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There is no single meaning to any great text and it 
is precisely that plurality that is most interesting: 
how will a text resonate differently for different 
composers, depending on context?

Ten years and nine recordings on from 
founding The Marian Consort, Rory 
McCleery has marshalled his fellow singers 
in an acute exploration of his own question. 
And despite that question’s fascinating 
divergence and ultimate un-answerableness, 
points of comparison are many and wide-
ranging. On this recording we hear settings 
of Psalm 51 and the Stabat Mater that have 
been subjected to centuries of interpretative 
evolution and critical reception. But we also 
hear settings of the same texts that have 
been afforded nothing like that opportunity 
and are refreshingly unfettered as a result.

The texts themselves provide fertile points 
of cross-reference. The Stabat Mater, 
attributed to the thirteenth-century friar 
Jacopone da Todi, moves from a heart-
rending narrative description of the mother 
of Christ at the foot of her crucified son 
to a first-person plea that she intercede 
on behalf of the faithful. In the psalm, 
an individual asks for the blessing of 
forgiveness before finding the resolve and 
reassurance to promise deeds of thanks in 
return – a small image of the cycle of faith.

Both texts were central to Holy Week 
liturgies in the Sistine Chapel, and both 
‘old’ settings included here were already 
long established when they appeared in 
a collection of scores associated with the 
chapel published by Charles Burney in 1771. 
Whichever chronological marker you choose 
to measure it against, the language of music 
has exploded in technique and purpose 
since. But both contemporary composers 
represented here are known for writing music 
that resonates with our time, even if it feels 
embedded within traditions established by 
their forebears on this recording. ‘Gabriel 
[Jackson] has an enormous affinity with the 
music of the Renaissance and the way it’s put 
together’, says McCleery. James MacMillan 
has admitted that ‘Byrd, Palestrina and Lassus 
provide crucial lessons for a composer: how 
to spin larger -scale structures, and manage 
complexity in not just choral but multi-layered 
orchestral music.’

Gregorio Allegri joined the so-called Papal 
Chapel in 1630. His setting of Psalm 51 known 
by the first word of its Latin incarnation, 
Miserere, is shrouded in mystery and has 
become iconic despite that fact, or perhaps 
because of it. Just how close to Allegri’s own 
work, dating from 1638 or thereabouts, is the 
version we know today? It’s difficult to say. 
The Vatican forbade publication or performance 
of the piece outside its walls, leading to the 

proliferation of bootleg editions compiled 
by generations of musicians who heard a 
performance of the piece and jotted it down 
from memory (among them Mozart, Burney 
and Mendelssohn). Time, tradition and stylistic 
evolution have shaped the Miserere as we 
now know it. Among those traditions was 
the singing of the piece in a darkened Sistine 
Chapel during Holy Week and the expectation 
that certain solo lines be freely embellished. 
Each of those practices lubricated the other 
and renders the concept of a ‘true’ version 
pretty much redundant. These days we tend 
to hear a standardised form of one of those 
embellishments from the soprano of a second 
choir, who famously soars to a celestial top 
C. Other mutations have seen the Miserere 
settle into its own structurally pleasing and 
emotionally haunting equilibrium. These include 
the alternating of the plain and penitential (a 
plainsong unison or homophonic fauxbourdon) 
with the serene and angelic (the second 
choir’s deployment of the gentle, altitudinous 
polyphony) over a repeating four-stanza 
structure. As well as the famous ascent in the 
third stanza, the second choir negotiates an 
abrupt and strangely evocative modulation just 
before it. 

A little shy of four hundred years after Allegri, 
James MacMillan wrote a setting of the same 
psalm to a commission from the Flanders 
Festival. MacMillan’s Miserere was first 

performed in Antwerp in August 2009, with its 
dedicatee Harry Christophers conducting his 
own ensemble The Sixteen. Like Allegri and 
indeed Palestrina before him, MacMillan is 
both a practising Catholic and church musician. 
But he is also the product of a liberated age 
in which any artist of integrity must live by his 
or her convictions. MacMillan’s music is as 
passionate and articulate as its creator, and 
bears an umbilical link to the folk music of 
Scotland. MacMillan consciously references 
Allegri’s Miserere in his own, but more overtly 
underlines the psalmist’s journey from humble 
penitence to guarded optimism. Plainchant 
is found all over MacMillan’s music, often 
concealed. Here he overtly presents the Tonus 
Peregrinus plainchant used by Allegri, before 
twisting it into a polyphonic weave. Also like 
Allegri, MacMillan employs fauxbourdons 
and sends a lone soprano off into a musical 
postscript complete with an anguished 
chromatic inflection. In that gesture he refracts 
the tradition of embellishment that came to 
shape Allegri’s piece, and through a Scottish 
lens. MacMillan’s music is filled with the same 
form of ornamentation: intricate, minuscule 
flourishes that have their roots in ‘keening’ – 
the singing of funeral laments or wails in Gaelic 
communities.

But what of the larger structures MacMillan 
cited as a point of comparison with 
renaissance music? His Miserere moves from 
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a sombre E minor to a glowing E major. It 
uses silence as a means of both musical and 
emotional resonance, and appears to gather its 
poetic and theological thoughts before probing 
them in moments of blossoming polyphony. 
Set aside the specifics of key, and much the 
same could be said of the Stabat Mater by 
Giovanni Pierluigi da Palestrina.

Palestrina was the most influential composer 
not just of his generation but of his century 
and beyond it. Still, he was less an innovator 
than a consolidator. He took a particular form 
of vocal polyphony – the interweaving of 
separate lines like independent threads of yarn, 
creating a harmonic tapestry in constant flux 
and of potentially infinite colour – to its natural 
height. Only a genius of a future age, such as 
Johann Sebastian Bach, could develop and 
transform such a concept further. The offertory 
Super flumina Babylonis is as exquisite an 
example of that polyphonic form as any. But 
here and in Palestrina’s equally stately setting 
of the Marian prayer Ave Maria, we glimpse 
one of his most characteristic and amplifying 
techniques when it comes to setting texts. In 
the Ave Maria, we hear those vocal threads 
shaped by the plainsong chant associated 
with the text itself, stated by each voice as it 
enters the discourse. But sometimes, the five-
voice texture devolves upwards or downwards 
towards a smaller cluster of voices in clear 
‘homophony’ (vertically identical, syllabic 

music), as on the phrase ‘fructus ventris tui’ 
(‘the fruit of your womb’) and elsewhere. When 
the text implores more directly at ‘ora pro 
nobis’ (‘pray for us’), all but the freely soaring 
soprano are united in homophony, pleading 
unequivocally together.

Palestrina’s setting of the Stabat Mater, 
written for the Papal Choir sometime around 
1590 and guarded just as fiercely by Vatican 
officials as Allegri’s Miserere would be after 
it, is neither typical nor representative of its 
composer, despite its inherent treasures. In 
a sense, this piece reverses the principle just 
explained, momentarily evolving from block, 
syllabic homophony into twisting, scented 
polyphony. The result is music of unusual 
directness in which the words are paramount. 
It was this particular text, poetic and personal, 
that surely pushed Palestrina towards the shift 
in technique.

That treatment, on the surface a little simpler, 
allows the composer to illuminate certain 
words with more clarity and harmonic 
control. But it also draws some wondrously 
subtle tricks from him. Having jettisoned the 
continuous weave that would usually power 
such a motet or mass movement forward, 
Palestrina instead uses vertical textural 
adjustments to achieve horizontal momentum. 
In scoring his piece for eight voices distributed 
over two choirs, he is able to consistently 

alter its weight and spatial distribution as 
if propelling a choral skateboard. Only at 
pivotal moments in the text do the full forces 
resound, structural pillars around which silence 
resonates just as loudly.

Free from the rigours of continuous polyphony, 
Palestrina can also use melodic, harmonic 
and rhythmic devices in way that is at once 
more obvious and more sensitive. When the 
text moves from commentary to active prayer 
at ‘Eia mater’, Palestrina shifts his time from 
duple to triple, from a steady two-in-a-bar 
to a more urgent three-in-a-bar. In this more 
vertically conceived texture, a harmonic 
inflection or scrunching suspension on a critical 
word or phrase – and they come thick and 
fast in the Stabat Mater text – can have acute 
emotional consequences. 

Palestrina’s slightly uncharacteristic treatment 
of text in the piece is a reason his Stabat Mater 
is credited as one of his most forward-looking 
works. The English composer Gabriel Jackson 
has referenced and indeed used stringent 
polyphonic techniques in a good number of 
his sacred choral works but as a writer whose 
musical life has already straddled the twentieth 
and twenty-first centuries, his expressive realm 
is effectively borderless. Jackson’s own Stabat 
Mater was commissioned by The Marian 
Consort in 2017 and first performed in March 
of the following year to mark the group’s tenth 

anniversary. As suggested, the similarities 
with Palestrina’s setting don’t stop at the text. 
Jackson writes for ten singers to Palestrina’s 
comparable eight (there is every likelihood that 
Palestrina’s work, as on this recording, was 
performed at least once with one voice per 
part – an occasional practice of the sixteenth-
century Papal Choir during Holy Week). His 
teetering portrayal of the turbulence of grief 
and the clarity of hope also echoes Palestrina’s 
careful grading of vocal textures. 

After this Stabat Mater’s pained and overtly 
homophonic opening, it splinters outwards. 
The music is increasingly driven by impulsive, 
fervent waves of feeling that induce antiphonal 
exchanges between vocal coalitions and 
galvanising instances of harmonic and textural 
coalescence (not least that which creeps 
into being at the text’s turning point, ‘Eia 
mater’). Where Palestrina used homophony 
for directness and perhaps even some form of 
solidarity, Jackson’s piece is thicketed with tiny 
homophonic outbursts that rail with anger.

But it uses homophony for solidifying 
purposes too. Upper voices are sucked into a 
unison charged with keening ornamentation 
at ‘flagellis subditum’. Later at ‘[Sancta] 
Mater, istud agas’, they are bound together 
harmonically, soaring upwards like a 
reconnaissance flare in the manner of Allegri’s 
second choir (Jackson also uses an extended 
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soprano solo, a fauxbourdon technique in the 
lower voices at ‘Christe cum sit hinc exire’, and 
plenteous chromatic ornamentation). After a 
concentrated gathering of composure towards 
the poem’s transcendent penultimate verse, 
the radiance of F major drapes itself over the 
final ‘gloria’, as if a gift from above.

© 2018 Andrew Mellor

Andrew Mellor writes journalism and criticism 
for publications across the Nordic and Baltic
regions and is the Scandinavian 
correspondent for a number of media outlets 
in the UK and USA.

Notes on the music

Stabat Mater 
Variant text as set by Palestrina is in square brackets.

Stabat Mater dolorosa  
Juxta crucem lacrimosa,  
Dum pendebat Filius.

Cuius animam gementem,  
Contristatam et dolentem,  
Pertransivit gladius.

O quam tristis et afflicta  
Fuit illa benedicta  
Mater Unigeniti!

Quae maerebat et dolebat,  
Pia mater, dum [Et tremebat, cum] videbat  
Nati paenas inclyti.

Quis est homo qui non fleret,  
Matrem Christi [Christi matrem] si videret  
In tanto supplicio?

Quis non posset contristari,  
Christi [piam] matrem contemplari  
Dolentem cum filio?

Pro peccatis suae gentis  
Vidit Jesum in tormentis,  
Et flagellis subditum.

Vidit suum dulcem natum  
Moriendo [morientem] desolatum,  
Dum emisit spiritum.

The Mother was standing in grief beside the 
sorrowful cross, while the Son was hanging.

His groaning soul, saddened and suffering,       
a sword thrust through.

O how sad and afflicted was that blessed 
mother of the Only-begotten!

The loving mother, who sorrowed and suffered 
[who sorrowed and suffered and trembled] as 
she saw the punishment of her glorious son.

What man is there who would not weep, if he 
saw the mother of Christ in such distress?

Who could not share her sorrow, contemplating 
Christ’s [the loving] mother suffering with her son?

For the sins of his people, she saw Jesus in 
torment and given over to be whipped.

She saw her sweet son desolate in dying,      
[dying, desolate] as he breathed his last.

Texts and translations
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Texts & translations

O Mother, fount of love, make me to feel the 
force of your suffering, that I may mourn with 
you.

Make my heart to burn in love for Christ my 
God, that I may do what is pleasing to him.

Holy Mother, do this: fix the wounds of the 
crucified one powerfully in my heart.

Share your son’s punishment with me, he who 
so deigned to suffer for my sake.

Make me to weep devotedly [truly to weep] 
with you, to share the suffering of the crucified, 
as long as I shall live.

I long to stand with you beside the cross, 
and to [willingly to] join myself to you in your 
grieving.

Virgin outstanding among virgins, be not bitter 
to me now: make me to cry with you.

Make me to carry Christ’s death, make me to 
share the fate of his passion, and to remember 
his wounds.

Eia Mater, fons amoris,  
Me sentire vim doloris  
Fac, ut tecum lugeam.

Fac, ut ardeat cor meum  
In amando Christum Deum,  
Ut sibi complaceam.

Sancta Mater, istud agas,  
Crucifixi fige plagas  
Cordi meo valide.

Tui nati vulnerati,  
Tam dignati pro me pati,  
Paenas mecum divide.

Fac me tecum pie [vere tecum] flere,  
Crucifixo condolere,  
Donec ego vixero.

Juxta crucem tecum stare, 
Et me tibi [Te libenter] sociare 
In planctu desidero.

Virgo virginum praeclara,  
Mihi iam non sis amara:  
Fac me tecum plangere.

Fac, ut portem Christi mortem,  
Passionis fac consortem [eius sortem],  
Et plagas recolere.

Fac me plagis vulnerari,  
Fac me cruce [Cruce hac ] inebriari,  
Et cruore [Ob amorem] filii.

Flammis ne urar succensus,  
[Inflammatus et accensus,]  
Per te, Virgo, sim defensus  
In die iudicii.

Christe, cum sit hinc exire 
Da per matrem me venire 
Ad palmam victoriae.

[Fac me cruce custodiri, 
Morte Christi praemuniri, 
Confoveri gratia.]

Quando corpus morietur,  
Fac, ut animae donetur  
Paradisi gloria.

attrib. Jacopone da Todi (c.1230–1306)

Super flumina Babylonis

Super flumina Babylonis illic sedimus et 
flevimus dum recordaremur tui Sion. In 
salicibus in medio eius suspendimus organa 
nostra.

Psalm 137 (136 Vulgate):1-2, used as the offertory for the 
twentieth Sunday after Pentecost 

Make me to be wounded by those blows, 
make be intoxicated by the [this] cross and the 
blood of [for the love of] your son.

That I burn not in the flames, 
[On fire and alight] 
may I be defended by you, O Virgin, on the day 
of judgment.

O Christ, when it falls to me to leave this world, 
grant me through your mother to come to the 
palm of victory.

[Make me to be guarded by the cross, 
protected by Christ’s death, and to have grace 
bestowed upon me.]

When this body shall die, make my soul to be 
granted the glory of paradise.

By the rivers of Babylon, there we set down 
and wept as we remembered you, Sion. On the 
willows in its midst we hung our harps.

2
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Texts & translations

 Redde mihi laetitiam salutaris tui: et spiritu
    principali confirma me.
 Docebo iniquos vias tuas: et impii ad te
    convertentur.
 Libera me de sanguinibus, Deus, Deus salutis
    meae: et exultabit lingua mea iustitiam tuam.
 Domine, labia mea aperies: et os meum
    annuntiabit laudem tuam.
 Quoniam si voluisses sacrificium, dedissem
    utique: holocaustis non delectaberis.
 Sacrificium Deo spiritus contribulatus: cor
    contritum, et humiliatum, Deus, non
    despicies.
 Benigne fac, Domine, in bona voluntate tua
    Sion: ut aedificentur muri Jerusalem.
 Tunc acceptabis sacrificium iustitiae,
    oblationes, et holocausta: tunc imponent
    super altare tuum vitulos.

 Psalm 51 (50 Vulgate); 1-19

Give back to me the joy of your salvation: and
   strengthen me with your chief spirit.
I will teach the unrighteous your ways: and the
   wicked shall turn back to you.
Set me free from bloodguilt, O God, O God of
   my salvation: and my tongue shall rejoice in
   your righteousness.
Lord, open my lips: and my mouth shall
   proclaim your praise.
For if it was a sacrifice you wanted, I would
   assuredly give it you: but it is not in burnt 
   offerings that you delight.
A sacrifice to God is an afflicted spirit: a
   repentant and humbled heart, O God, you will
   not look down on.
Do good, Lord, for Sion, out of your good will:
   so that the walls of Jerusalem may be built up.
Then will you accept a sacrifice of
   righteousness, offerings, and burnt-offerings:
   then will they put bullocks on your altar.

 Miserere

 Miserere mei Deus secundum magnam
    misericordiam tuam: et secundum
    multitudinem miserationum tuarum dele
    iniquitatem meam.
 Amplius lava me ab iniquitate mea: et a
    peccato meo munda me.
 Quoniam iniquitatem meam ego cognosco:
    et peccatum meum contra me est semper.
 Tibi soli peccavi, et malum coram te feci: ut
    iustificeris in sermonibus tuis, et vincas
    cum iudicaris.
 Ecce enim in iniquitatibus conceptus sum: et
    in peccatis concepit me mater mea.
 Ecce enim veritatem dilexisti: incerta et
    occulta sapientiae tuae manifestasti mihi.
 Asperges me hyssopo, et mundabor: lavabis
    me, et super nivem dealbabor.
 Auditui meo dabis gaudium et laetitiam: et
    exsultabunt ossa humiliata.
 Averte faciem tuam a peccatis meis: et omnes
    iniquitates meas dele.
 Cor mundum crea in me, Deus: et spiritum
    rectum innova in visceribus meis.
 Ne proicias me a facie tua: et Spiritum
    Sanctum tuum ne auferas a me.

Have mercy on me, O God, in accordance
   with your great mercy: and in accordance
   with the multitude of your mercies wipe out
   my wrongdoing.
Wash me completely from my wrongdoing: and
   cleanse me of my sin.
For I recognise my wrongdoing: and my sin is
   against me always.
Against you alone have I sinned, and done evil in
   your sight: so that you are justified in what you
   say, and vindicated in your judgments.
For see, I was conceived in wrongdoing: and
   among sins did my mother conceive me.
For see, you have loved the truth: wisdom’s
   unknown and hidden secrets you have made
   clear to me.
You will sprinkle me with hyssop, and I shall be
   clean: you will cleanse me, and I shall be
   whiter than snow.
You will give joy and gladness to my hearing:
   and the bones that were laid low shall spring
   up in joy.
Turn your face away from my sins: and wipe out
   all my wrongdoings.
Create a clean heart in me, O God: and renew a
   righteous spirit in my inwards.
Do not cast me away from your sight: and do
   not take your Holy Spirit away from me.

 Ave Maria

 Ave Maria, gratia plena, Dominus tecum; 
benedicta tu in mulieribus, et benedictus 
fructus ventris tui, Jesus. Sancta Maria, regina 
coeli, dulcis et pia, o Mater Dei, ora pro nobis 
peccatoribus, ut cum electis te videamus.

Hail, Mary, full of grace; blest are you among 
women, and blest the fruit of your womb, Jesus. 
Holy Mary, queen of heaven, gentle and loving, o 
Mother of God, pray for us sinners, that we may 
behold you among the chosen ones.
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Rory McCleery began 
his musical career as a 
chorister at St Mary’s 
Episcopal Cathedral, 
Edinburgh under Timothy 
Byram-Wigfield and 
Matthew Owens. He 
gained a double first in 

music at Oxford University as both Organ 
and Domus Academic scholar of St Peter’s 
College, subsequently completing an MSt 
in Musicology with Distinction. He is the 
founder and musical director of The Marian 
Consort. As a countertenor, Rory greatly 
enjoys working as a soloist and consort 
singer in concert and recording with 
ensembles including The Dunedin Consort, 
Contrapunctus, The Monteverdi Choir, The 
Sixteen, The Gabrieli Consort, Le Concert 
d’Astrée, The Academy of Ancient Music, 
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The Orchestra of the Age of Enlightenment 
and The Cardinall’s Musick.

Recent solo performances have included 
Bach St John and St Matthew Passions and 
Christmas Oratorio; Handel Messiah, Dixit 
Dominus and Ode for the Birthday of Queen 
Anne; Pärt Passio; Purcell Come ye Sons of 
Art, Ode to St Cecilia and Welcome to All 
the Pleasures; Monteverdi Vespers of 1610; 
Rameau Grands Motets; and Britten Abraham 
and Isaac in venues across the UK and Europe. 
Rory has appeared as a soloist for broadcasts 
on ARTE, Radio France, BBC Radio 3 and 
German and Italian radio, and collaborates 
regularly with the Rose Consort of Viols. Rory 
is much in demand as a guest conductor, 
chorus master and workshop leader, and is a 
passionate believer in the importance of music 
education and singing for young people.

Taking its name from the Blessed Virgin Mary, a 
focus of religious devotion in the sacred music of 
all ages, The Marian Consort is a Gramophone 
Award -nominated and internationally  renowned 
early music vocal ensemble, recognised for its 
dynamic freshness of approach and innovative 
presentation of a broad range of repertoire. 
Under its founder and director, Rory McCleery, 
this ‘astounding’ ensemble has given concerts 
throughout the UK and Europe, features regularly 
on BBC Radio 3, and is a former ‘Young Artist’ of 
The Brighton Early Music Festival.

Known for its engaging performances and 
imaginative programming, the group draws its 
members from amongst the very best young 
singers on the early music scene today. They 
normally sing one to a part (dependent on the 
repertoire), with smaller vocal forces allowing 
clarity of texture and subtlety and flexibility 
of interpretation that illuminate the music for 
performer and audience alike.The repertoire 
encompasses the music of the fifteenth to 
eighteenth centuries with a particular focus on 
the exploration of lesser -known works, often 
bringing these to the attention of the wider 
public for the first time. The Marian Consort is 
also a proud exponent of contemporary music, 
juxtaposing latter- day pieces and Renaissance 
works in concert in order to shed new light 
on both. As part of this commitment to new 
music, the group has commissioned works 
from several leading British choral composers, 

including Cecilia McDowall, Matthew Martin 
and Cheryl Frances -Hoad.

The Marian Consort is also committed to 
inspiring a love of singing in others, and leads 
participatory educational workshops for a wide 
range of ages and abilities.

The Marian Consort performs across the UK and 
Europe: recent highlights have included recitals 
for Aldeburgh Music, the Tage Alter Musik 
Regensburg and the Festival de Música Antiga 
Valencia; concerts for the Leipzig A Cappella 
Festival and the St Magnus International Festival; 
and performances at the Festival Alte Musik 
Knechtsteden and the British Academy.

The Marian Consort has to date released eight 
CDs with Delphian Records, all of which have 
met with considerable critical acclaim. Its discs 
have been praised for ‘performances that 
glow with golden purity and soul’, ‘precision 
and pellucid textures’, ‘impeccable polish 
and blend’ and for ‘drawing the listener in 
by quiet persuasion and musical intelligence 
of the highest order’. Their latest recording, 
Music for the Queen of Heaven (DCD34190), 
a collection of contemporary Marian anthems 
including several commissions, was released in 
October 2017 and has been universally lauded, 
with reviewers describing it as ‘deliciously 
outstanding’, ‘a glorious vocal coup-de-theatre’ 
and ‘flawless throughout’.



The Marian Consort on Delphian

Stabat Mater: sacred choral music by Lennox & Michael Berkeley 
The Marian Consort; Berkeley Ensemble / David Wordsworth 
DCD34180

Lennox Berkeley’s Stabat Mater derives from one of the most fertile and inspired 
periods of his compositional life. A masterpiece, and until now the last of his 
major works to go unrecorded, it was written for a concert tour by his close friend 
Benjamin Britten’s English Opera Group; hence the unusual but effective scoring 
for six solo voices and twelve instrumentalists. The Marian Consort show their 
versatility in a cappella and accompanied music by both Lennox and his son Michael 
Berkeley. They are partnered by the Berkeley Ensemble, whose performances are 
enriched by their intimate knowledge of these composers’ music. The same can 
be said of conductor David Wordsworth, who has known and worked with both 
composers, and who here fulfils a long-cherished ambition to direct this important 
addition to the catalogue.

‘A beguiling, solemn work, sparsely written but deeply felt … impeccably performed.’ 
— BBC Music Magazine, November 2016

Shortlisted for the Choral category in the 2017 Gramophone Awards

O Virgo Benedicta:
Music of Marian Devotion from Spain’s Century of Gold
The Marian Consort, Rory McCleery director
DCD34086

A six-strong Marian Consort makes its Delphian debut in a programme 
celebrating the rich compositional legacy of the Siglo del Oro’s intensely 
competitive musical culture. These luminous works – centred on the figure 
of the Virgin Mary – demand performances of great intelligence and vocal 
commitment, and the youthful singers respond absolutely, bringing hushed 
intimacy and bristling excitement to some of the most gorgeously searing 
lines in the history of European polyphony.

‘Precision of tuning and purity of tone … I gained a great deal of pleasure 
from listening to this flawlessly executed programme’
— John Quinn, MusicWeb International, June 2011

Jean Maillard (fl. 1538–70): Missa Je suis déshéritée & Motets
The Marian Consort, Rory McCleery director
DCD34130

Jean Maillard’s life is shrouded in mystery, and his music is rarely heard today. 
Yet in his own time his works were both influential and widely known: indeed, 
the musicologist François Lesure held him to have been one of the most 
important French composers of his era. Who better, then, than The Marian 
Consort and Rory McCleery, a scholar as well as a performer of rising acclaim, 
to give this composer’s rich and varied output its first dedicated recording? Their 
characteristically precise and yet impassioned performances bring out both 
the network of influence in which Maillard’s music participated – its Josquinian 
pedigree, and influence on successors including Lassus and Palestrina – and its 
striking, individual beauty.

‘The performances are models of discretion and musical taste, every texture clear, 
every phrase beautifully shaped’
— The Guardian, October 2013 

An Emerald in a Work of Gold: Music from the Dow Partbooks
The Marian Consort, Rose Consort of Viols
DCD34115

For their second Delphian recording, The Marian Consort have leafed through 
the beautifully calligraphed pages of the partbooks compiled in Oxford 
between 1581 and 1588 by the Elizabethan scholar Robert Dow. Sumptuous 
motets, melancholy consort songs and intricate, harmonically daring viol 
fantasies are seamlessly interwoven – all brought to life by seven voices and 
the robust plangency of the Rose Consort of Viols in the chapel of All Souls 
College, Oxford, where Dow himself was once a Fellow.

‘cleanly and calmly delivered … the concluding Ave Maria by Robert Parsons is 
superb, the final “Amen” attaining to genuine emotion but without the saccharine 
reverence that this much-recorded piece can attract’
— Gramophone, February 2013



The Marian Consort on Delphian

Loquebantur: Music from the Baldwin Partbooks 
The Marian Consort, Rose Consort of Viols 
DCD34160

John Baldwin was a lay clerk at St George’s Chapel, Windsor in 1575 and became a 
Gentleman of the Chapel Royal in 1598. The so-called ‘Baldwin partbooks’, held at 
Christ Church, Oxford, were his creation – a very personal collection, representing 
his individual tastes and interests from a wealth of English and Continental 
polyphony and consort music. As in their previous collaboration, an exploration of 
the similarly conceived partbooks of Robert Dow, the Rose Consort of Viols and 
The Marian Consort have kept faith with Baldwin’s own intentions, bringing to light 
some of the rarer gems preserved by this great advocate and music-lover and 
providing the listener with ‘such sweete musicke: as dothe much delite yeelde’.

‘spartan but severely beautiful … The acoustic of Merton College chapel 
provides ideal focus and warmth’  
— The Observer, November 2015

Christmas with the Shepherds: Morales – Mouton – Stabile 
The Marian Consort, Rory McCleery director 
DCD34145

A Christmas programme with a difference: Rory McCleery and his acclaimed consort 
echo the shepherds’ noels through a motet by Jean Mouton which, astonishingly, 
remained in the repertoire of the Sistine Chapel for over a hundred years after its 
composition around 1515. By the middle of the sixteenth century, it had formed the 
basis for a mass by Cristóbal de Morales, then engaged as a singer in the papal chapel, 
while later still its text was re-used in a new, grander motet by Annibale Stabile. A 
world premiere recording of the latter work crowns this unique programme, for which 
McCleery himself has prepared new performing editions.

‘The delivery is clean, unadorned, unaccompanied and undemonstrative, drawing the 
listener in by quiet persuasion and musical intelligence of the highest order’ 
— The Observer, December 2014

Gesualdo: Sacrae Cantiones
The Marian Consort, Rory McCleery director
DCD34176 

Carlo Gesualdo, Prince of Venosa and Count of Conza, has become notorious 
for the eccentricities and excesses of both his life and his music. The gruesome 
murder of his first wife and her lover in flagrante, his mistreatment of his second 
wife, his isolation at his family seat and his penchant for masochism and flagellation 
have all fuelled the myth of Gesualdo as madman, deviant and tortured pariah, 
qualities seen to be replicated in his rule-defying music. Yet his compositional 
talent was prodigious, and this idiomatic and committed reading of his five-voice 
motets – marking the composer’s 450th birthday year – invites us to marvel at 
their pictorial immediacy, surprising chromaticism, and unique blend of melisma 
and homophony, in music that betrays his obsession with his own personal sin, 
remorse and need for absolution.

‘These are impeccable performances, easily the finest on record.’ 
— Gramophone, October 2016

Music for the Queen of Heaven: contemporary Marian motets 
The Marian Consort , Rory McCleery director 
DCD34190

The Marian Consort originally made its name with the music of the Renaissance. But 
the group has also worked regularly with living composers for a number of years. This 
programme of contemporary Marian anthems – many of them commissioned by the 
ensemble – celebrates a living, developing tradition where the new is always informed 
by the old, casting fresh, vital light on these ancient words.

‘An outstanding, memorable disc … Tuning, ensemble and balance are immaculate. 
That would be no mean achievement in polyphonic music but here where the 
composers’ demands can be even greater it’s particularly impressive.’ 
— Music Web International, November 2017, RECORDING OF THE MONTH
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