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Dominique Phinot. The inclusion of nine 
motets by Phinot in this volume, combined 
with the presence of his music in a 1539 
publication edited by Werrecore, suggests that 
he was held in high esteem by the Milanese 
composer. Although there is no evidence of 
Phinot visiting Milan, he is known to have 
worked in Urbino, some 200 miles south-east 
of the city. Contemporary music theorists 
such as Hermann Finck and Pietro Cerone 
praised Phinot’s music, the latter crediting him 
with providing the template for Palestrina’s 
contrapuntal style. Phinot’s Homo quidam 
fecit, taken from the 1543 collection, sets a 
Corpus Christi text. It is written using pervasive 
imitation, a polyphonic style where the vocal 
entries are packed densely together, before 
concluding with a fast-moving Alleluia section 
derived from a tumbling motif.

While Phinot is an example of a highly 
regarded contemporary, Werrecore also had an 
abundance of eminent predecessors at Milan 
Cathedral. He succeeded Franchinus Gaffurius, 
a towering figure in the city’s musical life who 
had held the position of maestro di cappella 
since 1484. A celebrated composer and theorist, 
Gaffurius was responsible for compiling the 
Milan Choirbooks, a set of four volumes of 
which the last was still being completed when 
he died in 1522. Charged with assembling a 
body of repertoire for use in the liturgy, Gaffurius 
incorporated masses, Magnificats and motets 
by the most celebrated composers associated 

The record of Werrecore’s appointment is 
the earliest surviving documentary evidence 
about him, but the numerous references to 
him as ‘flandrensis’ in the cathedral archives 
suggest he was of Flemish origin. The start of 
his tenure coincided with an unstable period 
for the city of Milan, which was caught up in 
the Italian War of 1521–6. The conflict inspired 
Werrecore’s best-known work: a villotta 
composed to mark the Battle of Bicocca in 
1522 and then carefully revised to fit the Battle 
of Pavia in 1525 (Werrecore claimed to have 
witnessed both events). Beyond his secular 
music, Werrecore’s surviving output extends 
to some thirty motets. Six of these, recorded 
here for the first time, form the backbone of 
this programme, placed alongside works by 
his contemporaries and predecessors whose 
music was known at Milan.

Two of the heroes at Bicocca and Pavia, 
who ought to have been especially pleased 
with Werrecore’s villotta, are connected to 
the composer’s career. Francesco II Sforza, 
who was victorious at Bicocca, awarded the 
composer a canonicate in 1524, and may have 
helped to secure his position at Milan Cathedral. 
At Pavia, an important role was played by 
Alfonso d’Avalos, a celebrated condottiero who 
became Governor of Milan in 1538. In this 
capacity d’Avalos was a significant patron of 
the arts in the city and seems to have admired 
Werrecore’s work. On the governor’s death in 
1546, it was Werrecore who was chosen to 

write two motets for his funeral obsequies, 
held at Milan Cathedral. The first of these, Proh 
dolor, bemoans d’Avalos’ death in plangent 
tones. The text expresses sorrow at a loss 
shared between Ausonia (a classical term for 
Italy) and the Habsburg Emperor Charles V, 
under whose authority d’Avalos had governed.

D’Avalos was also the dedicatee of a 1543 
volume produced by the Milanese printer 
Bernardino Calusco, which features three 
motets by Werrecore. Calusco regularly supplied 
the cathedral with paper goods, and received 
a payment for a printed music book in 1543, 
which Getz has suggested relates to the same 
motet collection. Despite this close working 
relationship between printer and composer, 
there is an air of mystery surrounding one of 
Werrecore’s pieces in the volume, Beati omnes 
qui timent Dominum; in other sources, it has 
been ascribed to Thomas Stoltzer, a German 
composer who died in 1526. A setting of Psalm 
127, the motet also includes the chant ‘Uxor 
tua sicut vitis abundans’ (‘Your wife will be like 
an abundant vine’) sung as a cantus firmus in 
the contratenor part, which suggests it may 
have been intended for a wedding service. The 
writing itself is of undeniable quality, with the 
four polyphonic parts weaving gracefully around 
the contratenor, uniting in stately homophony 
for rhetorical effect.

The composer featured most heavily in the 
1543 collection is Werrecore’s contemporary, 

In 1521, the Milanese architect and theorist 
Cesare Cesariano published the first Italian 
translation of Vitruvius’ De architectura, the 
sole surviving classical treatise on architecture. 
In his accompanying commentary, Cesariano 
describes the centre of Milan as an exemplary 
model of civic architecture, simultaneously 
orderly and free. As the source from which 
Cesariano was working lacked illustrations, 
he added his own, which bear the influence of 
his teacher Leonardo da Vinci. Amongst these 
is the striking drawing (used on the cover of 
this recording) of the building that lay at the 
heart of Cesariano’s urban paragon: Milan’s 
Gothic cathedral.

A year after Cesariano’s translation was 
published, a new maestro di cappella, 
Hermann Matthias Werrecore, was appointed 
at the cathedral. Werrecore went on to hold 
the post for almost thirty years, gaining a 
reputation in Milan as a first-class composer. 
Despite this, his music has remained almost 
entirely unperformed in the modern era. 
Christine Getz, the authority on Werrecore’s 
music, has suggested that his posthumous 
appreciation has suffered for the confusion 
between Werrecore and Matthias Le Maistre 
that persisted until the end of the nineteenth 
century. This recording seeks to remedy this 
by bringing Werrecore’s finest works back to 
life and placing them alongside those of his 
Milanese contemporaries.

Notes on the music



Notes on the music

perhaps as a form of homage. A prime example 
is the relationship between the two composers’ 
settings of Inviolata, integra et casta es 
Maria. Werrecore draws heavily on the older 
composer’s homophonic setting of the words 
‘O benigna, O regina, O Maria’. However, while 
Josquin’s setting is restricted to self-contained 
units, Werrecore’s creative flair is demonstrated 
in the way he allows each invocation to overlap 
with the next, creating a complex web of pious 
declamation. 

An even more direct reference to Josquin’s 
music is found in Werrecore’s Inclina Deus 
meus, a setting of a text appropriate to the third 
day of the Litany of St Ambrose. At the words 
‘sed in miserationibus tuis multis’, Werrecore 
appears to replicate a descending harmonic 
sequence from Josquin’s Nymphes des Bois, 
itself a lament on the death of the fifteenth-
century composer Johannes Ockeghem. In an 
added layer of subtlety, the borrowed passage 
is the phrase in the earlier motet in which the 
composers indebted to Ockeghem are listed: 
‘Josquin, Brumel, Pirchon, Compère’. This is 
therefore a repurposed excerpt from a great 
master, where the original material was itself an 
act of homage.

This close relationship with Josquin’s music 
was observed by Werrecore’s peers, but the 
younger composer was considered a worthy 
successor, not merely an apprentice. Getz has 
identified a contemporary manuscript where 

this volume Werrecore presented twenty of his 
motets, which provide for the most important 
holy days in the Milanese liturgical calendar. 
Those included on this recording would have 
been appropriate to the feasts of the Blessed 
Virgin Mary, St Ambrose (the city’s patron saint) 
and Corpus Christi, occasions that would have 
been marked at the cathedral with a high mass 
and two vespers, or a procession. Given the 
city’s historical role as the seat of the fourth 
century bishop Ambrose, it might come as a 
surprise that Werrecore’s volume does not place 
an emphasis on texts from the Ambrosian rite. 
In fact, Getz writes that mid-century collections 
such as Werrecore’s display ‘a much greater 
reliance on Roman liturgical items than they do 
on Ambrosian ones’.

The two final works in Werrecore’s motet book 
stand out for their large dimensions, both in 
terms of their length and scoring. Popule 
meus, intended for the Good Friday liturgy 
of the Adoration of the Cross, is written in 
five sections. The first two are scored for five 
voices, alternating stark phrases of passionate 
pleading with dramatic counterpoint at the top 
of the vocal register. The third is a trio, with the 
reduced forces heightening the introspection 
of the words, while the fourth is a quartet, 
with a greater use of homophony to match the 
text’s increasing bitterness. In the final section, 
the five original parts are restored and used to 
emphasise the contrast between the generous 
deeds of Moses and the suffering imposed on 

Christ. Simultaneously, a new tenor line adds 
the plainsong ‘Ego Deus salvator et redemptor 
tuus’ (‘I, your God, am your saviour and 
redeemer’) as a cantus firmus, providing a voice 
of hope amid the chorus of despair.

Werrecore’s Ave maris stella is composed on 
an even grander scale. The seven verses are set 
individually but drawn together by the continual 
presence of the plainsong hymn, either as 
cantus firmus, paraphrase or more loosely as 
the melodic basis for imitation. Across the work 
as a whole, Werrecore’s scoring creates a sense 
of building excitement. The first two verses are 
for five voices, the third a quartet and the fourth 
a trio. The last three verses each add a voice, 
ending in a lavish – and symbolic – seven parts. 
The final verse is a technical tour de force, with 
the tenor and baritone parts in canon a bar apart, 
and two virtuosic soprano lines weaving around 
one another at the top of the texture.

Arguably the greatest influence on Werrecore’s 
compositional style was the music of Josquin 
des Prez. Josquin spent a handful of years in 
Milan in the 1480s, and several of his works 
feature in the Milan Choirbooks. Among these, 
his Alma redemptoris mater/Ave regina 
caelorum stands out for its unusual approach to 
text-setting, where the soprano and bass voices 
sing the words of the Alma redemptoris, while 
the alto and tenor sing the text of the Ave regina 
caelorum. In Werrecore’s music he can be seen 
to borrow from Josquin on several occasions, 

with the cathedral. Gaffurius also included many 
of his own works, such as his five-voice setting 
of another Corpus Christi text, O sacrum 
convivium, which is full of fleeting dissonance.

Though Gaffurius maintained a policy of 
employing only Italian singers at the cathedral, 
the Milan Choirbooks have an international 
flavour. This was in part due to the arrival of 
musicians from the Low Countries who had 
been drawn to Milan by offers of employment 
at the Sforza court. The family’s chapel had 
been transformed in the 1470s, when Galeazzo 
Maria Sforza expanded the choir from four 
singers to almost thirty. One example of this 
influx of foreign talent is the Flemish-born 
Gaspar van Weerbeke, who arrived in Milan in 
1471. Although Weerbeke left the city after the 
assassination of Sforza in 1476, he maintained 
a lifelong association with the city’s musical life. 
The second choirbook contains his Ave regina 
caelorum, mater, a masterclass in textural 
variety. A full polyphonic opening gives way 
to duo sections, which are then contrasted 
with long-held chords at the words ‘Ave corpus 
Domini’ (‘Hail the body of the Lord’). In the final 
passage Weerbeke reinstates the pulse, but 
brings the voices close together in a series of 
poignant cadences.

The major source for Werrecore’s music is his 
Cantuum quinque vocum quos motetta vocant 
… liber primus, published in Milan in 1559, after 
he had retired from his role at the cathedral. In 



the writer Publio Francesco Spinosa proposes 
Werrecore as an heir to Josquin, albeit in a 
complex mythological metaphor:

O you, who are wont to end your long labours with a 
sweet song, and to gladden your soul with the Muses, 
study the measures of Hermann, whose song equals 
that of Dorceo. He can be compared to the lyricist 
Orpheus Terpandros and surpasses Linos, as well 
as the Apollo ‘of Pratis.’ If he shall strive while the 
goddess is judge, he will live on. He sings wondrously, 
with wondrous meters: both Earth and Sea will marvel 
at the rhythms and will admire them. 

Perhaps this high praise, when considered 
alongside the ambitious motets included on 
this recording, might help to recalibrate the 
modern assessment of Werrecore’s music, and 
to secure his place among the finest composers 
associated with Milan Cathedral during the 
Renaissance.

© 2019 Patrick Allies

Texts and translations

 1/11 Inviolata, integra et casta es Maria
Inviolata, integra et casta es Maria:  
Quae es effecta fulgida caeli porta. 
O Mater alma Christi carissima:  
Suscipe pia laudum praeconia 
Nostra ut pura pectora sint et corpora,
Quae nunc flagitant devota corda et ora. 
Tua per precata dulcisona  
Nobis concedas veniam per saecula. 
O benigna! O regina! O Maria!  
Quae sola inviolata permansisti.

Perhaps eleventh or twelfth century; sequence 
especially associated with the feast of the Purification 
of the BVM

 2 O sacrum convivium
  O sacrum convivium, in quo Christus sumitur. 
  Recolitur memoria passionis eius, mens 
  impletur gratia et futurae gloriae nobis pignus 
  datur.

Antiphon for Corpus Christi; words attr. to St Thomas 
Aquinas (1225–1274)

Notes on the music

You are inviolate, untouched and chaste, Mary:
and you were made the shining gate of heaven.
O loving mother, dearest mother of Christ,
Receive the pious hymns of praise
that our breasts and bodies may be pure,
that now entreat you devotedly with heart and voice.
Through your sweet-sounding prayers
grant us forgiveness for all ages.
O kindly one! O queen! O Mary!
You who alone remained inviolate.

O sacred banquet in which Christ is eaten: the 
memory of his passion is recalled, the mind is filled 
with grace, and a promise is given us of the glory 
to come. 



 4 Alma redemptoris mater/Ave regina caelorum
Soprano/Bass:  
Alma redemptoris mater quae pervia caeli 
Porta manes et stella maris succurre cadenti 
Surgere qui curat populo: tu quae genuisti 
Natura mirante tuum sanctum genitorem 
Virgo prius ac posterius Gabrielis ab ore 
Sumens illud Ave peccatorum miserere.

  Antiphon at Compline for Advent and Christmastide  
  attr. Hermann of Reichenau (Hermannus Contractus,  
  1013–1054)

 
Alto/Tenor: 
Ave regina caelorum, 
Ave domina angelorum: 
Salve radix sancta  
Ex qua mundo lux est orta:

Gaude Virgo gloriosa, 
Super omnes speciosa, 
Vale, o valde decora, 
Et pro nobis semper Christum exora.

twelfth century; antiphon at Compline from 
Candlemas until Maundy Thursday

 5 Proh dolor
  Proh dolor, ergo Avalum rapuit mors impia magnum? 

Ah quantum Ausonia, ah quantum tu Carole perdis  
Praesidium; hei nobis: quid tam grave contigit 
unquam?

Anon., hexameters composed for the funeral rites for 
Alfonso d’Avalos, 1546

Texts and translations

 3 Popule meus
Popule meus, quid feci tibi? Aut in quo 
contristavi te? Responde mihi. 

Quia eduxi te de terra Aegypti: praeparasti 
crucem Salvatori tuo. 

Quia eduxi te per desertum quadraginta 
annis: et manna cibavi te, et introduxi te 
in terram satis optimam. Quid ultra debui 
facere tibi, et non feci? Ego quidem plantavi 
te vineam meam speciosissimam: et tu facta 
es mihi nimis amara, aceto namque sitim 
meam potasti, et lancea perforasti latus 
Salvatori tuo.

Ego propter te flagellavi Aegyptum cum 
primogenitis suis: et tu me flagellatum 
tradidisti. Ego eduxi te de Aegypto, demerso 
Pharaone in mari Rubro: et tu me tradidisti 
principibus sacerdotum. Ego ante te aperui 
mare: et tu aperuisti lancea latus meum. Ego 
ante te praeivi in columna nubis: et tu me 
duxisti ad praetorium Pilati. 

Ego te pavi manna per desertum: et tu me 
cecidisti alapis et flagellis. Ego te potavi aqua 
salutis de petra: et tu me potasti felle et 
aceto. Ego propter te Chananeorum reges 
percussi: et tu percussisti arundine caput 
meum. Ego dedi tibi sceptrum regale: et tu 
dedisti capiti meo spineam coronam. Ego te 
exaltavi magna virtute: et tu me suspendisti in 
patibulo crucis. 
Tenor: Ego Deus salvator et redemptor tuus.

Improperia for Good Friday, omitting the refrains

My people, what did I do to you? What have 
I done to grieve you? Answer me.

For I brought you out of the land of Egypt: and 
you prepared a cross for your Saviour.

For I brought you through the desert, forty years: 
and fed you with manna, and brought you into 
the best land of plenty. What more should I have 
done for you that I did not do? I even planted 
you as my most beautiful vine: and you became 
too bitter towards me, for indeed you slaked my 
thirst with vinegar, and with a spear you impaled 
your Saviour’s side.

On your behalf I lashed Egypt and her firstborn 
children: and you gave me over to be whipped. 
I brought you out of Egypt, and Pharaoh was 
drowned in the Red Sea: and you gave me over 
to the chief priests. I opened the sea in front of 
you: and you opened my side with a spear. 
I went before you in a pillar of cloud: and you led 
me to Pilate’s residence.

I fed you manna through the desert: and you 
struck me with blows and whips. I gave you to 
drink the water of salvation from the rock: and 
you gave me to drink gall and vinegar. On your 
behalf I struck down the kings of the Canaanites: 
and you struck my head with a rod for beating. 
I gave you a royal sceptre: and you gave me a 
crown of thorns for my head. I raised you up 
with great virtue: and you hung me up on the 
gibbet of the cross. 
Tenor: I, your God, am your saviour and redeemer.

Loving mother of the Redeemer, who remain 
a gateway to heaven and the star of the sea, 
help your fallen people who strive to rise 
again. You who bore, to the astonishment of 
nature, your own holy creator: virgin before 
and after you received that ‘Hail’ from the 
mouth of Gabriel, have mercy on us sinners.

Hail, queen of heaven, 
hail, mistress of the angels: 
hail, holy root,  
from which sprung the light of the world:
Rejoice, glorious Virgin, 
beautiful above all others, 
hail, most honoured, 
and ever pray to Christ on our behalf.

Alas! Has wicked death, then, carried off 
great d’Avalos? Oh, what a bulwark you are 
losing, O Italy, and you, [Emperor] Charles; 
woe is us: has anything so serious ever 
befallen us before?



 6 Ave maris stella
  Ave maris stella, 

Dei Mater alma, 
Atque semper virgo,  
Felix caeli porta.

Sumens illud Ave  
Gabrielis ore, 
Funda nos in pace,  
Mutans nomen Evae.

Solve vincla reis,  
Profer lumen caecis, 
Mala nostra pelle, 
Bona cuncta posce.

Monstra te esse matrem:  
Sumat per te preces, 
Qui pro nobis natus  
Tulit esse tuus.

Virgo singularis,  
Inter omnes mitis, 
Nos culpis solutos,  
Mites fac et castos.

Vitam praesta puram,  
Iter para tutum, 
Ut videntes Jesum,  
Semper collaetemur.

Sit laus Deo Patri,  
Summo Christo decus, 
Spiritui Sancto,  
Tribus honor unus. Amen.

Hymn at Vespers on feasts of the Virgin

Texts and translations

 7 Inclina Deus meus
Inclina Deus meus, aurem tuam, et audi: 
aperi oculos tuos, et vide desolationem 
nostram, et civitatem super quam 
invocatum est nomen tuum: neque enim in 
iustificationibus prosternimus preces ante 
faciem tuam, sed in miserationibus tuis multis. 

Exaudi Domine; placare Domine: attende et 
fac: ne moreris propter temetipsum, Deus 
meus, quia nomen tuum invocatum est super 
civitatem et super populum tuum, Domine 
Deus noster.

Daniel 9: 18–19; used in the Ambrosian festal 
calendar on the third day of the Litany of St Ambrose

 
 8 Ave regina caelorum, mater

Ave regina caelorum, 
Mater regis angelorum, 
O Maria, flos virginum 
Velut rosa vel lilium 
Funde preces ad filium 
Pro salute fidelium.

Ave corpus Domini 
Munus et finale, 
Corpus iunctum homini 
In memoriale 
Cum finalis termini 
Mundo dixit vale.

1st verse: rhymed antiphon for the BVM 
2nd verse: John Peckham (d. 1292), from Ave vivens hostia

Hail, star of the sea 
loving mother of God 
and, ever virgin, 
blessed gate of heaven.

Taking that ‘Ave’  
from the mouth of Gabriel, 
establish us in peace, 
reversing the name of Eva.

Loose the bonds of the guilty, 
bring light to the blind, 
drive away our ills, 
pray all good things for us.

Show yourself to be our mother, 
may he receive the prayers through you 
who for us allowed himself  
to be born your son.

Virgin unique, 
gentlest among all, 
free us from our sins 
make us gentle and chaste.

Grant us a pure life, 
prepare us a safe journey, 
that when we see Jesus 
we may forever rejoice together.

Let praise be to God, 
glory to Christ on high, 
and to the Holy Spirit 
and to all three one single honour. Amen.

Turn your ear to me, my God, and hear me: 
open your eyes, and behold our desolation, and 
the city on behalf of which your name has been 
invoked: for we cast our prayers down before 
your face not in justification of ourselves but in 
your manifold mercies.

Hear me, O Lord; be pacified, O Lord. Listen, 
and act: do not delay on your own account, 
my God, for your name has been invoked on 
behalf of your city and for your people, O Lord, 
our God.

Hail, queen of heaven, 
mother of the king of the angels, 
O Mary, flower of virgins 
like a rose or a lily, 
pour out your prayers to your son 
for the salvation of the faithful.

Hail, body of the Lord, 
And his ultimate gift, 
body joined to mankind 
as a memorial  
of the time of his death 
when he bade farewell to the world.



Texts and translations

Translations © Delphian Records

 9 Beati omnes qui timent Dominum
Beati omnes qui timent Dominum, qui 
   ambulant in viis eius.  
Labores manuum tuarum quia manducabis: 
beatus es, et bene tibi erit. 
Uxor tua sicut vitis abundans in lateribus 
   domus tuae;  
filii tui sicut novellae olivarum in circuitu 
   mensae tuae.

Ecce sic benedicetur homo qui timet Dominum. 
Benedicat tibi Dominus ex Sion,  
et videas bona Hierusalem omnibus diebus 
   vitae tuae. 
Et videas filios filiorum tuorum: pacem super 
   Israel.

Psalm 128 (127 Vulgate)

 10 Homo quidam fecit
Homo quidam fecit caenam magnam et misit 
servum suum hora caenae dicere invitatis, ut 
venirent: quia parata sunt omnia. 
Alleluia.
Antiphon for Corpus Christi (from Luke 14: 16–17)

Blessed are all who fear the Lord, who walk 
in his ways. For you will eat the labours of 
your hands: you are blessed, and it will be 
well for you. Your wife will be like an abundant 
vine on the sides of your house; your children 
like the young olive-shoots going round your 
table.

See how the man who fears the Lord shall 
be blessed. May the Lord bless you from 
Sion, and may you see good for Jerusalem 
every day of your life. And may you see your 
children’s children: peace upon Israel.

A certain man made a great feast and at the 
hour of dinner sent his servant out tell those 
invited to come: for everything was ready. 
Alleluia.

Biographies

Siglo de Oro is one of the leading vocal 
ensembles of its generation, praised for its 
golden tone, seamless blend and innovative 
programming. The group made its professional 
debut in 2014 at the Spitalfields Festival, of 
which the Financial Times said: ‘Siglo de Oro, 
under the assured direction of Patrick Allies, 
performed with vivacity and poise’. Since then, 
the group has given concerts at St John’s Smith 
Square, Stour Music and the Barber Institute, 
performed live on BBC Radio 3’s In Tune, and 
taken up invitations to give concerts in Belgium, 
the Netherlands, Finland and Malta. Siglo de 
Oro’s plans for 2020 include an appearance at 
Tage Alter Musik Regensburg in Germany, and 
the ensemble’s first US tour.

The group has previously made two recordings 
with Delphian Records, to critical acclaim. 
The first, Drop Down, Ye Heavens released in 
2016 (DCD34184) was Christmas Choice in 
BBC Music Magazine and called ‘a debut with 
a difference … a novel, ungimmicky project, 
vividly executed’, while Gramophone described 
it as ‘so invigorating … this one hits you with 
its character and depth’. The group’s second 
disc, featuring the world premiere recording of 
a mass by Hieronymus Praetorius (DCD34208), 
was released in 2018 to outstanding reviews. 
BBC Music Magazine awarded it five stars, 
naming it Choral and Song Album of the 
Month, and declaring ‘Siglo de Oro has struck 
gold!’ The disc was placed on the longlist for 
the 2019 BBC Music Magazine Awards.

Patrick Allies is Artistic 
Director of Siglo de Oro, with 
whom he has recorded two 
discs with Delphian Records. 
Of the group’s latest release, 
BBC Music Magazine wrote: 
‘Here is a choir in which all 
the elements are held in 
perfect equilibrium. Patrick 

Allies ponders every note before moulding 
lines whose suppleness in turn coalesce into a 
breathing, organic whole.’

Patrick currently divides his time between 
London and Washington DC. Highlights of 
the 2018–19 season in the UK included a 
performance with Khoros Choir at the London 
Jazz Festival, and an Arts Council-funded 
collaboration with contemporary music group 
ensemble x.y. In the US, Patrick is a staff singer 
at St Paul’s K Street in Washington DC, and 
has recently taken up invitations to be a guest 
conductor at Christ Church Episcopal Church in 
Rye, New York, and to be a guest conductor and 
lecturer at Loras College, Iowa.
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Siglo de Oro

Soprano
Christine Buras
Hannah Ely
Victoria Meteyard 1, 3, 6–7 
Helena Thomson 1–4, 6–11

Alto
Francis Gush
Rebekah Jones
Nathan Mercieca 3, 6–7

Tenor
Paul Bentley-Angell
Tom Castle 4–5, 9–10

Chris Fitzgerald-Lombard

Bass
David Le Prevost 1–8,10–11

Ben McKee
Ben Rowarth



Hieronymus Praetorius: Missa Tulerunt Dominum meum 
Siglo de Oro, Patrick Allies director 
DCD34208 (CD)/DCD34303 (Blu-ray CD)

Though less well known than his namesake Michael, Hieronymus Praetorius 
was part of a German musical dynasty, and as organist at Hamburg’s 
Jacobikirche he was one of the city’s most important cultural figures. So it 
is remarkable that his magnificent mass for Holy Week, the Missa Tulerunt 
Dominum meum, has until now remained unrecorded. Here, some four 
hundred years after it was first performed, Siglo de Oro present it as it might 
have been heard in seventeenth-century Hamburg, weaving in motets for 
Easter from some of Praetorius’s most gifted contemporaries.

Bavarian Hans Leo Hassler, Netherlandish Orlande de Lassus, Venetian 
Andrea Gabrieli, and the itinerant Jacob Handl – each lends a motet to 
complement the unfolding liturgical journey, from the quiet solemnity of 
Maundy Thursday through to the exultant joy of Easter Day.

‘Siglo de Oro sing with passion and refinement’ — The Times, April 2018

Also available on Delphian

Drop down, ye heavens: Advent antiphons for choir & saxophone 
Siglo de Oro, Patrick Allies director; Sam Corkin saxophone 
DCD34184

Siglo de Oro’s first commercial recording sees the choir and its director Patrick 
Allies in collaboration with saxophonist Sam Corkin. Their intriguing programme 
highlights the saxophone’s natural kinship with the human voice, as well as 
the endless expressive possibilities which this versatile instrument stimulates 
in the imaginations of modern composers. Its athletic vigour launches Will 
Todd’s O Wisdom, the first of eight settings of the Advent antiphons in English 
which, having been commissioned by the present artists, now form the 
backbone of this recording. Elsewhere the instrument soars above the voices’ 
urgent prophecy and imploration, while the choir is heard unaccompanied in 
glowing renditions of sixteenth-century polyphony – works by Pierre Certon, 
Antoine de Mornable, Michael Praetorius and Josquin des Prez, whose music 
complements the atmosphere of quiet expectancy proper to Advent. 

‘A debut with a difference … A novel, ungimmicky project, vividly executed.’ 
— BBC Music Magazine, December 2016, CHRISTMAS CHOICE

Serenissima: Music from Renaissance Europe on Venetian viols 
Rose Consort of Viols 
DCD34149

A disc of journeying and exploration, paying homage to the pan-European 
tendencies of a period in which composers, instruments and manuscripts 
crossed geographical borders; in which a song by one composer might become 
the subject of ingenious contrapuntal treatments by another and of Mass 
settings by a third; and in which new dance genres evolved alongside the 
widespread adaptation of vocal music for performance by instrumental consorts. 
The Rose Consort of Viols, inspired by Richard Jones’s reconstructions of a 
Venetian instrument by Francesco Linarol – the earliest viol surviving from the 
sixteenth century – trace a path from the viol’s northern Italian origins to England, 
where it found a particularly welcome home at the turn of the 1600s.

‘well-nigh flawless … Restrained, refined readings’ 
— BBC Music Magazine, December 2014, *****/*****, CHAMBER CHOICE

Pater Peccavi: Music of lamentation from Renaissance Portugal  
The Marian Consort, Rory McCleery director 
DCD34205

Biblical texts of lamentation were embraced by composers of the late 
Renaissance for their artistic and expressive potential. But in Portugal – a kingdom 
without a king, its people governed by a foreign power – such settings gave life, 
as well, to a rich expression of covert political commentary. Rory McCleery’s 
ongoing interest in this field of polyphony bears fruit for the first time in a 
groundbreaking programme. Many of these Portuguese composers are known, 
if at all, for a very few pieces. Once again, McCleery and his Consort make a 
clarion call for music that deserves, and with their advocacy should now receive, 
far wider recognition. 

‘The Marian Consort is surely one of the best’ — Gramophone, December 2018, 
EDITOR'S CHOICE
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