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Little is known about the life of Robert Parsons and not many of his compositions
survive. Like most of the eminent musicians of his time, he was a Gentleman of the
Chapel Royal, the organization of 32 singers and 12 boy choristers whose job it was to
provide music at the chapel services in the various royal palaces in and around London
whenever the sovereign was present. Parsons was born in Newark-upon-Trent, but met
an early death drowning in the Trent at the height of his powers. He wrote music both
for the English and the Latin rites, the latter perhaps during the reign of Mary Tudor
(1553-8) when England had temporarily returned to Catholicism. Ave Maria for five
voices is probably his best-known work, a motet of appropriately feminine loveliness
and radiance. An interesting feature of its characteristically English 'ABB' structure is
the soprano part of the opening section. It represents the voice of the angel Gabriel,
making a series of six entries, each one beginning one note higher than the one before.
The effect is of rising excitement and ecstasy.
© Dirk Freymuth, Sibylle Mager, David Skinner, Ivan Moody
Ave Maria, gratia plena, Dominus tecum:
Benedicta tu in mulieribus,
Et benedictus fructus ventris tui. Amen.

Hail Mary, full of grace, the Lord is with you.
Blessed are you among all women
And blessed is the fruit of your womb. Amen

i:au«ticd te
ROBERT WHITE (1535-1574)
Robert White, a contemporary of Tallis, moved more in cathedral and collegiate circles rather than in the political spotlight of the Elizabethan Court. He seems to have
begun his career at Trinity College, Cambridge, where from 1555 to 1562 he was
employed first as a chorister and later as a singing-man. In 1560 he was granted a bachelor of music degree after ten years of study, and in 1562 moved a short distance to Ely
where he became Master of the Choristers. Ile is probably the musician named White
who held the same post at Chester Cathedral in 1567, but almost certainly became
Master of the Choristers at Westminster Abbey by 1569. He died of the plague in 1574.
With the decline of the so-called votive antiphon (a large-scale 'motet' commonly set by
pre-Reformation English composers), White was among the new wave of musicians to
develop the Psalm-motet; constructed on similar dimensions to the large-scale antiphons
of Taverner, Tallis and others, but, with the use of Biblical texts, more politically suited
to reformed tastes .
Exaudiat te Dominus (Psalm 19) is certainly very reminiscent of the early Tudor
antiphon, each section beginning with a reduced scoring which emphasizes the rich
harmonic textures in the full choral passages. The second half exploits the use of
'gimells' (the division of a single line in to two distinct voice-parts of the same range),
culminating in a rich and colourful seven-part texture towards the end of the work.
© Dirk Freymuth, Sibylle Mager, David Skinner, Ivan Moody

Exaudiat te Dominus in die tribulationis: protegat te nomen Dei Jacob. Mittat tibi auxilium de sancto: et de Sion tueatur te. Memor
sit omnis sacrificii tui: et holocaustum tuum
pingue fiat. Tribuat tibi secundum cor tuum:
et omne consilium tuum confirmet.
Laetabimur in salutari tuo: et in nomine Dei
nostri magnificabimur. lmpleat Deus omnes
petitiones tuas: nunc cognovi quoniam
salvum fecit Dominus Christum suum.
Exaudiat ilium de caelo sancto suo: in potentatibus salus dexterae eius. Hi in curribus et
hi in quis: nos autem in nomine Domini Dei
nostri invocabimus. Ipsi obligati sunt et
ceciderunt: nos autem surreximus, et erecti
sumus. Domine, salvum fac regem et exaudi
nos in die qua invocaverimus te. Amen.

The Lord hear thee in the day of trouble:
the name of the God of Jacob defend thee;
send thee help from the sanctuary: and
strengthen thee out of Sion; remember all
thine offerings: and accept thy burnt-sacrifice; grant thee thy heart's desire: andfulfi.l
all thy mind. We will rejoice in thy salvation, and triumph in the name of the Lord
our God: the Lord perform all thy petitions.
Now know I that the Lord helpeth his
annointed, and will hear him from his
holy heaven: even with the wholesome
strength of his right hand. Some put their
trust in chariots, and some in horses: but
we will remember the name of the Lord
our God. They are brought down, and fallen: but we are risen, and stand upright.
Lord, save the king, and hear us: when we
call upon thee. Amen.

Q/Ve~
WILLIAM BYRD (1543-1623)
William Byrd is unquestionably the greatest composer of the Elizabethan Golden
Age and well established as the master of English church music, as is testified by his
output for both the Latin and English Rites. He was not as nearly as prolific as, for
example, Lassus, but his ability to compose all this music in addition to carrying on his
other activities was astonishing. His duties at the Chapel Royal, his farm and his religious, legal and social concerns. all made substantial demands on his time. Byrd was
appointed a Gentleman of the Chapel Royal in 1570, and moved to London two years
later where he shared the post of organist with Thomas Tallis, his teacher and friend.
Queen Elizabeth granted the two composers a monopoly for the printing of music. It is
well known that Byrd remained a staunch Catholic even after the Reformation, and that
he composed a number of 'political' motets, choosing a fairly large group of biblical texts
which obliquely alluded to the situation of English Catholics who had been driven
underground.
Ne irascaris has been described by Joseph Kerman as one of Byrd's "quiet masterpieces". It is a profoundly satisfying work with a complex series of harmonic digressions
reflecting the anguished nature of the text and many motivic links between the two
halves of the work. There is a luminosity about much of the work which imparts a transcendent calm to words which are frequently very far from tranquil - the protracted
cadence at "lerusalem desolata est" is a case in point. The secunda pars, "Civitas sancti
tui," has always been one of Byrd's best-loved pieces, with its distinctive melodic profile.
© Dirk Freymuth, Sibylle Mager, David Skinner, Ivan Moody
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e irascaris, Domine, satis, et ne
ultra memineris iniquitatis nostrae.
Ecce, respice, populus tuus omnes nos.

Be not angry any more, 0 Lord, and
do not remember our iniquity any longer.
Behold, see, we are all thy people.

Civitas sancti tui facta est deserta.
Sion deserta facta est. lerusalem
desolata est.

The city of thy holy place is become a
wilderness. Zion is become a wilderness.
Jerusalem is forsaken .

8!~~
JOHN TAVERNER (1490-1545)
John Taverner, reckoned to be the greatest of all English pre-Reformation composers,
wrote all his music for the Catholic Church, he himself scarcely surviving into the
Protestant era. Taken as a whole, his oeuvre represents the final development of the florid
late-medieval English style. This style is also marked by an assimilation of new aesthetic
and technical features, indicating the growing influence of continental thought and practice. Very little is known about Taverner's early career; he was employed as master of the
choristers at Cardinal College (Christ Church) , Oxford, in 1526. Several years later, on
Cardinal Wolsey's fall from power, he retired to Boston where he was held in considerable
esteem. Allegations that he became a militant Protestant in conflict with the Catholic
orthodoxy of the time remain speculative. Consequently, the popular assumption that
Taverner stopped composing after leaving Cardinal College in 1530, because he had come
to dismiss church music as popish, are without foundation.
The Marian antiphon Gaude plurimum appeared to have been one of Taverner's most
highly regarded works judging from the numerous manuscripts in which it is found. The
musical structure is characterized by contrasting sections scored for two or three voices
with ones for sonorous five-part choir, a structure typical of earlier generations. There is
also frequent use of imitation within the generally sober melodic style. The textural transparency, with melismatic writing being reserved largely for cadence points , demonstrates to
what extent Taverner helped to refine the musical complexities of the previous generation.
© Dirk Freymuth, Sibylle Mager, David Skinner, Ivan Moody'
Gaude.plurimum, salvatoris nostri mater,
femina quae vixerunt omnium felicissima ,
sola virgo prae ceteris, quae naturali partu,
sed conceptione caelesti mediam divinae
trinitatis personam, verum Deum, sempiterni patris sempiternum filium, quo nos
a perpetua morte servaremur, benignius
hominem edidisti.

Rejoice greatly, mother of our saviour, most
blessed of all women who have lived, the
one virgin above all the rest who by natural
birth but heavenly conception kindly
broughtforth as man the middle person of
the divine trinity, true God, eternal Son of
the eternal Father, that we might be saved
by himfrom everlasting death.

Gaude Maria virgo divinitus bane tibi
praestitam gratiam, ut ipsa praeter ceteras
omnes unica sis mortalis femina, quae
Christum Jesum in utero gesseris, gravida
ederis enixa materno foveris gremio
immortalem sobolem.

Rejoice, Virgin Mary, in this outstanding
grace from heaven, that thou thyself above
all others shouldst be the one mortal woman
who bore Christ Jesus in thy womb, who,
being great with child gave birth and, having borne the child, cherishedst the immortal offspring in thy maternal lap.

Gaude sacratissima virgo, ilium non minus
tibi quam ceteris hominibus immortalem
filium peperisse, qui caelica sua potestate
inferni debellavit tyrannidem cruentas
mortis aeternae principis vires fregit, vitamque humano generi perpetuam restituit.
Gaude Maria, Jesu mater, talem te
genuisse filium, qui divina sua resurrectione futurae nostrae in gloria resurrectionis spem certam tradidit; ad Deumque
Patrem ascendens, et Deus et homo, misericordia plenus, in caelum quoque reditum omnibus pollicetur.
Gaudemus itaque et nos omnes nobis et
tuae beatitudini, Maria, Jesu mater, gratias
habentes gratulamur, quae supernam
adepta gratiam ad perennem quoque in
caelum gloriam assumpta es.
Eundem igitur Jesum tuum filium
supplices deprecamur, ut, qui indigni
qui exaudiamur assequi non valemus
tuis benignissimis precibus impetrare
possimus eandem tecum caelestem
gloriam. (Amen.)

Rejoice, most holy virgin, that thou barest
him who is an immortal son to thee no less
than to the rest of mankind, who by his
heavenly power vanquished the tyranny of
hell, crushed the bloody power of the prince
of eternal death, and restored everlasting
life to mankind.
Rejoice, Mary, mother of Jesus, that thou
gavest birth to such a son, who by his
divine resurrection gave us the sure hope
of our future resurrection in glory; and
who, ascending to God the Father, both
God and man, full of mercy, promises
a return to heavenfor all.
And so we rejoice, and we all congratulate
ourselves, giving thanks also to thy blessedness, 0 Mary, mother of Jesus, who hast
gained divine favour, and been taken up
into heaven to everlasting glory.
Therefore we as supplicants pray to the
same Jesus thy Son that we, who are
unworthy, and cannot reach to be heard,
may with thy most pleasing prayers attain
the same heavenly glory with thee. (Amen.)
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JACQUET OF MANTUA (1483-1559)
The composer widely known during the first half of the sixteenth century by the
single name of Jacquet was born in Vitre, Brittany, in 1483. Little can be traced of his
early life, but his.music reveals strong influence of Josquin and Mouton. By the second
decade of the sixteenth century Jacquet travelled to Italy to advance his career, and
there he spent the rest of his life. About 1526 he entered the service of the Gonzaga
family at Mantua, where he became the first titular maestro-di-cappella of the cathedral. Ercole Cardinal Gonzaga, bishop and regent of Mantua and later President of
the Council of Trent, became his long-term devoted patron. Jacquet's works were diseminated in manuscripts before 1520, and in the following decade music publishers
throughout Europe, but especially in Venice, printed his music with such frequency
and in such quantity that he became one of he most widely recognized composers
of his time. More importantly, his music was held in high regard not just by contemporaries but also by rising masters of the following generation, a number of whom chose
his works as models for their own. The motets were his most widely circulated works,
and they record four productive decades of experimentation and development. Jacquet,
however, was not so much a path breaker as a skilled craftsman alert to the new cur-
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rents of his time. Grace of line and refinement of detail are paramount in his writing,
traits that perhaps explain the special appeal that his works held for Palestrina and other
younger composers.
In 1539 the Venetian publisher Girolamo Scotto published two volumes of motets
by Jacquet, both dedicated to Ercole Gonzaga. The first volume contains motets
scored for four, the second for five voices. In token of the Blessed Virgin's cult so vigorous
in medieval and Renaissance Europe, nearly one third of the collection have Marian texts,
including the Assumption motet Gaudeamus omnes. Through its cantus firmus structure
the work retained a distinctly conservative compositional process, found in Jacquet's earliest work. After giving the intonation, the baritone continues the plainsong melody of the
Introit of the Feast of Assumption in semibreves throughout.
The four-voice Alleluia, surrexit Dominus is set to freely assembled passages from
the Eastertide liturgy. Like more than half of the motets in this collection, Alleluia is
contructed in two more-or-less equal sections. The plainsong melody is featured much less
than in Gaudeamus: the first section briefly invokes an Assumption chant sung on Holy
Saturday, but there is no attempt to paraphrase the entire plainsong melody. Few rests
of long duration occur in any part, and the texture is consistently full and sonorous.
© Sibylle Mager
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GAUDEAMUS OMNES
>-

Gaudeamus omnes in Domino,
diem festum celebrantes sub honore
Mariae Virginis:

Let us all rejoice in the Lord, proclaiming
this holy day in honour of the
Virgin Mary:

de cujus assumptione gaudent angeli, et
collaudant Filium Dei.

The angels rejoice at her Assumption, and
they give praise to the Son of God.

ALLELUIA, SURREXIT DOMINUS
Prima pars
Alleluia, surrexit Dominus vere, et
apparuit Simoni, alleluia. Exsultemus
et laetemur hodie, dies ista laetitiae. Haec
dies quam fecit Dominus, exsultemus et
laetemur in ea, alleluia.

1st Part
Alleluia, the Lord has risen truly, and
has appeared to Simon Peter, alleluia.
Let us rejoice and be glad today, on this day
ofjoyfulness. This is the day which the Lord
made: Let us rejoice and be glad in it. Alleluia.

Secunda pars
Qui fecit caelum et terram surrexit
hodie, alleluia. Surrexit pastor bonus
qui posuit animam suam, et pro grege
suo mori dignatus est, alleluia: surrexit
hodie, alleluia.

2nd Part
He who made Heaven and earth has
risen today, alleluia.
The good shepherd has risen, who laid
down his life, and deigned to die for his flock,
alleluia: He has risen today, alleluia

~(as)
THOMAS CRECQUILLION (c.1490-1557)
The Old Testament Lamentations of Jeremiah deal with the desolation of Judah after
the destruction of Jerusalem, c. 586 BC. They are the most penitential and woeful of all biblical texts. In Christianity the book has been commonly interpreted in reference to Christ's
Passion, and readings from the Lamentations are prescribed for Holy Week. These always
consist of the opening rubric such as "De lamentatione Hieremiae prophetae" , a final appeal
"Jerusalem convertere ad Dominum Deum tuum" , and a number of verses from the Book of
Lamentations in between, each prefaced by a hebraic letter. Polyphonic Lamentations had
been widely composed in Europe since the fifteenth century; more than sixty composers are
known to have used this text. Many of them tinkered with the standard liturgical text which
probably means that these compositions were not meant to be used liturgically, but rather as
independent motets performed during Holy Week. In fact, most composers were attracted to
the Lamentations as the subject matter that offered great scope for highly expressive writing, much in the same vein in which Renaissance painters exploited the range of religious
subjects as a means to painting beautiful pictures. Thomas Crecquillion, one of the leading
composers of the post-Josquin generation, composed two settings of the Lamentations , one
for four and one for five voices. The Lamentations for five voices , performed in this concert,
are a masterly example of his smooth, continuous counterpoint that is rarely disturbed by
chordal passages , contrasting textures , harsh dissonances or dramatic gestures.
Crecquillion's motets and French chansons are paradigmatic of sixteenth-century imitative
counterpoint and circulated widely in printed editions . We also know that he spent most of
his career as a member of Emperor Charles V's chapel. He was also a canon at St. Aubin,
Termonde and from 1555 at Bethune, where he may have fallen victim to the plague that
ravaged the city at that time.
© Sibylle Mager
Aleph: Lam.2:11
DEFAECERUNT PRAE LACRIMIS OCULI MEI ,
CONTURBATA SUNT VISCERA MEA,
EFFUSUM EST IN TERRA IECUR MEUM,
SUPER CONTRITIO:NEM (filiae) POPULI MEI ,
CUM DEFICERET PARVULUS (et) LACTANS IN
PLATEIS OPPIDI.
MATRIBUS SUIS DIXERUNT, UBI EST TRITICUM
ETVINUM?
CUM EXIIALARENT ANIMAS SUAS IN
SINU MATRUM.
JERUSALEM, CONVERTERE AD DOMINUM
DEUMTUUM

My eyes failed with tears,
My very bowels were shaken,
My liver was poured out on the ground,
For the sorrow of (the daughter ot) my people,
When (young children and) the infant at
the breast went hungry in the streets of
the city.
They said to their mothers,
'Where is the bread and wine?',
When they were breathing out their
life's breath in their mothers' bosom.
Jerusalem, turn again to the Lord your God.
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CUI COMPARABO TE, VEL CUI ASSIMILABO
TE, JERUSALEM?
MAG A ENIM VELUT MARE CONTRITIO TUA,
QUIS MEDEBITUR TUI?
ZAIN:

PROPIIETAE TUI (viderunt tibi falsa et stulta)
NEC APERIEBANT INIQUITATEM TUAM,
UT TE AD PENITENTIAM PROVOCARENT.
JERUSALEM, CO:NVERTERE AD DOMINUM DEUM

To whom shall I compare you,
or to what shall I liken you, Jerusalem?
For your sorrow is as vast as the sea,
and who will cure you?
Your prophets (saw only false and foolish
things) and failed to reveal your
wickedness,
in order to call you to repentance.
Jerusalem, tum again to the Lord your God.

TUUM.

JOO:
ADHAESIT LINGUA LACTANTIS
AD PALATUM EIUS IN SIT!;
PARVULI EIUS PETIERUNT PANEM,

The infant's tongue at the breast
stuck to his mouth in thirst;
her children asked for bread,and there was
no one to break a piece for them.

ET NON ERAT QUI FRANGERET EIS.
GIMEL:
FILII SION INCLITI ET AMICTI AURO PRIMO,
QUOMODO REPUTATI SUNT
IN VASA TESTEA, OPUS MANUUM FIGULI.
JERUSALEM, CONVERTERE AD DOMINUM DEUM

VIAE SION LUGENT EO QUOD NON SINT QUI

The sons of Zion, formerly renowned
and clothed in the brightness of gold,
are now considered as earthen vessels,
the work of the potter's hands.
Jerusalem, turn again to the Lord your God.

The streets of Zion lament, because none
comes there, all her gateways are in ruins,
her priests groan, and her daughters defile
themselves in mourning.

SACERDOTES EIUS (gementes),
VIRGINES EIUS SQUALIDAE.

'ACT! SUNT IIOSTES EIUS IN CAPITE,
INIMICI EIUS LOCUPLETATI SUNT NIMIS,
QUIA DOMINUS LOCUTUS EST SUPER EAM.
JERUSALEM, CONVERTERE AD DOMINUM

Her enemies have been given the ascendancy,
her persecutors have been rewarded,
because the Lord has passed sentence on her.
Jerusalem, turn again to the Lord your God.

JOSQUIN DESPREZ (c.1440-1521)
Having listened to so much music directly or indirectly influenced by Josquin in
the earlier part of this program, it is now time to turn to the master himself! Luther's
famous comment about Josquin ("Ile was the master of notes ... others must do what the
notes dictate") tells us something about the early veneration which surrounded his music.
However, recent research has put a lot of question marks over works hitherto attributed
to him, placing many of them in the category of doubtful or inauthentic works. Scholars
are continuing their enterprise of evaluating the sources as well as the musical style of his
works, giving careful attention to the posthumously attributed motets, in an attempt to
define the limits of the Josquin canon.
Be that as it may, Josquin's identified motets contain the best of his work, and the
two pieces performed in this concert demonstrate his remarkable versatility and inventiveness. Absalonfili mi, a unique synthesis of words and music, has been described as his
boldest musical experiment. It can be dated precisely: it was written, at the behest of his
patron Cardinal Ascanio Sforza, as an offering of condolence to Pope Alexander VI, following the murder of his son Juan Borgia in 1497. The text does not come from one single
source, but combines three lamentations of Old Testament fathers (David, Job, and Jacob),
mourning the loss of their sons. It is probable that it was put together by Josquin himself.
Despite resolute and regular imitative polyphony the relationship between text and music
is of the greatest clarity. The four voices are of equal importance, woven into a close polyphonic texture of intense expression that deliberately exploits the lower ranges. In fact,
this is an unusually low register in the history of Renaissance music. Josquin also employs
progressions of descending fifths, a harmonic device that remained unexplored until a
century later. These devices sound particularly poignant at the end of the piece, where
they symbolize the descent into hell: et descendam in infernum.
The two-part motet Ave nobilissima creatura for six voices takes as its tenor the
plainchant melody "Benedicta tu", which plays a significant role in the motet. Its main
text is a prayer to the Virgin; with opening words that bring to mind the scene of the
Annunciation. These are first introduced by the three top voices, followed by the two
basses. As a cadence brings this passage to a close on "Dominus teum", the tenor enters
for the first time, singing words that continue the angelic salutation of "Benedicta tu"
(Blessed are you among women, and blessed is the fruit of your womb). It is only towards
the end of the motet that the invocation to the Virgin and her Child are addressed by both
the plainchant tenor and the text sung by the other voices. So neat is the dovetailing that
it raises the question of whether the main text of Ave nobilissima was customized specifically to fit with that of the cantus firmus.
© Sibylle Mager
ABSALON FILI MI
Absalon fili mi, quis det ut moriar pro te,
fili mi Absalon? Non vivam ultra sed
descendam in infernum plorans.

Absalom my son, would that I might die
for thee, my son Absalom. Let me not
live longer but descend into hell weeping.

\,

AVE NOBLISSIMA CREATURA
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Part I
(Benedicta tu in mulieribus, et benedictus
fructus ventris tui). Ave nobilissima creatura
humillima virgo Maria, est tibi quasi osculum
hunc audire versum angelicum: Ave Maria,
gratia plena, Dominus tecum. Ergo ad
imaginem tuam accedo, genua flecto, osculum
imprimo, ave Maria dico. 0 domina gloriae, o
regina laetitiae, angelorum domina, virginum
gemma, omniumque, sanctorum justitia, peccatorum consolatrix, infirmorum curatrix,
erantium revocatrix, desolatorum auxiliatrix,
mea promptissima adjutrix, virgo sancta
Maria.

Part I
(Blessed are you among women, and blessed
is the fruit of your womb) Hail, most noble of
created beings, most lowly Virgin Mary: it is
like a kiss for you to hear this verse of the
angel: Hail Mary, full of grace, the Lord is with
you. Therefore I draw near to your image, I
bend my knees, I imprint a kiss, I
say "Hail Mary". 0 Lady of Glory, 0 Queen of
Joy, 0 Mistress of the Angels, Jewel of Virgins,
and Righteousness of the Saints; Consoler of
Sinners, Healer of the Sick, Recaller of the
Wanderers, Comforter of the Lonely, and my
most ready helper, Holy Virgin Mary.

(Benedicta tu in mulieribus, et benedictus
fructus ventris tui). Tibi, domia gloriosa,
commendo hodie et quotidie animam meam
et corpus meum, ut me in tua custodias, et ab
omnibus malis et fraudibus diaboli me educas
et in ultima hora mortis meae constanter
mihi assistas, et animam meam ad aeterna
gaudia perducas, ubi tu, benedicta Maria in
vera caritate permanes cum domino per
anes cum domino nostro Jesu Christo,
ilio tuo dulcissimo, per infinita saecula

Part II
(Blessed are you among women, and blessed
is the fruit of your womb] To you, glorious
lady, I entrust today and everyday my soul
and my body, that you may keep me safe in
your care, and lead me from all evils and
deceits of the devil; and may stand by me
steadfastly at the last hour of my death, and
escort my sol to the eternal joys, where you,
blessed Mary, abide in love together with
our Lord Jesus Christ, you most sweet Son,
through all the ages for evermore.

The Tallis Scholars were founded in 1973 by their director, Peter Phillips. Through
their recordings and concert performances, they have established themselves as leading
exponents of Renaissance sacred music. Their exploration of the depth and variety of
this repertoire has reached a world-wide audience. Peter Phillips has worked with the
ensemble to create, through good tuning and blend, the purity and clarity of sound that
he feels best serves the Renaissance repertoire, allowing every detail of the musical lines
to be heard. It is the resulting beauty of sound for which the Tallis Scholars have become
renowned.
The.Tallis Scholars perform in both sacred and secular venues, giving around 70 concerts each year. In April 1994 the group enjoyed the privilege of performing in the Sistine
Chapel to mark the final stage of the complete restoration of the Michelangelo frescoes.
In New York on Dec Sth 1998 the group gave their lOOOth concert. That same year saw
them in Italy (in Ferrara, at the invitation of Claudio Abbado) and in London for a unique
25th Anniversary concert in London's National Gallery premiering a John Tavener work
written for the group and narrated by Sting. A following performance was given with Sir
Paul McCartney in May 2000. The 2000-2001 season saw them perform in Germany,
Spain, Italy, The Netherlands, France, USA, Japan, China, Australia, Singapore, and
many UK venues. The 2002 season will see them in France, Switzerland, Germany,
Poland, Portugal, the USA and the UK.
PETER PHILLIPS has made an impressive if unusual reputation for himself in dedicating his life's work to the research and performance of Renaissance sacred music.
Having won a scholarship to Oxford in 1972, Peter Phillips studied Renaissance music
with David Wulstan and Denis Arnold, and gained experience in conducting small vocal
ensembles, already experimenting with the rarer parts of the repertoire.
Besides his work with The Tallis Scholars, Peter Phillips has for many years contributed a regular column (as well as a cricket column) to The Spectator. In 1995 he
became the Advisory Editor of The Musical Times, the oldest continuously published
music journal in Europe. His first book English Sacred Music 1549 - 1649, a unique and
encyclopaedic account of the history of English-texted sacred music written durint the
golden period between the Reformation and the Commonwealth, has been published by
Gimell. His interest in the Renaissance extends beyond the music to fine art and he is
currently working on an account of the cultural background of the period.
General Management: Hazard Chase, Ltd. Cambridge, UK www.hazarchase.co.uk
North American Tour Management: Aaron Concert Artists, Inc., New York, NY
www.aaronconcert.com
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