

A Chorus (No 31, “He watching over Israel”) follows.

At its close, the angel awakens Elijah (Soprano, 

No 32, “Arise Elijah’) and once more we hear his

complaint (“for the children of Israel have broken 

His covenant, thrown down His altars, and slain 

His prophets with the sword; and I, even I only am

left, and they seek my life”). In response comes an

alto air, sung by the angel (“Oh, rest in the Lord”).

Although this air was to become very much loved, 

at the time, Mendelssohn was unsure about its

inclusion at the premiere. He thought it may be too

‘sweet’. When it was pointed out that the melody

was very similar to an old Scottish song, that

appears to have been ‘the last straw’, for he wrote

immediately to ask for the air it to be removed from

the wordbook. Eventually Mendelssohn was

persuaded to keep it in, which he did after altering 

a few notes to avoid the charge of plagiarism. The

scene ends with a certain sort of majestic severity

found in the chorus (No 33, “He that shall endure 

to the end”).

The next scene is one of the most impressive and

dramatic in the oratorio. Elijah no longer prays for

death; he longs for the divine presence. He asks for

help (No 33, “Hear me speedily, O Lord”) and then

hears the voice of the angel (“Arise now, get thee

without, stand on the mount before the Lord; for

there His glory will appear and shine on thee. 

Thy face must be veiled, for He draweth near”). 
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translated the parts. All this was very late for
Stimpson to teach the chorus the notes, bearing in
mind that this was not the only major work to be
given by the newly formed Birmingham Festival
Choral Society. There was also Haydn’s Creation,
Handel’s Messiah and many other smaller works to
be performed over the four days of the Festival. In
addition to being late with the choruses and the solo
material, Mendelssohn was still changing his mind.
There were so many changes to the chorus parts that
Mendelssohn found it necessary to introduce a colour
coding system to the mark-ups. The situation appears
to have been even worse for the soloists: he brought
newly composed pieces with him on 18 August and
altered recitatives, similarly colour coded, which they
saw for the first time at the London piano rehearsal
on 19th August, with just six days to go! Mendelssohn
brought the orchestral parts with him and had tried
them out with his orchestra in Leipzig to reduce the
problems for the Festival players.

With an additional full rehearsal in Birmingham
negotiated with the Festival Committee, the premiere
appears to have been much better than anyone could
expected. Of the performance, Mendelssohn
declared that there were no mistakes in the First Part
and only a few errors of no serious consequence in
the Second Part. From the contemporary reports of
this and other occasions in England, his success with
the forces at his disposal may be attributed to the
great rapport Mendelssohn had with the musicians,
many of them became good friends and all appeared
to speak highly of him at every opportunity.

Mendelssohn’s revisions 
Mendelssohn still felt the need to revise his score and
he worked, with Bartholomew, through the autumn of
1846 to prepare the engraving for the first published
edition of Elijah. This edition had its first performance
in English in Exeter Hall, London, by the Sacred
Harmonic Society, conducted by Mendelssohn, on
Friday, 16th April, 1847. Interestingly, because of his

illness and untimely death on 4th November 1847,
Mendelssohn was never to hear his oratorio
performed in the original German. It is the 1847
version that is now always sung; the performance
material for the premiere having been thought lost.

Ex Cathedra’s interest and some background
Ex Cathedra is celebrating 40 years of music making
in Birmingham under the direction of Jeffrey
Skidmore. One of the major features of the
celebration programme is the research and
recreation of three Birmingham Triennial Festival
performances, all with the Orchestra of the Age of
Enlightenment: a 1784 Handel Commemoration
Messiah; an 1846 Elijah; and a 1900 The Dream of
Gerontius. The 1784 Handel Commemoration
Messiah recreation took place at Symphony Hall on 5
April 2008. The remaining two performances will
take place in their original first performance venue,
Birmingham Town Hall; Elijah tonight and Elgar’s The
Dream of Gerontius in November 2009.     

The Birmingham Music Meetings started in 1768 and
continued, sporadically, until the Handel
Commemoration Festival in 1784, from which time
the Committee decided to meet every three years
making the Music Meeting Triennial. It continued in
this form until 1912, interrupted by the Great War and
not resumed afterwards. Throughout this period the
Festival had a single purpose; to raise funds for
Birmingham General Hospital.

In 1799, Joseph Moore (1766-1851) became the
Director of the Festival and it is during his inspired
leadership that Mendelssohn was persuaded to
come to Birmingham. Mendelssohn was already
familiar with England. His first visit was to London in
1829, as an organist and pianist, where he met Ignaz
Moschels (1784-1870), the 1846 Festival conductor
and the composer, and Sigismund Neukomn (1778-
1858), who was the featured composer in the 1834
Festival, the first festival in the new Town Hall.

Recreating an original

The 1846 premiere

The bright clear morning of Wednesday 26 August 1846,
saw throngs of concertgoers arrive at Birmingham
Town Hall in their broughams or other forms of horse-
drawn transport, following the one-way system and
observing the time allowed by the Triennial Festival
Committee for set-down. New Street, from the Hen
and Chickens Hotel, at the Bull Ring end, to the Town
Hall, was lined with onlookers and had been since
early morning. The audience also arrived early and
the chorus and orchestra were in their place,
according to the Times reporter, well before the
conductor, Herr Felix Bartholdy Mendelssohn, took
his place at 11:30am on the rostrum, its seat ‘covered
with Utrecht velvet’. The performance of Elijah was to
last two and a half hours (eight encores) followed by
a short interval and a selection of other items lasting
a further half an hour. A total of 400 performers and
an audience of 2,000 in their places for more than
three and a half hours in an auditorium provided with
only one small privy! 

Mendelssohn received tremendous applause both 
at the start and the conclusion of Elijah and he wrote
in glowing terms about his reception in Birmingham
and the friends he had made there. It was not his
first visit. He came for the 1837 and 1840 Triennial
Festivals but not the 1843. He was the darling of 
his Birmingham audience and they had not seen 
him for six years, so their expressions of pleasure
knew no bounds.

From Mendelssohn’s correspondence it is clear that
he was impressed by the performance of the chorus,
trained by the young, 26 year old, James Stimpson,

and by the orchestra – “all executing the music with
special zest and the utmost fire and spirit, doing
justice not only to the loudest passages, but also to
the softest pianos in a manner which I never before
heard from such masses”. He had praise for “an
impressionable, kindly, hushed, and enthusiastic
audience – now still as mice, now exultant – all this is
indeed sufficient good fortune for a first
performance”. He had good words too for the
Austrian bass, Herr Joseph Staudigl, singing the title
role, and for the young English tenor Charles Lockey,
also only 26 years old - who moved Mendelssohn to
tears by his performance and disturbed his
conducting. Mendelssohn was scathing about the
soprano, Madame Caradori Allen’s performance –
“With so much light the shadows were not absent,
and the worst was the soprano part” - upon which he
then elaborates at length including “Nothing is so
unpleasant to my taste as such cold, heartless
coquetry in music”. The contralto, Maria Hawes,
almost cleared the hurdle but “The alto had not
enough voice to fill the hall’’. However, Mendelssohn
graciously acknowledged “her rendering was
musical and intelligent, which to me makes it far
more easy to put up with than want of voice.” 

Waiting for Mendelssohn’s score 
The period leading up to the success had been
fraught. Mendelssohn’s score was in German and 
was sent in batches to his collaborator and Engish
librettist, Bartholomew, in London, to translate. 
The translation process was conducted by letter with
Mendelssohn corresponding in amazingly good
English. The chorus parts (separate books for each
voice part) were to be printed by Ewer & Co (later
Novello) and engraved by Bartholomew, as he
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Mendelssohn came to the Birmingham Triennial
Festivals as composer, pianist and organist in 1837
(St Paul) and 1840 (The Hymn of Praise). The
remarkable celebrity status he achieved and the
down turn in receipts for the 1843 Festival for which
he was absent, made it an obvious choice (in today’s
parlance – ‘a no-brainer’) for the organisers to ask
him to be the resident conductor for the 1846 Festival
and to compose a new oratorio for the occasion.
Mendelssohn agreed to the latter but not the former,
on account of his health. Mendelssohn attended the
Festival for a fee and he conducted the first
performance of his finest oratorio, Elijah, for another
fee; interestingly, on a par with the extraordinary
fees paid to the Italian singers also engaged for 
the Festival.

Mendelssohn had been thinking about a major
choral work based on an Old Testament subject such
as Elias (Elias, of course, because it would be in
German) for a long time. One of the earliest
references to such a work is his letter to his friend
Klingeman, dated 12 August 1836, in which he asks
him to write him a suitable libretto. While showing
interest, Klingeman did nothing about it and
Mendelssohn, in 1838, eventually persuaded his
boyhood friend, Rev. Julius Schubring, to undertake
the task. 

It is not clear how much composition Mendelssohn
undertook with Schubring’s libretto (using Luther’s
biblical translation) for he seems to have set it aside
from 1839 until the request from Birmingham arrived
in the summer of 1845. Mendelssohn’s
correspondence with Joseph Moore indicates how
difficult he was finding the commission: he even
suggested, only four months before the Triennial
Festival, that another of his completed works,
Athalie, should be performed instead. It did not
become clear to the organisers that they would have
an Elijah until his letter, dated 8th May 1846, arrived
saying “I intend to send the whole of the first part of

my oratorio in the course of the next fortnight. It is
by far the greater part of the two; the choruses from
the second part will be in England towards the
beginning of July, and the rest of the whole by the
middle of that month. All this, Deo volente.” Much
still had to be done. The score was in German so it
had to be translated in London by Bartholomew, with
Mendelssohn’s supervision by correspondence.
Finally, the choruses had to be engraved, also by
Bartholomew, and printed before Stimpson could
start training the chorus in time for the performance
on 26 August.

Our research
As it happens we have had a similar experience.
Anne Elliott, Birmingham Central Library’s Assistant
Music Librarian, drew our attention to an 1846
manuscript full score of Elijah in the Library.
Sometimes, over the last several months I wish 
she hadn’t! According to its inscription, the Score,
copied by Mendelssohn’s copyist, Eduard Henschke,
in Leipzig, was used by the organist at the premiere.
(Nothing has changed – it is still difficult to estimate
the time and effort needed to prepare a new score 
of a work as extensive as Elijah. For Stimpson, 
read Skidmore!).

In all the reports of the first performance in
Birmingham there is little mention of the organist 
or the fact that Mendelssohn failed to prepare or
failed to bring with him – we do not know which –
a part for the organist to play. This must have been 
a big problem for the Festival organisers because,
although a part for the organ is not really needed in
Mendelssohn’s composition, the new organ was,
quite rightly, the Town Hall’s pride and joy. The
Festival Committee had engaged the services of the
famous organist, Dr Henry Gauntlett, best known
now for his hymn tunes including that for “Once in
Royal David’s city’, to play just for Elijah. Of course,
there had to be an organ part! Mendelssohn,
showing his tact and diplomacy, solved the problem

by giving up the clean fair copy, with which he
planned to conduct the first performance, and
reverted to his own full score, heavily marked-up,
colour-coded in black, blue and red ink and probably
very difficult to read. It seems the solo parts and the
chorus parts were also marked up with the same
colour-coding, Mendelssohn having attended to the
solo parts personally.

The Henschke full score does not have an organ part
either, so Mendelssohn then had to provide
instructions to Dr Gauntlett about when and when
not to play, and whether the organ was to support
the voices or the orchestra, etc. It is this manuscript
full score with these pencil markings that came to
light in the 1980s. Birmingham Central Library had
the opportunity to purchase it at Sotheby’s in May
1996 and bring it back to Birmingham, its rightful
home. It is only this strange course of events and the
availability of the Henschke full score that has
allowed a re-construction to be attempted, with any
confidence, of the music as performed at the
premiere. No other scores or part books from the
1846 performance appear to have survived. 

The Henschke score is incomplete, somewhat difficult
to read (in the copy we have) and the language of the
text is German, in archaic German script. We are not
sure why the score is incomplete but we know is was
not bound together until much later in the 19th
century and some sections may have become
detached from the main bundle of manuscripts at any
time. One possibility, however, is that Mendelssohn,
where the organ is not needed, took the individual
bundles from Dr Gauntlett to use to conduct from and
they were not put back together again. Fortunately, for
one missing section, Bartholomew had the foresight
to recreate the score of the original duet “Lift thine
eyes” from the part books in his possession at the
time (1852) and have his manuscript bound into the
volume. Birmingham Library also has a first
performance Elijah word book and some original

Mendelssohn letters. The Bodleian Library, Oxford,
has some chorus part books (probably printers’
drafts) and a single first violin part for Part One only,
probably prepared for an ‘autumn 1846’ performance.
With all this and an 1896 book, by F G Edwards,
charting the development of Elijah, using material
from Bartholomew’s archives, we have the basics 
for a new 1846 edition. We have added the missing
sections, added English to the choruses from the
Bodleian part books, and fitted the English text from
the word book for the recitatives and airs, some of
which could be done confidently by reference to
Mendelssohn’s correspondence with Bartholomew.
Finally, where sections of the Henschke score are
missing and we have been obliged to resort to the
published edition for material, the Bodleian Violin I
part book has allowed us to re-construct an earlier
version. This occurs in the Overture (one extra bar and
two bars revised) and in No 22 (“The fire descends
from heaven”). In a few other places we have re-
constructed ophicleide and horn parts, where, in our
judgement, Mendelssohn would have included them
at the premiere. Philip Lancaster, an Ex Cathedra
singer, has undertaken the Herculean task of
transcribing the material to computer and preparing
the vocal and orchestral scores for printing. 

Another 1846 performance!    
During our research we learnt, from Jeremy
Patterson, the distinguished former conductor of
Birmingham Festival Choral Society, that he had a
copy of the recording of an 1846 version by the
Randstedelijk Begeleidingsorkest and the Koor van
de Nederlandse Händelvereniging, directed by Thijs
Kramer. Thijs Kramer, according to the CD notes
(translated for us from the Dutch and German by
Marianne Salden), had an opportunity to photocopy
the Henschke score (which he calls the Gauntlett
Score), and prepared his own edition using it. The
recording is of a performance in Holland in 1996 in
German but the notes mention also a performance in
English. The recorded performance uses modern
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instruments, is at concert pitch and includes
sections of the Henschke score that our research has
shown Mendelssohn abandoned before the
premiere. Furthermore, the performances, of course,
did not have the benefit of the original venue!

Our approach  
There is more to re-creating an original performance
than the music score. There are the performers and
the instruments, the performing style, the choice of
pitch and temperament (recent research has
suggested that it would be another 70 years before
equal temperament became established
scientifically) and the venue. The wordbook gives the
names and therefore the number of performers.
There was an enormous orchestra, mostly
professionals from London; 125 players including a
large string section, 4 of each woodwind instrument,
4 trumpets, 4 horns, 3 trombones, 3 opicleides – one
of which was a contrabass ophicleide – and two pairs
of drums, one small and one large. The Orchestra of
the Age of Enlightenment has not quite matched
those numbers but we do have 70 performers
playing period instruments including a bass and a
contrabass ophicleide. The contrabass ophicleide is
very rare.  The instrument we are using tonight, is a
reproduction, and has been very kindly loaned by
Ron Johnson, a historic instrument collector in
Cooperstown, USA. It is perhaps the only instrument
in the world which remains of playable quality!

The chorus was the newly-formed Birmingham Festival
Choral Society. There were 78 sopranos, including 4
boy trebles; 60 altos, all male, Mendelssohn called
them the ‘bearded altos’; 60 tenors; and 72 basses
making a total of  270. The Ex Cathedra XL Anniversary
Choir, tonight, will have around 120 singers but, at the
last count, there will be no ‘bearded altos’ and a
number of them do not even shave.

There were ten solo singers listed. Mendelssohn had
a clear view of the type of singers he liked. His

preference was for clean, unaffected singing,
probably with an emphasis on the meaning of the
words, was exemplified by his desire to have Jenny
Lind, the Swedish ‘Nightingale’ as the soprano
soloist. For the named part, he wanted a dramatic
bass with an operatic stage presence. The Festival
Committee were successful with their Elijah,
Staudigl, with Lockey, the tenor, and with one or two
others but not with the soprano or alto soloists.
Fortunately, this evening, we believe we are blessed
with a team of soloists that could completely match
Mendelssohn’s specification.

Differences from the familiar version of Elijah
Apart from very knowledgeable Mendelssohn and
Elijah specialists, many members of the audience will
find it difficult to recognize the changes from the
usual published edition of 1847 because so many of
the familiar choruses and arias (airs) are there, in
some form. The majority of the changes Mendelssohn
made are subtle and frequently involve only the
orchestra: the addition or subtraction of a bar or two
or a slight change of rhythm. The main changes are to
be found in the recitatives and some of the arias,
where subsequently Mendelssohn set new words and
revised the material accordingly, a process that had
been going on even before the premiere. Having said
that, there are a few casualties. Almost everyone will
notice the absence of the famous unaccompanied
Trio for two sopranos and alto “Lift thine eyes” which
Mendelssohn originally set as a beautiful soprano
and alto accompanied duet.  And some will notice the
differences in the section after No 27 “Be not afraid”.
Even so, No 28 still has a wonderful interchange
between Queen Jezebel and the chorus, and the
extended chorus retains the drama of the later
version, finishing with the remarkable moment “He
shall die” which is translated as “Slaughter him” in
our version. The majority of Elijah’s familiar set-piece
airs are unchanged although “Lord, God of Abraham”
(No 20), while retaining the atmosphere of the later
version, has a revised central section and a very28

different orchestral accompaniment – one which
previews the violin arpeggios to be found in the
following quartet. To my mind, the closing section,
after Elijah has left this world, is preferable in the
1846 version. The two Recitative sections of No 40
“Elijah walked with God” and “Behold! The Lord will
send you” after the lovely tenor aria, No 39 “Then
shall the righteous shine forth”, are a much more
reflective conclusion to the thoughtful aria than their
replacement recitative. In addition, the final chorus is
more concise and, I think, more effective than its
successor in the 1847 version.

The organ 
As a consequence of using period instruments, the
pitch (A = 430 Hz) and the unequal temperament
means that we are unable to use the Town Hall organ
(now tuned to A = 440 Hz and Equal Temperament).
The organ has been tuned sharper in the intervening
years so that it can play with modern orchestras and
the period woodwind is not quite able to get up to
the same pitch.  The cost of re-tuning the organ
(twice) would have been prohibitive even if the
authorities had been agreeable. However, the
organist, Julian Perkins, will be extemporising from
the same material that Dr Gauntlett had at his
disposal for the premiere: a full score, with notes
where and where not to play, guidance whether to
support the voices or the orchestra, and
occasionally, help from a transcription of Dr
Gauntlett’s own chord figures under the orchestral
bass line. 

© Derek Acock, 2008
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E L I J A H
A  S A C R E D  O R AT O R I O

PART FIRST

PROLOGUE (Elijah) [No 1]

As God the Lord of Israel liveth, before whom I stand, there shall not be dew not rain these years, 
but according to my word – 1 Kings xvii, 1.

OVERTURE

CHORUS (The People) [No 2]
Help, Lord! Wilt thou quite destroy us?

The harvest now is over, the summer days are gone, and yet no power cometh to help us! 
Will, then, the Lord be no more God in Zion? – Jeremiah viii, 20.

RECITATIVE CHORUS (The People) [No 3]
The deeps afford no water; and the rivers are exhausted!

The suckling’s tongue now cleaveth for thirst to its mouth; infant children ask for bread, 
and there is no one breaketh it to feed them. – Lamentations iv, 4.

DUET AND CHORUS (The People) [No 4]
PEOPLE: Lord! Bow thine ear to our prayer!

DUET: Zion spreadeth her hands for aid; and there is neither help nor comfort. – Lamentations i, 17.

RECITATIVE [No 5]
Ye people, rend your hearts and not your garments for your transgressions; 

even as Elijah hath sealed the heavens through the word of God.
I therefore say to ye, Forsake you Idols, return to God: for He is slow to anger, and merciful, 

and kind and gracious, and repenteth Him of the evil. – Joel ii, 12, 13.

AIR [No 6]
If with all your hearts ye truly seek me; ye shall ever surely find me. Thus saith our God.

Oh! that I knew where I might find Him, that I might even come before His presence! – Deuteronomy iv, 29.

The early decades of the 19th Century were
incredibly fertile for the development of new ideas,
especially in post revolutionary France. 

The musical instrument world was no exception with
countless new inventions. Among them, in 1819, was
a patent for a new-keyed brass instrument called the
ophicleide (from the Greek words ophis – snake, and
cleide – door stop). 

Halary, the inventor of the instrument, filed patents
for a family of ophicleides ranging in pitch from an
alto in Eb through to the bass in C/Bb with the
largest of all, the contra - bass to be pitched in F. 

Several contra bass ophicleides were made by various
makers in France, Germany, Belgium and England,
some with bells in the shape of a dragon’s head. The
Birmingham Festival commissioned a contra bass in
1833 with its most famous player being a French
musician called Prospere (see picture from Illustrated
London News…?). It was Prospere who played the
contra bass in the first performance of Elijah in 1846
in this very building, however the Birmingham
instrument has long since disappeared in the mists of
time. Tracking down a playable instrument has been 
a monumentally difficult task, however thanks to the
generosity and enthusiasm of an American collector
called Ron Johnson and the instrument building skills
of Robb Stewart (an instrument maker based in
Hollywood) we are able to let you hear the incredible
sounds of this gargantuan instrument. 

© Anthony George October 2008

The Contra Bass Ophicleide

Prospère with his ‘Monstre’ Ophicleide. Reproduced
from A Sense of Occasion – Mendelssohn in Birmingham
1846 by Audrey Duggan with kind permission of the
author and Brewin Books Ltd.
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CHORUS (The People) [No 7]
Yet doth the Lord see it not: He mocketh at us; His curse hath fallen down upon us; 

His wrath will pursue us till He destroy us!
For He is Lord and God: He is a jealous God: and He visiteth all the fathers’ sins on the children to the third and
the fourth generation of them that hate Him: His mercies on thousands fall – fall on all them that love Him and

keep His commandments. – Exodus xx, 5, 6.

RECITATIVE (an Angel) [No 8]
Elijah! Get thee hence; depart and turn thee eastward: thither hide thee by Cherith’s brook. There shalt thou drink

its waters; and the Lord thy God hath commanded the ravens to feed thee here: so do according unto His word.
– 1 Kings xvii, 3.

DOUBLE QUARTET (Angels) [No 9]
For He shall give His angels charge over thee, that they shall protect thee in all the ways thou goest; that their

hands shall uphold and guide thee, lest thou dash thy foot against a stone.– Psalm xci, 11, 12.

RECITATIVE (an Angel) [No 10]
Elijah! Now Cherith’s brook is dried up, arise and depart; and get thee to Zarephath: thither abide. 

Behold, I have commanded a widow woman there to sustain thee; and thou shalt want nothing, 
nor she and her house, though the word of God. – 1 Kings xvii, 9.

THE WIDOW AND ELIJAH [No 11]
THE WIDOW: Help me, man of God! My son is sick; and his sickness is so sore that there is no breath left in
him. Art thou come to call my sin to remembrance – to slay my son? Help me, man of God, help my son! For it

thou willest, he still by they power may be assisted.  – 1 Kings xvii, 17, 18.

RECITATIVE
ELIJAH: Give me thy son. O Lord, my God! Turn unto her; in mercy help this widow’s son! Lord, my God, let the

spirit of this child return, that he again may live. – Psalm lxxxvi, 16.

WIDOW: Wilt thou indeed shew wonders to the dead? Say, will the dead arise and praise Thee? – Psalm lxxxviii, 10.

ELIJAH: Lord, my God, let the spirit of this child return, that he may praise Thee. – 1 Kings xvii, 21.

WIDOW: The Lord hath heard thy prayer! The soul of my child is returning – my son reviveth! – 1 Kings xvii, 22

ELIJAH: Now, behold, thy son liveth! – 1 Kings xvii, 23.

WIDOW: Now by this I know that thou art a man of God; and that His word in thy mouth is the truth. O blessed
are the men who fear Him! – 1 Kings xvii, 24.

CHORUS [No 12]
Blessed are the men who fear Him, who delight in His commands. They ever walk in the ways of peace. Through

darkness riseth light; light to the upright; they are gracious, compassionate, and ever righteous. – Psalm cvi, 3. 

RECITATIVE (Elijah, Ahab and chorus) [No 13]
ELIJAH: As God, the Lord of Sabaoth, liveth, before whom I stand, three years this day fulfilled, I will shew

myself unto Ahab: and God the Lord will send rain again upon the earth. – 1 Kings, xviii, 1, 15.

AHAB: Art thou Elijah? Art thou he that troubleth Israel! 
CHORUS: Thou art Elijah, he that troubleth Israel! – 1 Kings xvii, 17.

AHAB: All accuse thee.
ELIJAH: I never troubled Israel’s peace: it is thou, Ahab, and all thy father’s house. Ye have forsaken God’s

commands; and thou hast followed Baalim. Now send, and gather to me the whole of Israel unto mount Carmel.
There summon the prophets of Baal, and also the prophets of the groves, who are feasted at Jezebel’s table: 

then we shall see whose God is the Lord.
CHORUS: And then we shall see whose God is God the Lord! – 1 Kings xviii, 18, 19.

ELIJAH: Rise then, ye priests of Baal: select and slay a bullock, and put no fire under it: uplift your voices, and call
the god ye worship: and I then will call of the Lord Jehovah. And the God who by fire shall answer, let Him be God!

CHORUS: Yea; and the God who by fire shall answer, let Him be God. – 1 Kings xviii, 23, 24.

ELIJAH: Call first upon your god: your numbers are many; I, even I, only remain, one prophet of the Lord. Invoke
your forest gods and mountain deities. – 1 Kings xviii, 25.

CHORUS (Priests of Baal) [Nos 14 & 15]
Baal, we cry to thee, hear and answer us! Heed the sacrifice we offer! Hear us, O hear us, Baal!

Hear us, Baal! Hear mighty god! Baal, O answer us! Let they flames fall and extirpate the foe! O hear us, Baal! 
– I Kings xviii, 26.

RECITATIVE (Elijah) [No 16]
Call him louder, for he is a god! He talketh; or he is pursuing; or he is in a journey; of peradventure, he sleepeth; 

so awaken him; call him louder! – 1 Kings xviii, 27.

CHORUS (Priests of Baal) [17]
Hear our cry, O Baal! Now arise! Wherefore slumber?

RECITATIVE (Elijah) [No 18]
Call him louder! He heareth not. With knives and lancets cut yourselves after your manner: leap upon the altar ye

have made: call him and prophecy! Not a voice will answer ye; none will listen, none heed ye. – I Kings xviii, 28, 29.
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CHORUS (Priests of Baal) [No 19]
Hear and answer, Baal! Mark how the scorner derideth us! Hear and answer!

RECITATIVE AND AIR (Elijah) [No 20]
Draw near, all ye people; come to me. Lord God of Abraham, Isaac, and Israel! This day let it be known that Thou

art God; and I am Thy servant! O shew to all this people that I have done these things according to Thy word! Hear
me, O Lord, and answer me, and shew this people that Thou art Lord God; and let their hearts again be turned. 

– I Kings xviii, 30, 36, 37.

QUARTET (Angels) [No 21]
Regard Thy servant’s prayer,

While angels bow before Thee.
And worlds around Thy throne
In strains of praise adore Thee.

O, help him in his need,
Thy gracious ear accord –

Jehovah, Sabaoth,
Creator, God, and Lord!

RECITATIVE (Elijah)
O Thou, who makest Thine angels’ spirits; Thou, whose ministers are flaming fires: let them now descend! – Psalm civ, 4.

CHORUS (the People)
The fire descends from heaven! The flames consume his offering! Bow down, bow down! On your faces fall, adoring!

The Lord is God: He is the Lord our God. Alone He is God: and we will have no other God, but God the Lord!
– I Kings xviii, 38, 39.

RECITATIVE (Elijah)
Take all the priests of Baal; and let not one of them escape ye: bring them down to Kishon’s brook, 

and there let them be slain!

CHORUS (The People) [No 22]
Take all the priests of Baal; and let not one of them escape us. Bring all and slay them! – 1 Kings xviii, 40.

AIR (Elijah)
Is not His word like a fire: and like a hammer that breaketh the rock into pieces? – Jeremiah xxiii, 29.

For God is angry with the wicked every day: and if the wicked turn not, the Lord will whet His sword. 
And He hath bent His bow and made it ready. – Psalm vii, 11, 12.

AIR [No 23]
Woe unto them who forsake Him! Destruction shall fall upon them, for they have transgressed against Him.

Though they are by Him redeemed: yet they have spoken falsely against Him. – Hosea vii, 13.

RECITATIVE AND CHORUS (Elijah, a Youth, and The People) [No 24]
ELIJAH: O Lord, thou hast overthrown Thine enemies and destroyed them! Look down on us from heaven, O

Lord; regard the distress of Thy people! Open the heavens and send us relief. Help, help Thy servant now, O God!
PEOPLE: Open the heavens and send us relief! Help, help they servant now, O God! – 2 Chronicles vi, 26.

ELIJAH: Go up now, child, and look toward the sea. Hath my prayer been heard by the Lord?

YOUTH: There is nothing. – 1 Kings xviii, 43.

The heavens are as brass above me. – Deuteronomy xxviii, 23.
ELIJAH: When the heavens are closed up because they have sinned against Thee: yet, if they pray and confess 

Thy name, and turn from their sin when thou  dost afflict them, then hear from heaven, and forgive the sin. 
Help, send they servant help, O God!

CHORUS: Then hear from heaven and forgive the sin. Help, send thy servant help, O God! – 2 Chronicles vi, 26, 27.

ELIJAH: Go up again, and still look toward the sea.
YOUTH: There is nothing. The earth is as iron under me. – Deuteronomy xxviii, 23. 

ELIJAH: Hearest thou no sound of rain? Seest thou nothing arise from the deep?
YOUTH: No; there is nothing.

ELIJAH: Have respect to the prayer of they servant, O Lord my God! – 2 Chronicles vi, 19.

Unto Thee will I cry, Lord my rock; be not silent to me: and thy great mercies remember, Lord. – Psalm xxviii, 1.

YOUTH: Behold, a little cloud ariseth now from the waters! It is like a man’s hand! The heavens are black with
clouds and with wind: the storm rusheth louder and louder! – 1 Kings, xviii, 45.

PEOPLE: Thanks be to God for all His mercies.
ELIJAH: Thanks be to God! For He is gracious; and His mercy endureth for evermore! – Psalm cvi, 1.

CHORUS [No 25]
Thanks be to God! He laveth the thirsty land! The waters gather, they rush along; they are lifting their voices! 

The stormy billows are high; their fury is mighty. But the Lord is above them, and Almighty! – Pslam xciii, 3, 4.

AN INTERVAL OF THIRTY MINUTES
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PART SECOND

RECITATIVE [No 26]
Elijah is come already; and yet they have known him not; but have done unto him whatsoever they listed. 

– Matt. xvii, 12.

AIR
Hear ye Israel; heard what the Lord speaketh: “Ah! hadst thou heeded my commandments!”

He to his people calleth; yet they regard not His voice, nor will they obey His call.
Yet to the righteous, saith the Lord, the Holy One of Israel; I – I am He that comforteth, and ye are mine.

Wake up, arise, Jerusalem!
Say, who art thou that despairest, and forgettest the Lord thy Maker; who hath stretched forth the heavens, and

laid the earth’s foundations?
Wake up, arise, Jerusalem! – Isaiah xlviii, 1, 18; xlv, 11; li, 12, 13, 17.

CHORUS [No 27]
“Be not afraid;” saith God the Lord. Be not afraid, for He is near; thy help is near! – Isaiah xli, 10.

Though thousands languish and fall beside thee, and tens of thousands around thee perish; 
yet still it shall not come nigh thee. – Psalm xci, 7.

(The Queen) [No 28]
Dost thou now govern the kingdom of Israel, while Elijah’s power is greater than the king’s?

The gods do so to me, and more, if by tomorrow, about this time, I make not his life as one of them he caused to be
destroyed at the brook of Kishon; whom he by the sword hath slaughtered. – 1 Kings xxi, 7; xix, 2.

He hath transgressed, slay him! He hath prophesied against this city, as ye have heard with your ears! – Jeremiah xxvi, 11.

He also closed the heavens; and called down a famine upon the land. – 1 Kings xviii, 19.

So go ye forth to every nation and every kingdom, and seek Elijah; and seize on him, slaughter him; 
do unto him as he hath done. – Ecclesiastes xlviii, 3, 2.

CHORUS
Do unto him as he hath done: he hath transgressed, slay him! So go ye forth; seize on him, slaughter him!

RECITATIVE AND AIR (Elijah) [No 29]
Though stricken, they have not grieved! – Jeremiah v, 3.

Tarry here, my servant, and I will go a day’s journey into the wilderness. – 1 Kings xix, 3, 4.
It is enough, O Lord, now take away my life; for I am not better than my fathers. I desire to live no longer; now let

me die; for my days are vanity. – Job vii, 16.

I have been very jealous for the Lord God of Hosts; for the children of Israel have broken thy covenant, thrown down
thine altars, and slain thy prophets with the sword; and I, even I only am left: and they seek my life to take it away.

– 1 Kings xix, 10.

It is enough, O Lord, now take away my life!

RECITATIVE [No 30]
Under a juniper tree he sleepeth. – 1 Kings xix, 5.

Protected by angels of the Lord; who encamp around all them that fear Him. – Psalm xxxiv, 7.

DUET (Angels)
Life thine eyes unto the mountains, from whence cometh they help. 

For it cometh from the Lord, the maker of heaven and earth. He hath said; thy foot shall not be moved: for thy
shepherd will not slumber. – Psalm cxxi, 1, 3.

CHORUS (Angels) [No 31]
He, watching over Israel, slumbers not, nor sleeps. – Psalm cxxi, 4.

Shouldst thou, walking in grief, languish – He will quicken thee. – Psalm cxxxviii, 7.

RECITATIVE (Elijah and an Angel) [No 32]
ANGEL: Arise, Elijah; for thou hast a long journey before thee.

ELIJAH: I have been very jealous for the Lord, the God Sabaoth; for the children of Israel have broken 
His covenant, thrown down His altars, and slain His prophets with the sword; and I, even I only am left, 

and they seek my life. – 1 Kings xix, 7, 10.

AIR
O rest in the Lord, wait patiently for Him, and He shall give thee thine heart’s desires.

Commit thy way unto Him, and trust in Him; and fret not thyself because of evil doers. – Psalm xxxvii, 1, 7.
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AIR [No 39]
Then shall the righteous shine forth as the sun in their heavenly father’s realm. – Matthew xiii, 43.

Joy on their head shall be for everlasting, and all sorrow and mourning shall flee away for ever. – Isaiah li, 11.

RECITATIVE [No 40]
Elijah walked with God, and he was not, for God took him to heaven; and he was seen no more! – Genesis v, 24.
Behold! The Lord will send you Elijah the prophet, before the coming of the great and dreadful day of the Lord.

And he shall turn the heart of the fathers to the children, and the heart of the children unto their fathers, 
lest I come and smite the earth with a curse. – Malachi iv, 5, 6.

CHORUS [No 41]
But thus saith the Lord: I have raised one from the north; he shall come, and from the rising of the sun, 

he shall call upon my name, and come on princes.
Behold my servant and mine elect, in whom my soul delighteth.

On him the Spirit of God shall rest: the spirit of wisdom and understanding, the spirit of might and of counsel, 
and spirit of knowledge and of the fear of the Lord. – Isaiah xli, 25; xlii, 1;, xi, 2.

QUARTET [No 42]
O! Every one that thirsteth, come ye to the waters: come unto Him, and your souls shall live for ever! 

– Isaiah lv, 1, 3.

CHORUS [No 43]
Unto Him that is abundantly able to exceed all, even all that we can ask or think: -

Now all glory be unto Him through all ages, and for evermore.
AMEN – Ephesians iii, 20.

END OF THE ORATORIO OF ELIJAH

CHORUS (Angels) [No 33]
He that shall endure to the end shall be saved. – Matthew xxiv, 13.

RECITATIVE
ELIJAH: Hear me speedily, O Lord; my spirit faileth; hide not Thy face from me: my soul is thirsting for Thee, 

as a thirsty land! – Psalm cxliii, 7, 6.

ANGEL: Arise now, get thee without; stand on the mount before the Lord; 
for there His glory will appear and shine on thee.

Thy face must be veiled, for he draweth near. – 1 Kings 19, 11.

CHORUS [No 34]
And behold, the Lord passed by! And a mighty wind rent the mountains around, brake in pieces the rocks, brake

them before the Lord; but the Lord was not in the tempest.
And behold, the Lord passed by! And the sea was upheaved, and the earth was shaken; 

but the Lord was not in the earthquake.
And after the earthquake there came a fire; but the Lord was not in the fire.

And after the fire there came a still small voice, and in the still voice, onward came the Lord. – 1 Kings xix, 11.

QUARTET AND CHORUS (Angels) [No 35]
Holy, holy, holy is God the Lord – the Lord Sabaoth! Now His glory hath filled all the earth. – Isaiah vi, 3.

RECITATIVE (Elijah) [No 36]
O Lord, I have heard of Thee; but mine eye now seeth Thee. – Job xlii, 5.

My heart therefore is glad, my glory rejoiceth, and my flesh also shall rest in hope. – Psalm xvi, 9.

AIR [No 37]
For the mountains shall depart, and the hills be removed; but Thy kindness shall not depart from me, neither shall

the covenant of Thy peace be removed. – Isaiah liv, 10.

CHORUS [No 38]
Then did Elijah the prophet break forth like a fire; his word appeared as light in darkness. Mighty kings by him were

overthrown. He stood on the Mount of Sinai, and heard the judgments of the future, and in Horeb its vengeance. 
– Ecclesiastes xlviii, 1, 6, 7.

And when the Lord would take him away to heaven, behold! There came a fiery chariot, with fiery horses; and he
went by a whirlwind to heaven. – 2 Kings ii, 1, 11.
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To coincide with the 3-year development programme
that celebrates our 40th (XL) anniversary in 2009/10,
we have launched an XL Anniversary Angels Appeal.
The XL Anniversary Project brings together everything
that Ex Cathedra stands for: groundbreaking
performances; expanding the choral repertoire through
research, commissions and recordings; and delivering
inspirational education work to nurture young talent
for the future. 

Our XL Anniversary project began in April with Handel’s
Messiah.  It continues with this performance of Elijah,
and the trilogy is completed with Elgar’s The Dream of
Gerontius in November 2009.  

In addition to these concerts, we plan to commission
major new chorals works from Fyfe Hutchins, James
MacMillan, Alec Roth and Eric Whitacre.  And we hope
to record John Joubert’s landmark oratorio Wings of
Faith, the performances of The Dream of Gerontius
and a new CD based on our popular Christmas Music
by Candlelight concerts.  

Also integral to the XL Anniversary is the continuing
expansion of our innovative education work beyond its
current reach, enabling us to disseminate our acclaimed
open-access Singing Playgrounds project and enhance
our training of gifted and talented young singers.

But without your help we will not be able to fulfil 
these ambitions.

In your programme this evening you will find a letter
detailing the appeal and how you can become an
Anniversary Angel or Archangel.

Whatever you are willing and able to give will help
ensure that Ex Cathedra can continue to work for the
benefit of Birmingham, the region and the future of
choral music in this country. We hope that you will be
able to give generously.

BE AN ANGEL – thank you! 

Further details of the XL Anniversary Angels Appeal can
also be found on our website at www.ex-cathedra.org
or by calling Judith Greenburgh, Development Officer 
T 0121 200 1511. Donations (cheques payable to 
Ex Cathedra Ltd) can be sent to Ex Cathedra, 611b 
The Big Peg, 120 Vyse Street, Birmingham B18 6NF.

Ex Cathedra would like to thank:

Anniversary Archangels

Anonymous Archangels

Chris Bullough

Denis Baylis

Benedict & Katharine Cadbury

Philip & Carol Couse

Eric Forbes

David Foster

Mr & Mrs N Friend

Helen Higson

Stephen Hughes

Helen & Brian King

Michael Malone

Graham & Vivien Mackenzie

Dr W H & Mrs J Robinson

Mr & Mrs P F Scurlock

Anniversary Angels

Anonymous Angels

Geoffrey & Margaret Batten

Philip & Jo Cox

Florence Edgar

Mary Evans

Phyllida Furse

Dr & Mrs Gadsby

Tony & Mary Hale

Malcolm Harbour MEP

Kenneth Hoffman

Walter & Linda Jennings

Karl Jones

David & Ann Jones

Ray Law

Ian Mackay

Richard & Veronica Phillips

Robert Powell

Ian Privett

Mary & George Stemman

XL Anniversary Angels Appeal

Saturday 8 November 2008, 7.30pm
The Oratory, Birmingham

Passion: A Renaissance Remembrance
Ex Cathedra Choir and Baroque Ensemble
Jeffrey Skidmore Conductor
Nicholas Mulroy Evangelist

Lassus, Lamentations for Tenebrae on Maundy Thursday 
MacMillan, Tenebrae Responsories
Lassus, St Matthew Passion

Discover the early history of the sung Passion tradition 
and the context from which Bach’s great settings emerged.
We begin with the prince of 16th century musicians, Lassus,
and his austere yet compelling setting of the text from
Matthew’s gospel. MacMillan’s most vocally demanding
choral work provides 21st-century contrast.

Tickets for available from 0121 236 4455 or
www.birmingham-rep.co.uk.
£25 (£23) / £20 (£18) / £15 (£13) / Unreserved £7.

Sunday 7 December 2008, 5pm
Town Hall, Birmingham

A Boy was born: Britten at Christmas
Tickets available from 0121 780 3333 or www.thsh.co.uk

Wednesday 17 December 2008, 7.30pm
St John’s, Smith Square, London

Christmas Music by Candlelight
Tickets available from 0207 222 1061 or www.sjss.org.uk

Friday 19, Saturday 20, Monday 22 & Tuesday 23
December 2008, 7.30pm

St Paul’s church, Birmingham
Christmas Music by Candlelight
Tickets available from 0121 236 4455

Saturday 24 January 2009, 7.30pm
Town Hall, Birmingham

Faith in the city: Expressions of belief
Tickets available from 0121 780 3333 or www.thsh.co.uk 

Saturday 14 March 2009, 7.30pm
The Oratory, Birmingham

Monteverdi ‘made spiritual’: 
In search of 1610
Tickets available from 0121 236 4455 or 
www.birmingham-rep.co.uk

Friday 10 April 2009, 2pm
Symphony Hall, Birmingham

Bach, St Matthew Passion
Tickets available from 0121 780 3333 or www.thsh.co.uk

Wednesday 17 June 2009, 9pm
The Oratory, Birmingham

Handel & Purcell: Summer Vespers 
by Candlelight
Tickets available from 0121 236 4455 or 
www.birmingham-rep.co.uk

ADVANCE NOTICE FOR YOUR DIARY

Saturday 28 & Sunday 29 November 2009
Town Hall, Birmingham

Elgar, The Dream of Gerontius
Tickets will go on sale in June 2009

Forthcoming Concerts



4342

Ex Cathedra has developed a range of ground breaking
and innovative education activities based on the
premise that singing is for all.  It seeks to inspire a love
of singing in people of all ages and backgrounds
through a programme of exciting, innovative and
inclusive education projects in schools, hospitals and
the wider community; and to provide opportunities for
talented young singers to realise their full potential.  
This academic year, Ex Cathedra is delivering its
acclaimed Singing Playgrounds and Singing Mix
projects to schools nationwide in Birmingham, Derby
and London, and its Singing Medicine project to
Birmingham Children’s Hospital.

Ex Cathedra also runs projects as part of 
Birmingham City Council’s Arts Champions
and A Creative Future schemes.

Ex Cathedra complements these projects by running its
own training choirs for talented young singers. Children
who discover a love and aptitude for singing, often via
these schools and community projects, have the
opportunity to develop their skills further by joining
one of our training choirs: The Academy of Vocal Music,
for male and female singers aged 16 upwards; or the
Junior Academy,for boys and girls aged 7 to 16 years.
These youth choirs work on a project basis and
produce high quality performances.

Many current and past members of these academies
are singing in the choir this evening.

Ex Cathedra would like to thank Sandvik Limited 
for its ongoing sponsorship of Ex Cathedra’s
education work.

If you would like to find out more about any
aspect of our education work, please email
education@ex-cathedra.org, 
or call 0121 2 129 129.

Congratulations to Sandvik
We’re delighted to announce that the near 20 
years of Sandvik Ltd’s generous sponsorship of 
Ex Cathedra’s education work has been recognised
as winner of the ‘Sustainability’ and ‘Champion 
of Champions’ categories in the Jaguar Land Rover
Awards for Arts & Business 2008.  We would like 
to reiterate our thanks to Sandvik Ltd for their
enlightened support. 

Ex Cathedra Education

Thank you for joining us this evening, 
we hope that you enjoy the concert.  
For the benefit of the whole audience
please remember that:

• no sound recording or photography is allowed 
unless agreed with Ex Cathedra management 
prior to the concert

• any noise (such as whispering, rustling of sweet 
wrappers and bleeping of digital watches) can 
be distracting.  Please make sure mobile phones
are switched off

• late-comers may not be admitted until a suitable
break in the performance and may be asked to 
sit somewhere other than their reserved seat 
until the interval

• smoking in the building is prohibited by law

Ex Cathedra 

Artistic Director Jeffrey Skidmore

General Manager Peter Trethewey
Concerts Manager Alice Corser
Education Coordinator Rebecca Ledgard
Education Manager Victoria Green
Education Intern Rachael Hand
Development Officer Judith Greenburgh
Librarian Stephen Davis
Bookkeeper Mary Ashton
Research Assistants Derek Acock

Philip Lancaster

BOARD OF DIRECTORS
John Pulford MBE (Chair)
Derek Acock
Roger Blears
Tony Jackson
Phil Ledgard
Bob Marchant
Jill Robinson
Peter Scurlock
Cllr Jim Whorwood 
Company Secretary Alison Perrier-Burgess
Choir Representative Joy Krishnamoorthy

Ex Cathedra
611B The Big Peg
120 Vyse Street
Birmingham
B18 6NF

T: 0121 200 1511
F: 0121 200 1522
E: info@ex-cathedra.org
www.ex-cathedra.org

Ex Cathedra is a company limited by guarantee,
registered in England No. 2396173, and is a
Registered Charity, No. 1004086.  Registered Office:
123 Hagley Road, Edgbaston, Birmingham 6 8LD.

Information
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Regular funders

Ex Cathedra receives funding from Birmingham City
Council and Arts Council England, West Midlands.
The XL Anniversary Project is supported by the Arts
Council’s Grants for the Arts.

Corporate patrons

Ex Cathedra is indebted to the following companies
and organisations for their support:

Ex Cathedra 2008/2009 Season Sponsor

Principal Education Sponsor

Becoming a sponsor of Ex Cathedra
offers an excellent opportunity for 
your company to develop a mutually
beneficial relationship with a leading 
UK choir and Early Music ensemble
and/or our pioneering education work. 

For more information or to discuss 
your company’s sponsorship ideas or
needs please contact Judith Greenburgh
on 0121 200 1511 or email 
judith@ex-cathedra.org. 

Trusts and Foundations

Esmée Fairbairn Foundation
Allan & Nesta Ferguson Charitable Trust
The Garrick Charitable Trust
The Grimmitt Trust
Austin & Hope Pilkington Trust
The Radcliffe Trust
Sing Up

Other partners

Thank you


