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The Grosvenor Chapel

T

he foundation stone of the Audley Chapel, as it was known at first, was laid on 7 April 1730 by Sir
Richard Grosvenor. The simple classical form of the building, a plain rectangular box with a shallow
projection for the communion table to the east and, at the west, a portico over the pavement with a
short spire containing a clock and bell to call the faithful to worship, is derived from recently completed
churches such as James Gibbs’s St Martin-in-the-Fields or John James’s St George’s, Hanover Square. The
modest brick exterior contains an elegant white-painted interior flooded with light from clear-glazed
windows. In 1829 the Chapel was brought within the parochial system as a chapel of ease to St George’s
Hanover Square and is the last surviving example of a proprietary chapel in Mayfair. A number of
minor alterations were carried out in the 19th century, but it is the transformation of the interior carried
out by Ninian Comper in 1912 which makes the building memorable today. Comper converted a plain
Georgian auditorium centred on the pulpit into a prayerful church in which attention is directed to
the mystery of the altar. The original sanctuary forms a Lady Chapel where the pedimented reredos
remains, its panels painted with the Ten Commandments, the Creed and the Lord’s Prayer. Here since
1921, the Blessed Sacrament has been reserved according to the old English manner in a hanging pyx.
The provision made for Catholic worship within the Anglican tradition displayed in Comper’s
arrangement of the interior was established by the Revd Dick Sheppard and maintained by his
successors including Bishop Charles Gore (1853-1932), who assisted and preached here often during
the last decade of his life. During the second world war, men and women of the American armed forces
were welcomed to the Chapel for their Sunday services, and later the congregation included such
people as the writer Rose Macaulay and Sir John Betjeman. With an emphasis on good preaching,
dignified ceremonial and fine music, it retains its title of Chapel because it is not, and never has been
a parish church.

St George’s, Hanover Square

S

t George’s, Hanover Square is the parish church of Mayfair. Built between 1721-24 to the designs of
John James, it was one of the Fifty Churches projected by Queen Anne’s Act of 1711. The new Parish
was carved out of that of St Martin-in-the-Fields and covered an area stretching from Regent Street
(then called Swallow Street) westward to the Serpentine, and southward from Oxford Street to include
the whole of what is now Mayfair, Belgravia and Pimlico. The countryside then came in close to the
Church and in 1725 it was still possible to shoot woodcock in the Conduit Mead a few hundred yards
from St George Street, and snipe at the western end of Brook Street.
The reredos is from the workshop of Grinling Gibbons and frames a 'Last Supper' painted for the
church by William Kent in 1724. The windows contain Flemish glass of the early 16th century from
Antwerp. George Frederick Handel was a regular worshipper at St George's, which is home to the
annual London Handel Festival. The church has a reputation for dignified and traditional formal
worship based on the Book of Common Prayer, magnificent music provided by our fine professional
choir, and thoughtful preaching.
St George's has long figured in fact and fiction as a centre for fashionable weddings, and was referred
to by a Victorian writer as ‘the London Temple of Hymen’. In 1725 there were only 30 weddings, but
from then onwards the numbers increased steadily till the beginning of the 19th century, when they
reached four figures; 1816 was a record year with 1,063 weddings, including nine on Christmas Day.
Among the people married at St George’s are Percy Bysshe Shelley, George Meredith, George Eliot
(Mary Anne Evans), John Buchan, Benjamin Disraeli and Theodore (‘Teddy’) Roosevelt. The marriage
entry of Herbert Henry Asquith bears the signatures of four statesman, who were at some period prime
ministers of England—Lord Rosebery, A.J. Balfour, W.E. Gladstone, and Asquith himself. The song ‘I’m
getting married in the morning’ from My Fair Lady refers to St George’s.
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Welcome to the 15th
John Hill-Catherine
Ennis Organ Series
In memory of two people who, in their different ways,
gave help and encouragement to young organists.
Patrons
The Lord Glenarthur DL
Lord Green of Hurstpierpoint
Sir Andrew Parmley
Simon Preston
Dame Gillian Weir

I

t is with very mixed emotions that I write
this year’s programme introduction, after an
absence of two years. My foremost feeling is one
of deep sorrow on the death of Catherine Ennis
on Christmas Eve 2020. Catherine needs no
introduction in the organ world, nor to those who
attended any of the previous series. This series
of recitals was the inspiration of Catherine when
she played for my husband’s memorial service
in St Lawrence Jewry, 18 years ago. John was a
pupil of Catherine’s when he worked for HSBC
in Gresham Street, just across the road from St
Lawrence Jewry. Both Catherine and John were
passionate about introducing the wealth of organ
music to everyone, everywhere, as well as offering
young, aspiring organists an opportunity to play
in public. With the help of our esteemed Patron,
Lord Green, chairman of HSBC when John
died, and the bank’s support, these recitals were
successfully launched in 2006. Since then the
series has become a recognised platform for young
international organists to launch their careers. My
family and I are most appreciative of our many
friends and Patrons for their encouragement and
help to continue these recitals.
In 2020 and 2021, while the world was closing
down to combat the spread of the Covid-19
virus, St Lawrence Jewry was closing its doors
for necessary refurbishments and David Parrott,
the Rector, was retiring. Consequently we were
no longer able to hold recitals during this time,
but fortunately this gave Catherine time to make
provisional plans with organists Simon Williams
and Richard Hobson to continue the recitals in
their beautiful churches of St George’s, Hanover
Square and The Grosvenor Chapel. Their instant

support has been an enormous relief as Simon
and Richard, with the help of Chris Morris, have
undertaken all the administrative work needed
with great enthusiasm, ensuring the series will
continue. This will be not only a tribute to my
husband, John Hill, but fittingly to Catherine
Ennis too. Without Catherine’s drive, contacts, and
infectious zeal these recitals would not be notable
dates in the organ world. We are also grateful
to the Revd Roderick Leece and Revd Richard
Fermer for their support, as well as to our Patrons
and to the Eric Thompson Trust.
It was also with sadness that Graham Mathews,
the organist at Charterhouse, has resigned from
our steering committee. Graham has been a tower
of strength for many years and a most genial,
generous host to many of the young international
recitalists, often on their first visit to London. We
shall miss his gentle guidance, but look forward to
seeing him at as many recitals as possible.
Maggie Hamilton is another wonderful
friend. For many years, Maggie has edited
our programme over her Christmas holidays
despite her demanding career in publishing.
Without Maggie’s expertise and dedication these
programmes would not be the splendid creation
you are now reading!
As the years fly past it is often pleasant to look
backwards and dream of halcyon days; but life
never stands still and the future is unknown,
hopefully filled with opportunities and excitement!
So while a new chapter opens for the JHOS, now
to be shared with Catherine, as a very humble
tribute to all the loving nurture she gave to raise
the profile of ‘The King of Instruments’, let us
today sit here a while, to celebrate and embrace
that future through the music played by these
talented young organists.
Barbara Hill
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3 May, Grosvenor Chapel

Dónal McCann
Oxford

Originally from Belfast, Dónal is currently the
assistant organist at New College, Oxford, where he
accompanies the world-renowned choir. At New
College, Dónal is involved in all aspects of musical
life, including teaching and the training of the
choristers. Before taking up this post in September
2020 he was an organ scholar at King’s College,
Cambridge, where he read Music, graduating with
a double first. At King’s, he accompanied the choir
in daily chapel services, as well as in recordings,
tours and broadcasts, including the Festival of Nine
Lessons and Carols.
Dónal achieved the FRCO diploma with the
Limpus prize at the age of 17, and was subsequently
awarded the Silver Medal of the Worshipful
Company of Musicians. The following year he
won the inaugural Dame Gillian Weir Medal at the
Northern Ireland International Organ Competition.
Dónal is also an accomplished pianist, having
studied with Anthony Byrne at the Royal Irish
Academy of Music in Dublin, alongside organ
studies with Professor Gerard Gillen at St Mary’s Pro
Cathedral.
Dónal maintains a busy freelance schedule,
having given many recitals and recently
collaborating with the Instruments of Time &
Truth, Oxford Bach Soloists and the Academy of
Ancient Music. He will shortly release his debut solo
recording on the organ of New College, Oxford, of
concerto transcriptions by Bach and Walther.
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Programme
Voluntary in C
Fantasia in A 				
Prélude, Fugue et Variation, op.18
Bergamasca op.12 no.46 (from Fiori musicali)
Concerto del Signor Vivaldi
Allegro – Adagio – Allegro

Today’s recital opens with a pair of composers,
student and teacher. The former, Thomas
Tomkins is the last of the English virginalist
school, and is represented by his Voluntary in C.
This voluntary dates from 1647 and has a simple,
but effective, structure. The opening theme’s
long rhythmic values give it a sense of grandeur
which, over time, breaks down into a more busy
virtuosic showcase, ending with rapidly flowing
scalic figures. Many of Tomkins’s keyboard works
were written towards the end of his life, when
one can most clearly see stylistic similarities to
his master, William Byrd. The pieces by these
composers which I’m playing today share highly
sectional treatment of thematic material, and also
florid, virtuosic endings. Byrd mastered many
forms and genres in his life, and of his keyboard
works, the Fantasia in A stands as one of his
finest. It was described by Richard Turbet as ‘one
of the very greatest in the repertory of the early
keyboard, a work of beauty, passion, tenderness,
melancholy and high spirits’.
In terms of style, Franck’s Prélude, Fugue et
Variation, op.18 provides an oasis of calm in
this otherwise fiery programme. The haunting
oboe melody which frames the piece is most
unique for its odd phrase lengths of five bars, and
also its extreme expressiveness and solemnity.
Each section of the piece is joined to the next,
in the first instance by a short linking passage,
secondly with a held pedal note. I would argue

Thomas Tomkins (1592-1656)
William Byrd (1543-1623)
César Franck (1822-90)
Girolamo Frescobaldi (1583-1643)
Johann Gottfried Walther (1684-1748)

the persistent use of triple time adds to the sense
of momentum, culminating in the trance-like
rippling semiquavers of the final variation.
The next stop on our grand tour is with
Frescobaldi, a contemporary of Tomkins, and
perhaps the most brilliant composer of Italian
keyboard music of his time. The Fiori musicali is
his most celebrated collection. The Bergamasca,
which is a rustic Italian dance with an associated
chord progression and tune, might be seen to
sit uncomfortably in this liturgical compilation;
however, it is one of the most compelling
pieces of the set. Not one to belittle his own
compositional skill, Frescobaldi notes on the
score that, ‘whoever plays this Bergamasca shall
learn not a little.’
Finally, we come to Germany, and the
Concerto del Signor Vivaldi transcription by
Johann Gottfried Walther. Although he wrote
many works of his own, Walther’s primary
achievement was creating the Musicalisches
Lexicon, a significant dictionary of music
and musicians. Just as his cousin, J.S. Bach,
transcribed violin concerti by Vivaldi and Johann
Ernst for the organ, so did Walther, but in his
case, he transcribed works by a wider range
of composers, including Albinoni, Torelli and
Telemann. Walther attributed the work which
I’m playing today to the German composer
Meck, but its origin is in fact as Vivaldi’s Violin
Concerto in E minor, RV 275.
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10 May, St George’s,
Hanover Square

Claire Innes-Hopkins
St Andrews
Claire Innes-Hopkins is director of chapel music
at the University of St Andrews, where she directs
the university’s flagship choir, St Salvator’s Chapel
Choir. The choir gives regular concerts, tours and
broadcasts, their most recent broadcast being
on BBC Radio 4 Sunday Worship in November
2021. She also directs the StAMP (St Andrews
Music Participation) Children’s Choir, and has a
full freelance portfolio of teaching – both at the
university, and at George Heriot’s School, Edinburgh
– accompanying, examining and solo performance.
In 2019 Claire was musical director for Byre Opera,
the university’s professionally run opera company,
which received a four star review in The Times for
Vaughan Williams’s Riders to the Sea and Madeleine
Dring’s Cupboard Love. Claire read Music at
Cambridge University, and has worked previously
at Winchester College, and at Peterborough and
Lincoln cathedrals. Prior to moving to Scotland,
Claire was assistant director of music at Rochester
Cathedral, where she directed the girl choristers,
and was also acting director of music 2018-19.
Claire has given organ recitals around the UK.
Notable performances include Saint-Saëns’s
‘Organ’ Symphony at the Royal Albert Hall, and
Giles Swayne’s The Stations of the Cross at Lincoln
Cathedral, in the presence of the composer. Claire
began her musical life as a chorister at St Albans
Cathedral, and has been fully immersed in cathedral
music ever since.
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Programme
Prelude in B minor, BWV 544

J.S. Bach (1685-1750)

Trois danses, JA 120
Joies – Deuils – Luttes

Jehan Alain (1911-40)

Pièce héroïque

César Franck’s Pièce héroïque is the third piece
from Trois pièces pour le grand orgue, written
for the opening of the Trocadéro, Paris, built for
the World Exhibition in 1878. Pièce héroïque
is dark in colour, accompanied by drum-like
marching accompaniment. Franck was strongly
influenced by Liszt, and the concept of thematic
transformation. As with many of Franck’s themes,
it starts with a germinal motif, with the intervals
between statements growing, and we can hear
the melody continually developing in intensity.
Franck’s music owes much to his spiritual nature,
and the contrasting middle section shows a
delicately scored chorale-like theme in the tonic
major. The majestic coda leads us out of the
darkness into a full and rich conclusion.
Franck was professor of organ at the Paris
Conservatoire, where he taught many organists
and composers, including Louis Vierne. Jehan
Alain is musically descended from Franck: he
was taught by Marcel Dupré, who was taught
by Vierne. Alain’s Trois danses is frequently
regarded as his greatest work. Originally
intended for orchestra, it is intense and alive
music that seeks to reflect human conditions:
‘Joies’ – joy; ‘Deuils’ – grief; ‘Luttes’ – struggle.
Alain’s music is all highly original in style, and,
especially in the Trois danses, is fundamentally
rooted in a complex rhythmic framework, with a
robust energy. Though rhythmically meticulously
articulated on the page, in performance the
Danses should sound free and spontaneous.
Alain himself wrote in a letter to Bernard Gavoty
that his music ‘aims above all at ardour.’ He

César Franck (1822-90)

wrote the first two movements shortly before
the outbreak of the second world war. The final
dance was written while the French Army had
been mobilised and was awaiting invasion by
Germany. Alain was killed in action in June
1940, while on a reconnaissance mission, aged
29. He was posthumously awarded the Croix
de Guerre for his bravery. His sister MarieClaire, herself a celebrated organist, wrote
that her brother ‘confides in us all his soul,
divided among an abounding joy of life (Joies),
a dramatic foreknowledge of his own destiny
(Deuils: Funeral dance “to honour an heroic
memory”), and the terrible struggle for life that
was his existence during the last two years which
preceded his death (Luttes).’
Franck was a fervent advocate of J.S. Bach,
and the opening piece of the programme, Bach’s
Prelude in B minor creates a mirror for Pièce
héroïque, inhabiting the same tonal sound world
of B minor. In Bach’s day, this key was described
as listless and melancholy, and Beethoven
referred to it as ‘the black key’. It is possible that
Bach played this prelude for a memorial service
in Leipzig, for the Queen of Poland, in October
1727. This cannot be proved, but the prelude
exudes the same atmosphere as the cantata for
the service, Laß, Fürstin, laß noch einen Strahl,
BWV 198, which was written for that occasion –
funeral music in the Italian style. The prelude is
a despairing lament, filled with expression, and
with timpani-like pedal octaves permeating the
texture, grounding the deep emotion.
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17 May, St George’s,
Hanover Square

Ashley Wagner
Birmingham
Ashley Wagner is the assistant head of music at
Birmingham Cathedral, where he is the principal
accompanist to the cathedral choirs and supports
the head of music, David Hardie, in training the
choristers and running the music department. He
also organises the Monday lunchtime recital series
and plays a significant role in the music outreach
programme. In addition, he is organist to the Blue
Coat School and accompanies their chapel choir
and choral society.
Ashley studied for an undergraduate degree
in Organ Performance at the Royal Birmingham
Conservatoire and graduated with first-class
honours. He assumed his current position at
Birmingham Cathedral during his final year of
study. He has studied the organ with Terence Atkins,
Robin Walker, Henry Fairs and Daniel Moult, and
choral conducting with Paul Spicer. He continues
his studies with Thomas Trotter. He has previously
held positions at Worcester Cathedral, St Sepulchrewithout-Newgate (‘The Musicians’ Church’) and St
John the Baptist Parish Church, Chipping Barnet. He
is a Fellow of the Royal College of Organists.
Ashley has won awards through the Northern
Ireland International Organ Competition, Dame
Gillian Weir Messiaen Competition, Essex Organ
Competition and most recently joint 2nd prize in
the IAO-RCO Organ Playing Competition.
As a soloist and recitalist Ashley has performed
at the Royal Albert Hall, Amsterdam Orgelpark and
several British cathedrals, town halls and churches.
He has broadcast on BBC radio and television

8

Programme
Variations sérieuses

Felix Mendelssohn-Bartholdy (1809-47), arr. Smits (b.1956)

Concerto no.9 (excerpts)
Preludio – Allemanda – Adagio – Minuetto

Arcangelo Corelli (1653-1713), arr. Billington (1754-1832)

Prière, op.20 no.5
In Paradisum

Mendelssohn’s Variations sérieuses is a staple of
the virtuoso piano repertoire and must contend
for being one of the composer’s finest works.
The variations were written in 1841 in order to
raise funds for a statue of Beethoven in Bonn,
and were published alongside works by Liszt and
Chopin. The 19th-century contributions to the
piano repertoire largely overshadow the organ
compositions from that period, while some of
the great organ compositions – notably by Liszt
– have dual lives as piano works. A relatively
early arrangement of this work was made by
J.A. van Eyken (1823-64), but that version
had many cuts. Reitze Smits, himself a leading
organist, conductor and composer, presents a
full account of the work here in an arrangement
which is sincere, explosive and exploits the tonal
possibilities of modern organs.
Although his output compromises just six
opus numbers, the music of the Italian violinist
Arcangelo Corelli was widely circulated
throughout Europe and arranged for keyboard
(much like the music of the equally popular
G.F. Handel). Corelli’s music was particularly
popular in England and he was regarded as ‘A
Father of Harmony’. The arrangements of the
concerti grossi made by Thomas Billington were
published in England and would have been
playable on English organs of the time, although
they are also playable on other keyboard
instruments. Little is known about Thomas
Billington, although he had many published
compositions including several settings of poems.
Concerto no.9 contains six dance movements,
four of which are being played today.
In my opinion, the Prière is Franck’s finest
work for organ. It was composed in 1860 and

César Franck (1822-90)
Théodore Dubois (1837-1924)

published as one of the Six pièces in 1868. No
mention of Franck as an organ composer can fail
to reference his importance in the evolution of a
more symphonic style of organ writing that went
hand-in-hand with the organs built by Aristide
Cavaillé-Coll. D’Indy wrote, ‘These organ works,
so lofty as regards inspiration, so perfect in
workmanship, will remain a solid monument
and mark a memorable date in the history of the
myriad-voiced instrument.’ Two hundred years
after Franck’s birth, this statement still rings true.
This piece was one of only two works (the other
being the Fantaisie in C) by Franck played in
examinations by students of his organ class.
In Paradisum was published as part of a
set of 12 pieces in 1893 to be playable either
on the organ or pedal-piano. Dubois became
organist of La Madeleine in 1877 (succeeding
Saint-Saëns), having previously served with
Franck at Ste-Clotilde as choirmaster. He won
France’s premier composition prize, the Prix
de Rome, in 1861. He also taught harmony and
composition at the Paris Conservatoire before
becoming director in 1896. Dubois advocated
a conservative curriculum but was forced to
retire after a scandal surfaced over the faculty’s
attempt to rig the Prix de Rome competition
to prevent Maurice Ravel from winning. His
successor, Fauré, was briefed by the French
government to modernise the institution. Dubois
composed widely, including several works for
stage, although he is better known as a composer
of organ music, writing 88 pieces for that
instrument. A setting of the ‘In Paradisum’ (‘Into
paradise’) text is usually sung by the choir at the
end of a Requiem Mass.
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24 May, St George’s,
Hanover Square

Hilary Punnett
Chelmsford
Hilary Punnett is assistant organist and director of
the Girls’ Choir at Chelmsford Cathedral. A native
of Canada, Hilary completed her MMus in Organ
Performance at McGill University under the tutelage
of John Grew and William Porter, and was awarded
the W. Douglas Clark Memorial prize and the
Douglas Mackey prize for her studies.
During her time at McGill, Hilary worked as
assistant organist at Christ Church Cathedral,
Montreal. In 2011 she moved to England, spending
two years at Southwell Minster as organ scholar,
where, in 2012, she was also director of the Minster
Girls’ Choir. She then moved on to become the
inaugural Travis Organ Fellow at All Saints’ Church,
Northampton, where she accompanied the boys,
girls and choral scholars in their seven weekly
services.
From 2014-19 Hilary worked at Lincoln
Cathedral as assistant organist, where she regularly
accompanied and conducted the Cathedral Choir,
trained the probationer choristers, and was director
of the Lincoln Cathedral Consort.
Outside her work at Chelmsford Cathedral, Hilary
is an accompanist, singer, teacher, organ recitalist
and choral conductor. She has appeared on several
CD recordings both as a singer and organist,
including Southwell’s acclaimed recording of the
Cavaillé-Coll organs in Sées Cathedral. She is a keen
sampler of fine cheeses and is also both a Highland
and Irish dancer.
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Programme
Prelude & Fugue in A minor, BWV 543
O Traurigkeit, O Herzeleid
Nicht zu schnell (Studien für den Pedalflügel no.5)
Andante sostenuto from Symphonie gothique, op.70
Choral no.3 in A minor

The thread running through today’s programme
is J.S. Bach, and so it is from the great composer
himself that we will hear first, with one of his
most famous preludes and fugues. The opening
of the prelude begins with a semiquaver
arpeggiated pattern which draws in the listener,
and this arpeggiation reappears in the fugue
subject. This piece was a favourite among
romantic performers, composers, and 19thcentury devotees of Bach. Liszt’s transcription
for piano was reputedly a favourite of Clara
Schumann.
Dame Ethel Smyth was a student of Sir
Walter Parratt. She studied for a time in
Bach’s hometown of Leipzig, where she met
Johannes Brahms and Clara Schumann, and
was undoubtedly influenced by the music of
the continent. She wrote large-scale operas and
orchestral works, but her contemporary success
as a composer was limited by her gender. She is
well known as a suffragette, and wrote the March
of the Women, which became the anthem of the
Women’s Social and Political Union. The basis
of her prelude O Traurigkeit, O Herzeleid (‘O
darkest woe, O heart’s pain’) is a hymn for use
on Good Friday. It is written almost as a smallscale prelude and fugue, in which the ‘prelude’ is
written as a kind of ornamented chorale.
After the solemnity of Smyth’s chorale prelude,
some levity and contrast can be found in Robert
Schumann’s Nicht zu schnell, originally written
for pedal-piano. It is one of a set of six, and each
piece, while different in style, features a canon.
They are cleverly written, and in this case, one

J.S. Bach (1685-1750)
Ethel Smyth (1858-1944)
Robert Schumann (1810-56)
Charles-Marie Widor (1844-1937)
César Franck (1822-90)

can hear the canon not in a ‘melody’ as such,
but in delicate, mischievous chords. While
these pieces do not have the depth of some of
Schumann’s other music, they nonetheless still
present a technical challenge to the player.
Charles-Marie Widor claimed a lineage of
tutelage stemming directly back to Bach himself,
through his teacher Lemmens and beyond.
While one could easily be sceptical as to whether
Widor could really claim to play as Bach himself
may have done, it was clearly important to Widor
that he could connect himself to Bach, which
shows how large Bach loomed in the minds of
romantic composers. Widor’s Andante sostenuto
comes from the Symphonie gothique, which – as
a whole – is based on the Christmas plainsong
‘Puer natus est’. This particular movement is a
restful, clear and still movement, which uses the
flutes to good effect.
The recital concludes with another large-scale
piece in A minor, this time Franck’s Choral no.3.
The connection between Franck and Bach,
though not literal in the case of these two pieces,
is not lost on the listener as we hear the opening
arpeggiation to Franck’s chorale. The opening
section is contrasted with a solemn, quiet, and
almost religious middle section, before a return
to the material of the beginning. The Trois chorals
were his last compositions, and a manuscript of
them was reputed to be on his bed as the Last
Rites were administered. Whether true or not,
this story certainly highlights the solemnity,
breadth, depth and significance of the pieces
among his œuvre.
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31 May, Grosvenor Chapel

Alexander Pott
Oxford

Alexander Pott is an organist, conductor, and
teacher based in Oxford. He is assistant organist and
tutor to the choristers at Magdalen College, and a
stipendiary lecturer for keyboard skills. In his work
with Magdalen College Choir he accompanies daily
services in chapel, as well as playing for broadcasts,
tours, and recordings. Shortly after arriving at
Magdalen in 2017 he received two awards: the
Flentrop Scholarship from the Eric Thompson Trust,
and the W.T. Best Scholarship from the Worshipful
Company of Musicians, through which he undertook
to learn the complete organ works of J.S. Bach
in three years, seeking tuition from Bach experts
around Europe including Hans Fagius, Bine Bryndorf,
and Pieter van Dijk. In 2023, he plans to give a recital
series of the complete works on the new Eule organ
of Magdalen College, currently being built.
Alexander is a regular recitalist in the UK, most
recently including at St Albans International Organ
Festival 2021, St Paul’s Cathedral, London, and New
College, Oxford. He is also festival organist for the
Edington Festival of Music within the Liturgy.
Alexander is passionate about education and has
a busy schedule teaching choristers at Magdalen
College School, undergraduates at Oxford University,
and organ pupils. His own musical education started
as a chorister at Westminster Abbey, before gaining
a music scholarship to Merchant Taylors’ School,
Northwood, where he started learning the organ
with Richard Hobson. After a year as organ scholar
at Chelmsford Cathedral he was awarded the organ
scholarship at Christ Church, Oxford, and studied
music at the University. Before moving to Magdalen
he spent two years as organ scholar at Westminster
Cathedral. His teachers have included Margaret
Phillips and Thomas Trotter (repertoire), and David
Maw (improvisation).
Alexander has an interest in the works of Frederick
Delius, and is currently finishing a Master of
Studies in Musicology at the University of Oxford,
concentrating on some of Delius’s lesser-known
works. As well as playing his own transcriptions of
some of Delius’ orchestral works, he is the founder
and conductor of The Delius Singers, a group
which explores repertoire from the 19th and 20th
Centuries.
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Programme
Prelude & Fugue in C, BWV 547
A fancy for two to play*
Pastorale, op.19
Gloria tibi Trinitas
Pièce d’orgue, BWV 572

J.S. Bach (1685–1750)
Thomas Tomkins (1572-1656)
César Franck (1822-90)
Thomas Tomkins
J.S. Bach

*with Richard Hobson

J.S. Bach’s Prelude & Fugue in C, BWV 547 is one
of the most formally innovative and stylistically
mature of his organ works. The prelude is a
lively dance in 9/8 (three groups of three) which
plays with three short motifs: a rising scale, a
descending arpeggio, and a semiquaver pattern.
The significance of the number three to this
prelude may suggest symbolism of the Trinity,
as is also likely in the Prelude & Fugue in E-flat
‘St Anne’, BWV 552. The fugue parallels the
prelude in its use of abrupt chords leading into
the final cadence, so they are thought to have
been conceived as a pair. The fugue treats another
short motif into a densely packed fugal texture,
including more entries of the subject than in any
other of Bach’s fugues. Contrapuntal ingenuity
is demonstrated when the pedals enter with the
subject at half speed, over which the original
subject continues to peal forth.
Tomkins’s A fancy for two to play is a very
rare example of a published keyboard duet from
the early 17th century. The relationship between
the two players’ parts changes throughout the
piece; sometimes one player imitates the other
within a web of counterpoint, and at other
points Tomkins treats each part like two choirs
in an antiphonal piece of Gabrieli. The sense
of movement increases as the piece develops,
reaching a sonorous and registrally expansive
conclusion in A major.
Dedicated to the celebrated French organ
builder Aristide Cavaillé-Coll, Franck’s Pastorale,
op.19 forms part of his Six pièces pour Grand
Orgue. Despite the bucolic suggestion of the title,
this piece eschews the typical compound metre

often found in pastorales (e.g. the Sinfonia which
begins Cantata 2 of Bach’s Christmas Oratorio).
The piece is structured in ternary form, with
an ‘A’ section contrasting two ideas in turn, the
first a rippling melody played on the oboe and
the second a chordal theme. This is followed by
a ‘B’ section, in which Franck characteristically
builds tension by treating short motivic ideas
sequentially, before returning to the ‘A’ section
where both original ideas are superimposed.
Tomkins makes a second appearance in
this programme with Gloria tibi Trinitas, a
virtuosic work which continues the longstanding tradition of English composers writing
pieces which allude to the ‘In Nomine’ of John
Taverner’s Missa Gloria tibi Trinitas, written over
a century earlier. A plainsong line is presented
throughout, embellished by increasingly florid
counterpoint and keyboard figurations.
Returning to Bach in an equally innovative
mood, the Pièce d’orgue seems to have
few obvious precursors to its three very
distinct sections. This tripartite form may
also be an allusion to the Trinity, though the
symbolism would appear to end there. After
an improvisatory toccata outlining arpeggios
in a single line, the movement switches into a
magisterial five-part section which alludes to the
French style of Nicholas de Grigny and Jacques
Boyvin (perhaps explaining the French title given
in some sources). The final section explores some
complex harmonic twists within a virtuosic set of
demisemiquaver figuration, around a repetitive
pedal line, acting as a dramatic cadenza to round
off the work.
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The William Drake organ at the Grosvenor Chapel
The organ built in Grosvenor Chapel in 1991 by William Drake of Buckfastleigh in Devon is broadly in
the 18th-century English style. It uses the historic Abraham Jordan case of 1732 installed soon after the
chapel was opened. All the pipes were new in 1991 except for the treble of the Stopt Diapason in the
Swell.
GREAT

SWELL

Open Diapason
8
Stopt Diapason
8
Principal
4
Flute			
4
Twelfth			
22/3
Fifteenth		
2
Furniture		
III
Sesquialtera		
III-IV
Cornet			
V
Trumpet Treble		
8
Trumpet Bass
8

Open Diapason
Stopt Diapason
Principal
Fifteenth
Mixture		
Cornet Treble
Cornet Bass
Trumpet
Hautboy
Tremulant

PEDAL

8
8
4
2
III
III
III
8
8

Stopt Diapason
Principal
Trumpet

16
8
16

		

Three couplers.
Mechanical action to stops and keys.
Grosvenor Temperament.

Not only during May!

Come and enjoy organ music in the beautiful surroundings of the Grosvenor Chapel and St George’s,
Hanover Square all year round, Tuesdays at 1.10pm. Admission free/retiring collection. Full details can
be found at bit.ly/3K62PKQ and on Twitter @mayfair_organ.
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The organ at St George’s, Hanover Square
Gerard Smith, nephew of Bernard Smith, builder of the organ in St Paul’s Cathedral, built the first
organ in St George’s in 1725. The original casework (the central portion) contained 1,514 pipes on three
manuals. In 1761 John Snetzler became the first in a series of builders to build a new organ in the old
case. After several rebuilds and enlargements, an entirely new organ was built by Richards, Fowkes &
Co. of Ooltewah, Tennessee, USA, in 2012 within the Gerard Smith case, which was enlarged by Arthur
Blomfield for an organ built by Robert Hope Jones in 1894.
GREAT

Principal
Octave
Spielflöte
Salicional
Octave
Flöte
Quint
Octave
Cornet mc
Mixture
Fagott
Trompet

SWELL

16
8
8
8
4
4
3
2
V
V
16
8

Bourdon
Principal
Rohrflöte
Viola da Gamba
Celeste
Octave
Spitzflöte
Nasat
Octave
Terz
Mixture
Trompet
Oboe

CHOIR

16
8
8
8
8
4
4
3
2
13/5
IV
8
8

Geigen Principal
Gedackt		
Dulcet		
Quintadena* 		
Octave
Rohrflöte
Octave
Nasat*			
Waldflöte
Sesquialtera
Dulcian
Vox Humana

8
8
8
8
4
4
2
3
2
II
8
8

PEDAL

Subbaß
Principal
Subbaß		
Violonbaß
Octave		
Spielflöte
Octave
Mixture
Posaune
Trompet
Trompet

32
16
16
16
8
8
4
V
16
8
4

* Prepared for.
Mechanical key action.
Electric stop action.
Six couplers.
Tremulant.
Flexible wind.
Temperament Neidhardt for a small city 1732.
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John Hill-Catherine Ennis
Organ Series 2022
Presenting young artists at the outset of their concert careers

Tuesdays 1:10–1:50pm
3 – 31 May
Grosvenor Chapel, South Audley Street, London W1K 2PA
St George’s Church, Hanover Square, London W1S 1FX
Admission free; retiring collection

3 May, Grosvenor Chapel
DÓNAL McCANN (Oxford)
10 May, St George’s, Hanover Square
CLAIRE INNES-HOPKINS (St Andrews)
17 May, St George’s, Hanover Square
ASHLEY WAGNER (Birmingham)
24 May, St George’s, Hanover Square
HILARY PUNNETT (Chelmsford)
31 May, Grosvenor Chapel
ALEXANDER POTT (Oxford)

Dónal
McCann

Claire
Innes-Hopkins

Ashley
Wagner

Hilary
Punnett

Alexander
Pott

The John Hill-Catherine Ennis Organ Series is in memory of two people who,
in their different ways, gave help and encouragement to young organists.
This annual series showcases rising stars in the organ world.

