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On the afternoon of 17 June 1882, a few hours 
after his birth, Igor Fyodorovich Stravinsky was 
baptised into the Russian Orthodox Church 
in a dacha in Oranienbaum. The following 
month he was more formally admitted to the 
church in a ceremony at the Nikolsky Cathedral 
in St Petersburg, carried there in a bureau 
drawer, he said, as he didn’t yet have a cradle, 
‘stripped, covered by a chrism, like a peasant 
woman at her wedding’. 

Stravinsky’s parents were not particularly 
religious, but the feasts and fasts of the church 
calendar were scrupulously observed in their 
house and their children were required to 
attend services, receive communion and study 
the Bible. The composer claims that in all his 
childhood years of obeisance he only had one 
truly religious experience, and eventually he 
rebelled, abandoning completely as soon as he 
was able the church and its rites.

Music as ritual, however, was to be a central 
preoccupation of the adult composer 
throughout his life. With its blocks of material, 
its repetitions and juxtapositions and its 
animated stasis, Stravinsky’s is essentially 
a constructed music (rather than one which 
grows as a single utterance), so that it has an 
undoubted commonality with the antiphonies 
and litanies of liturgical composition. Musical 
objects from past centuries – be they Russian 
folk-tunes, Baroque concertos, Tchaikovsky 

songs, Beethoven sonatas or Machaut motets 
– are re-examined, reworked, deconstructed 
and reassembled in almost Cubist fashion to 
create a music about music that, through a kind 
of time-travelling shape-shifting, exists in an 
eternal present.

Moments of numinosity abound throughout 
Stravinsky’s oeuvre, where time stands still 
for contemplation of the eternal: the hushed, 
spectral chord that marks the arrival of the 
Sage in The Rite of Spring; the clanging bell-
coda that concludes the peasant wedding 
ballet Les Noces (which is itself reimagined 
at the end of the Requiem Canticles, the 
composer’s own past now becoming a subject 
for reinvention); the Apotheosis of Orpheus in 
the ballet of the same name, with its perpetual 
horn fugue interrupted by harp oscillations 
that go nowhere; and, most notably, the final 
pages of his first large-scale sacred work, the 
Symphony of Psalms, where the endlessly 
revolving chant of the chorus is haloed with 
incense-laden clouds of woodwind sonority.

In 1926 Stravinsky returned to the religion 
of his childhood. The exact impulse for this 
re-conversion remains unclear – it may have 
been as much emotional as it was a product 
of rational contemplation of the mysteries of 
faith. But Stravinsky undoubtedly became 
highly devout, and the imperatives of religious 
observance were integral to the rituals of 

Notes on the music

his everyday life. He was superstitious, 
and believed in the person of the devil; he 
surrounded himself with icons and other 
religious objects, and a Russian priest more or 
less moved in with the Stravinskys for several 
years while they were living in the south of 
France. There was talk of consecrating his 
own private chapel.

To celebrate his return to the church, 
Stravinsky composed his first sacred work, 
a setting of the Lord’s Prayer in Church 
Slavonic for use in the Orthodox cathedral in 
Nice. The use of instruments was prohibited 
in the Orthodox church, and Stravinsky 
could ‘endure unaccompanied singing in 
only the most harmonically primitive music’; 
the Pater noster (sung here in Stravinsky’s 
later Latin version) is certainly severe and 
simple, a sacred music that is simultaneously 
remembered and invented. An Orthodox 
Credo followed in 1932, revisiting at slightly 
greater length the diatonicism, homophony 
and the combination of stepwise movement 
and pedal notes that characterises the earlier 
work. A third setting, an Ave Maria, was written 
two years later; it is slightly more melismatic, 
and reworks its chant-infused melody even 
more intensely. As with the Pater noster, the 
versions recorded here are the Latin ones that 
Stravinsky made in the 1940s, presumably to 
facilitate more frequent performances; barely 
anything was changed in the attaching of new 

words save for the addition of a unison Amen 
to the end of the Pater noster. Their uniquely 
charged atmosphere remains.

Stravinsky’s most substantial liturgical work, 
the Mass, was composed piecemeal and 
without commission between 1944 and 1947. 
By now living in Hollywood, California, he had 
found some Mozart Masses in a second-hand 
bookshop in Los Angeles. ‘As I played through 
these rococo-operatic sweets-of-sin, I knew 
I had to write a Mass of my own, but a real 
one,’ he said later. By that he meant a Roman 
Catholic Mass for liturgical use which was 
austere, outwardly inexpressive, and prayerful 
– ‘very cold music, absolutely cold, that will 
appeal directly to the spirit’. 

The work is scored for four-part choir and 
ten wind instruments, eschewing the warm 
sonorities of flutes, clarinets and horns in favour 
of pungent, plangent double-reed instruments 
and primal trumpets and trombones. The 
score specifies that the soprano part (here 
labelled ‘Discantus’ to telegraph its neo-
medievalism) and the alto should be sung by 
children. It is difficult to see who, in reality, 
Stravinsky thought would perform the Mass 
or, indeed, quite what he expected it to sound 
like: Catholic liturgical choirs with children were 
few and far between in 1940s America, and the 
likelihood of their taking up a brand new work 
that required them to engage instrumentalists 



as a rhetorical unaccompanied recitative) and 
what Stravinsky describes as a ‘prayer’, the 
latter concluding with a typically matter-of-
fact Amen. The earlier part of the movement 
is full of little canons – by inversion, at the 
unison, between flute and cor anglais, voice 
and flute, between voice and oboe and an 
almost-heterophony where the soprano is 
shadowed half a beat later by flute and oboe 
in simultaneous inversion. The second solo 
movement, ‘Ricercar II’ for tenor, is even 
more intensely canonic. It is a setting of the 
lengthy poem ‘Tomorrow shall be my dancing 
day’, an account of the life of Christ recast as a 
perpetual dance. An opening flourish for flutes 
and cello lays out the sequence of pitches 
that are the subject of the piece; apart from 
a regularly interpolated ritornello (‘To call my 
true love to my dance’) the tenor line is entirely 
derived from that sequence, which is heard 
in its original form, in retrograde, in inversion 
and retrograde inversion, embellished by 
all kinds of canonic elaboration from the 
instrumentalists. This is music of a single 
Affekt, an extended monody (with nary a 
place to breathe) that, as it continues to turn 
in on itself, extrudes memories of Monteverdi 
motets, of Heinrich Schütz perhaps, or of 
François Couperin’s Leçons de ténèbres.*

In March 1952 Stravinsky re-wrote ‘Westron 
Wynd’ as a duet. Imitative rather than canonic, 
it is the most animated movement in the 

‘a strong desire to compose another work in 
which the problems of setting English words 
to music would reappear’. Like the Mass it 
was written piecemeal, and like the Mass it is 
symmetrically constructed, with four choral 
refrains (each entitled ‘Versus’) enfolding two 
solos and a duet. Unlike the Mass it is a ‘semi-
sacred’ piece, about death and rebirth, the 
pleasures of love and the passing of time. For 
the four framing refrains Stravinsky set pairs 
of verses of the fourteenth-century funeral 
chant ‘A Lyke-Wake Dirge’ for upper voices 
and his ensemble of two flutes, oboe, cor 
anglais and cello. The instrumental introduction 
and choral incantations remain the same, 
while the accompaniment is slightly changed 
at each appearance and the codetta that 
follows cadences differently. The cumulative 
momentum of this bleak, harsh, unsentimental 
poem is slightly diluted by being broken up, and 
the music sounds oddly chaste, but its grim 
inevitability is matched by Stravinsky’s rather 
obsessive repetitions.

The two solo movements are entitled 
‘Ricercar’ (denoting, according to the 
composer, ‘a composition in canonic form’). 
‘Ricercar I’, for soprano and ensemble, was 
the first to be written, in April 1951. The 
version of the anonymous poem ‘The Bridal 
Morn’ that Stravinsky chose comes from 
the sixteenth century, for appended to the 
original are a salute to Queen Elizabeth (set 

miniature fugue at ‘Pleni sunt caeli’ is pointedly 
underpinned by hieratic trombone notes, 
and both movements are largely terse and 
restrained, the galumphing rejoicings of the 
Hosannas rare moments of exuberance.

The Kyrie is made up of a sequence of short 
statements from the choir or the winds, 
which frequently overlap. There is imitative 
counterpoint at ‘Christe eleison’, and the choir’s 
first two statements are exactly repeated at 
the end in acknowledgment of the tertiary 
form of the prayer. In the Agnus Dei these 
overlapping statements are distilled down to 
pure alternation: three invocations from the 
unaccompanied choir are each preceded by a 
brief instrumental prelude. In the tiny coda the 
winds’ final chord, with its telescoped tonics, 
offers a little glimpse of eternity.

Following completion of the Mass, Stravinsky 
embarked upon his largest, longest work, 
and his first in English – the opera The Rake’s 
Progress, to a libretto by W.H. Auden and his 
partner Chester Kallman. Auden also had a 
hand in Stravinsky’s next piece, the Cantata, 
having presented the composer with a copy 
of the first volume of his newly published 
anthology Poets of the English Language in 
1950. It is in this collection of fourteenth-, 
fifteenth- and sixteenth-century poems that 
Stravinsky found the four anonymous texts 
he chose for the Cantata, having experienced 

as well seems remote. And so the premiere 
was given in October 1948 by the hundred-
strong, stylistically inappropriate opera chorus 
of La Scala, Milan under Ernest Ansermet, 
though for a New York concert performance the 
following year a choir with boy trebles was found 
– that of the Church of the Blessed Sacrament.

Stravinsky’s Mass is suffused with an 
ancientness that is both referential and 
synthetic; despite his protestations that he 
was not influenced by any ‘old’ music, he 
had asked his publisher to send him some 
Palestrina Masses and his assistant Robert 
Craft has asserted that he was also immersed 
in ars nova polyphony. The work is arrayed 
symmetrically around the central Credo. The 
creed being a communal expression of faith, 
Stravinsky sets the words in speech-rhythm 
homophony, barely rising above piano; it is 
slightly unrelenting in its quiet urgency – for, 
as Stravinsky said, ‘there is much to believe’. 
The exquisitely turned polyphonic Amen sits 
at a slight angle to the rest of the movement.

The Gloria and Sanctus, both songs of praise, 
are related through their ritualistic alternations 
of quietly florid solo ululations – a reimagining 
of Byzantine chant, perhaps – and more sober 
tuttis. There is an improvisatory freedom in 
the solo writing of the Gloria, the rhythmic 
complexity of the instrumental counterpoints 
often undermining any sense of pulse. The 

Notes on the music



choral music. He called the work Tres Sacrae 
Cantiones. In the first piece, ‘Da pacem 
Domine’, and the second, ‘Assumpta est 
Maria’, there were specified canons to be 
resolved, so he only needed to supply one 
voice part. In ‘Illumina nos’ Stravinsky had 
to compose afresh both missing parts. Of 
course, he was not interested in a historical 
reconstruction, even if he had had the skills to 
undertake one. Instead, by injecting himself 
into the spaces left by the loss of Gesualdo’s 
original material, he achieved in its purest form 
that fusion of past and present that was his 
life’s work. The Tres sacrae cantiones sound 
like neither Gesualdo nor Stravinsky – rather, 
they are an offering whose de-personalisation 
is total, created in the service of God.

© 2016 Gabriel Jackson
Gabriel Jackson is one of Britain’s foremost and 
most celebrated composers and has had a 
close association with the Choir of St Mary’s 
Cathedral, Edinburgh for many years.

piece, with its storm-tossed accompaniment 
and energetic walking bass in the cello. (The 
original melody of ‘Westron Wynd’ served 
as a cantus firmus in Masses by the Tudor 
composers John Taverner, John Sheppard and 
Christopher Tye. Was Stravinsky, with his new-
found interest in Renaissance music, aware of 
this? Quite possibly not.)

Around this time Stravinsky also discovered 
the music of the late-Renaissance composer 
Carlo Gesualdo, the notorious prince-
murderer of Venosa. It was an interest he 
shared with many of his contemporaries, who 
saw in the perceived modernism of Gesualdo 
a reflection of their own sense of modernity. 
In 1956 Stravinsky came across a collection of 
twenty Cantiones sacrae by Gesualdo, whose 
sextus and bassus parts had not survived. 
He decided to ‘complete’ three of them, 
even though their eccentric chromaticism 
seems at odds with his preference for the 
harmonically primitive in unaccompanied 

 * The matter of the anti-Semitic line at the centre of 
‘Ricercar II’ has to be addressed. Miriam Norton, reviewing 
the premiere in Los Angeles, ‘savaged’ the work, according 
to Robert Craft, on account of the offending line. Others 
expressed their hurt and anger at Stravinsky’s inclusion of 
it in the Cantata, people he described as ‘narrow- minded’ 
in a telegram to his publisher. When the Polish composer 
Alexandre Tansman, previously an enthusiastic biographer 
of Stravinsky, wrote to express his dismay that such 
a text should be set only seven years after the horrors 

of the Holocaust had been revealed, Stravinsky never 
spoke to him again. He continued to claim that the poem 
was a masterpiece of Christian literature which couldn’t 
be tampered with. While there is no suggestion that 
Stravinsky set the text because of its anti-Semitic content 
(though he had been perfectly happy to make anti-Semitic 
statements in the past), he clearly either didn’t notice it or 
didn’t care. The American musicologist Richard Taruskin 
says we should ‘close our ears’ to the offensive line.

Notes on the music

  Mass

 1 Kyrie

Kyrie eleison.
Christe eleison.
Kyrie eleison.

 2 Gloria

Gloria in excelsis Deo
et in terra pax hominibus bonae voluntatis.
Laudamus te. Benedicimus te.
Adoramus te. Glorificamus te.
Gratias agimus tibi propter magnam 

gloriam tuam.
Domine Deus, Rex caelestis,
Deus Pater omnipotens.
Domine Fili unigenite, Jesu Christe;
Domine Deus, Agnus Dei, Filius Patris.
Qui tollis peccata mundi,  

miserere nobis.
Qui tollis peccata mundi, 

suscipe deprecationem nostram.
Qui sedes ad dexteram Patris,   

miserere nobis.
Quoniam tu solus Sanctus, tu solus Dominus, 

tu solus Altissimus, Jesu Christe.
Cum Sancto Spiritu in gloria  

Dei Patris. Amen.

Lord have mercy.
Christ have mercy.
Lord have mercy.

Glory to God in the highest,
and on earth peace to men of good will.
We praise you. We bless you.
We worship you. We glorify you.
We give you thanks for 

 your great glory.
Lord God, heavenly King,
God the Father Almighty.
Lord, the only-begotten Son, Jesus Christ;
Lord God, Lamb of God, Son of the Father,
who takes away the sins of the world,  

have mercy upon us.
Who takes away the sins of the world,   

receive our prayer.
Who sits at the right hand of the Father,   

have mercy upon us.
For only you are Holy, only you are Lord, 

only you are Most High, Jesus Christ.
With the Holy Spirit in the glory of  

God the Father. Amen.

Texts and translations



Texts and translations

I believe in one God, the Father almighty, 
maker of heaven and earth, of all things 
visible and invisible. And in one Lord Jesus 
Christ, only-begotten Son of God, begotten 
of the Father before all ages. God of God, 
light of light, true God of true God; 
begotten, not made; consubstantial with 
the Father, by whom all things were made. 
Who for us men, and for our salvation, 
came down from heaven, and was 
incarnate by the Holy Ghost of the Virgin 
Mary, and was made man. He was 
crucified also for us, suffered under Pontius 
Pilate, and was buried. On the third day He 
rose again according to the Scriptures, and 
ascended into heaven. He sits at the right 
hand of the Father, and shall come again 
with glory to judge the living and the dead. 
And His Kingdom shall have no end. I 
believe in the Holy Ghost, Lord and giver of 
life, who proceeds from the Father and the 
Son, who together with the Father and the 
Son is worshipped and glorified, who spoke 
through the prophets. I believe in one holy 
catholic and apostolic Church. I confess 
one baptism for the remission of sins. And I 
await the resurrection of the dead, and the 
life of the world to come. Amen.

 3/8 Credo

Credo in unum Deum, Patrem 
omnipotentem, factorem caeli et terrae, 
visibilium omnium et invisibilium. Et in unum 
Dominum Jesum Christum, filium Dei 
unigenitum, et ex Patre natum ante omnia 
saecula, Deum de Deo, lumen de lumine, 
Deum verum de Deo vero. Genitum non 
factum, consubstantialem Patri; per quem 
omnia facta sunt. Qui propter nos homines et 
propter nostram salutem descendit de caelis. 
Et incarnatus est de Spiritu Sancto, ex Maria 
Virgine; et homo factus est. Crucifixus etiam 
pro nobis sub Pontio Pilato, passus et 
sepultus est. Et resurrexit tertia die 
secundum scripturas, et ascendit in caelum, 
sedet ad dexteram Patris, et iterum venturus 
est cum gloria iudicare vivos et mortuos, 
cuius regni non erit finis. Et in Spiritum 
Sanctum, Dominum et vivificantem, qui 
ex Patre Filioque procedit, qui cum Patre 
et Filio simul adoratur et conglorificatur, qui 
locutus est per prophetas. Et unam sanctam 
catholicam et apostolicam ecclesiam. 
Confiteor unum baptisma in remissionem 
peccatorum, et expecto resurrectionem 
mortuorum, et vitam venturi saeculi. Amen.

Holy, Holy, Holy,
Lord God of Sabaoth.
Heaven and earth are full of your glory.
Hosanna in the highest.
Blessed is he that comes  

in the name of the Lord:
Hosanna in the highest.

Lamb of God, who takes away the sins  
 of the world, have mercy upon us.

Lamb of God, who takes away the sins  
of the world, have mercy upon us.

Lamb of God, who takes away the sins  
of the world, grant us peace.

Hail Mary, full of grace, the Lord is with thee:
Blessed art thou among women,
and blessed is the fruit of thy womb. Amen.

 4 Sanctus

Sanctus, Sanctus, Sanctus,
Dominus Deus Sabaoth:
Pleni sunt caeli et terra gloria tua.
Hosanna in excelsis.
Benedictus qui venit 

in nomine Domini:
Hosanna in excelsis.

 5 Agnus Dei

Agnus Dei, qui tollis peccata mundi,   
miserere nobis.

Agnus Dei, qui tollis peccata mundi,  
miserere nobis.

Agnus Dei, qui tollis peccata mundi,  
dona nobis pacem.

 6 Ave Maria

Ave Maria, gratia plena, Dominus tecum:
benedicta tu in mulieribus,
et benedictus fructus ventris tui. Amen.



Our Father, who art in heaven, hallowed 
be thy name. Thy kingdom come. Thy will 
be done on earth as it is in heaven. Give us 
this day our daily bread and forgive us our 
trespasses as we forgive those who 
trespass against us. And lead us not into 
temptation, but deliver us from evil. 
Amen.

  Cantata

 9 A Lyke-Wake Dirge (Versus I)

This ae nighte, this ae nighte,
Every nighte and alle,
Fire and sleete and candle-lighte;
And Christe receive thye saule.

When thou from hence away are past,
Every nighte and alle,
To Whinnymuir thou com’st at last;
And Christe receive thye saule.
lyke: corpse 
Whinnymuir: gorse moor 

 10 The maidens came …

The maidens came when I was in my 
mother’s bower.

I had all that I wolde.
The baily berith the bell away,
The lily, the rose, the rose I lay;

The silver is whit, red is the golde,
The robes thay lay in fold;
The baily berith the bell away,
The lily, the rose, the rose I lay;

And through the glass window shines 
the sone.

How should I love, and I so young?
The baily berith the bell away,
The lily, the rose, the rose I lay.
baily: bailiff 
berith: bears

 7 Pater noster

Pater noster, qui es in caelis, sanctificetur 
nomen tuum. Adveniat regnum tuum. 
Fiat voluntas tua, sicut in caelo et in terra. 
Panem nostrum quotidianum da nobis hodie, 
et dimitte nobis debita nostra sicut et nos 
dimittimus debitoribus nostris. Et ne nos 
inducas in tentationem, sed libera nos a malo. 
Amen.

 12 Tomorrow shall be …

Tomorrow shall be my dancing day,
I would my true love did so chance
To see the legend of my play,
To call my true love to my dance,
Sing, oh, my love, oh, my love, my love, 

my love,
This have I done for my true love.

Then was I born of a Virgin pure,
Of her I took fleshly substance;
Thus was I knit to man’s nature,
To call my true love to my dance,
Sing, oh, my love, oh, my love, my love, 

my love,
This have I done for my true love.

In a manger laid and wrapp’d I was,
So very poor, this was my chance,
Betwixt an ox and a silly poor ass,
To call my true love to my dance.

Then afterwards baptiz’d I was,
The Holy Ghost on me did glance,
My father’s voice heard from above,
To call my true love to my dance.

Into the desert I was led,
Where I fasted without substance;
The Devil bade me make stones my bread,
To have me break my true love’s dance.

The Jews on me they made great suit,
And with me made great variance;
Because they lov’d darkness rather than light,
To call my true love to my dance.

For to report it were now tedius:
We will therfor now sing no more
Of the games joyus.
Right mighty and famus
Elizabeth, our quen princis,
Prepotent and eke victorius,
Vertuos and bening,
Lett us pray all
To Christ Eternall,
Which is the hevenly King,
After ther liff grant them
A place eternally to sing. Amen.
eke: also

 11 A Lyke-Wake Dirge (Versus II)

If ever thou gav’st hos’n and shoon,
Every nighte and alle,
Sit thee down and put them on;
And Christe receive thye saule.

If hos’n and shoon thou ne’er gav’st nane,
Every nighte and alle,
The whinnes shall pricke thee to the 

bare bane;
And Christe receive thye saule.
hos’n and shoon: hose and shoes 
whinnes: gorse thorns

Texts and translations



 14 Westron Wind

Westron wind, when will thou blow
The small rain down can rain.
Crist, if my love were in my armis,
And I in my bed again.

 15 A Lyke-Wake Dirge (Versus IV)

If ever thou gav’st meat or drink,
Every nighte and alle,
The fire shall never make thee shrink;
And Christe receive thye saule.

If meat or drink thou never gav’st nane,
Every nighte and alle,
The fire will burn thee to the bare bane;
And Christe receive thye saule.

This ae nighte, this ae nighte,
Every nighte and alle,
Fire and sleete and candle-lighte,
And Christe receive thye saule.

Texts: anon., 15th- and 16th-c. English

For thirty pence Judas me sold,
His covetousness for to advance;
Mark whom I kiss, the same do hold,
The same is he shall lead the dance.

Before Pilate the Jews me brought,
Where Barabbas had deliverance,
They scourg’d me and set me at nought,
Judg’d me to die to lead the dance.

Then on the cross hang’d I was,
Where a spear to my heart did glance,
There issu’d forth both water and blood,
To call my true love to my dance.

Then down to Hell I took my way
For my true love’s deliverance,
And rose again on the third day
Up to my true love and the dance.

Then up to Heaven I did ascend,
Where now I dwell in sure substance,
On the right hand of God, that man
May come unto the gen’ral dance.

 13 A Lyke-Wake Dirge (Versus III)

From Whinnymuir when thou may’st pass,
Every nighte and alle,
To Brigg o’ Dread thou com’st at last;
And Christe receive thye saule.

From Brigg o’ Dread when thou may’st pass,
Every nighte and alle,
To purgatory fire thou com’st at last;
And Christe receive thye saule.
Brigg: Bridge

Texts and translations

Give peace in our time O Lord, since 
there is no one else to fight for us 
except you our God.

Mary has been taken up into heaven: the angels 
rejoice, giving praise they bless the Lord.

Enlighten us, God of mercies, with the 
sevenfold grace of the Holy Spirit, that freed 
by it from the darkness of sins, we may enjoy 
the glory of life.

  Tres Sacrae Cantiones

 16 Da pacem Domine

Da pacem Domine in diebus nostris quia 
non est alius qui pugnet pro nobis nisi tu 
Deus noster.

 17 Assumpta est Maria

Assumpta est Maria in caelum: gaudent 
angeli, laudantes benedicunt Dominum.

Offertory for the Assumption of the Blessed Virgin Mary

 18 Illumina nos

Illumina nos, misericordiarum Deus, 
septiformi Paracliti gratia, ut per eam a 
delictorum tenebris liberati vitae gloria 
perfruamur.



The choristers (aged 9–14) all attend 
St Mary’s Music School, Scotland’s only 
choir school, on cathedral or government 
bursaries. In 1978 the choir became the first 
with a daily choral tradition to allow girls to 
sing as well as boys and then, in 2006, the 
first to admit a female alto as choral scholar. 
Over the years the choir has worked closely 
with a number of leading contemporary 
composers, commissioning, performing, 

and recording works by (among others) 
Kenneth Leighton, Arvo Pärt, Sir Peter 
Maxwell Davies, James MacMillan, Howard 
Skempton, and Gabriel Jackson. The choir 
enjoys collaborating with orchestras; recent 
performances with the BBC Scottish 
Symphony Orchestra have included the 
sixtieth-birthday concert of American 
composer John Zorn, the Glasgow Tectonics 

Duncan Ferguson has 
responsibility for the musical 
life of St Mary’s Cathedral 
including the recruitment, 
training, and conducting of 
the Cathedral Choir, as well 
as organising and performing 
in the month-long series of 

services, recitals, and broadcasts during the 
Edinburgh Festival. He previously held organ 
scholarships at Magdalen College, Oxford 
and at St Paul’s Cathedral. Duncan gained a 
Distinction for his Master of Studies degree 
at Oxford, with his academic focus being the 
place of music within the writing of history. 
At St Paul’s he worked daily with the cathedral 
choir including performances at diocesan and 
national services, before joining St Mary’s 
initially as Assistant Organist. He was also the 
Assistant Director of Music at St Michael’s, 
Cornhill, and a harmony and counterpoint tutor 
at King’s College, London. 

As an organist he has performed across 
the UK and in the USA, and for numerous 
broadcasts on BBC radio and television. 
He is the organ teacher at St Mary’s Music 
School and has led workshops on behalf of 
the RCO and RSCM. Duncan’s solo disc of 
works by William Faulkes was released in 
2015 by Delphian (DCD34148). His work with 

the Choir of St Mary’s Cathedral has earned 
him significant critical acclaim: of his first 
recording, The Times wrote that ‘Duncan 
Ferguson is plainly a wizard’. In addition to 
conducting the Cathedral Choir, Duncan 
has worked as conductor and accompanist 
with various orchestras, choral societies, 
community and youth choirs. His teachers 
included Thomas Trotter, David Goode and 
Kevin Bowyer, while he worked with Grayston 
(Bill) Ives, John Scott and Malcolm Archer at 
Magdalen and St Paul’s respectively. 

The Choir of St Mary’s Cathedral, Edinburgh 
enjoys an international reputation through its 
recordings, broadcasts, and tours. In its day-to-
day work the choir sings each day at St Mary’s 
Episcopal Cathedral and is the only choir in 
Scotland that contributes to the Anglican 
tradition of daily choral services. The choir’s 
last three recordings – all on Delphian, of 
music by Anton Bruckner (DCD34071), Gabriel 
Jackson (DCD34106), and John Sheppard 
(DCD34123) – all earned Gramophone 
Editor’s Choices, while their first recording 
under conductor Duncan Ferguson (of sacred 
music by John Taverner, DCD34023) reached 
seventh place in the Specialist Classical Chart 
and achieved an ‘Outstanding’ accolade from 
International Record Review. 

Biographies



The choir’s most recent tour was to Germany 
in summer 2015. Previous choir tours have 
included France, Hungary, Norway, and several 
trips to the USA and Canada. In 2011 the choir 
was invited to sing at the Taipei International 
Choral Festival and by the Little Singers of 
Tokyo at their sixtieth-anniversary concert in 
Suntory Hall.

Festival and a semi-staged version of Berg’s 
Wozzeck under conductor Donald Runnicles. 
The choir sang Haydn’s ‘Nelson’ Mass with 
the Scottish Chamber Orchestra during the 
2015 Festival Fringe. The choir is also well 
known through its many appearances on BBC 
Radio Three, Radio Four, and Radio Scotland, 
including live broadcasts of Choral Evensong. 

Biographies

Trebles

Peter Gill 
Head Chorister

Jacob Slater 
Head Chorister 

Tallulah Molleson
Townhill Chorister

Ciara O’Neill 
Walker Chorister

Esme Frith 
Collinson Chorister

Maisie Michaelson-Friend

Amber Phillips 

Madeleine Gill

Taylor Torkington

Noah Watkin

Mattea Sacco

Jasper Harris

Carlo Massimo

Nora Trew-Rae

Ben Bradshaw

Sandy Watkin

Florence Gill

Alex Mackie 

Brigitte Harrigan-Lees 

Clara Harrigan-Lees

Altos

Judy Brown

Michael Wood 

Daniel Taylor

Carole Clarke

Tenors

Chris Trenholme 

Samuel Jenkins 

Joseph Denby

Thomas Henderson

Baritones

Alexander Maclaren

Colin Murray  

James Parsons

Mark Wood

Basses

Alex Shen

Oliver Norman

Edwin Hillier

Duncan Ferguson
Organist and  
Master of the Music    

Donald Hunt
Assistant Organist  

Jonathan Yip 
Organ Scholar   

Ruby has broadcast and recorded extensively 
and has sung under many leading conductors; 
she is also a keen recitalist working 
particularly closely with Joseph Middleton 
and Julius Drake.

Born in Liverpool, Nicholas 
Mulroy studied at Clare 
College, Cambridge and 
the Royal Academy of 
Music. He regularly appears 
with leading ensembles 
throughout Europe, including 
the Monteverdi Choir with 

Sir John Eliot Gardiner, Les Musiciens du 
Louvre with Marc Minkowski, Les concerts 
d’Astrée with Emmanuelle Haïm, the Gabrieli 
Consort with Paul McCreesh, as well as in 
recent concerts with the Orchestra of the 
Age of Enlightenment, Koelner Akademie, 
Dunedin Consort, Staatskapelle Dresden, 
Royal Scottish National Orchestra, English 
Chamber Orchestra, BBC Philharmonic, BBC 
Proms, Copenhagen Philharmonic, Wrocław 
Philharmonic and at the Spitalfields Festival. 
Other conductors he has worked with include 
Laurence Cummings, Trevor Pinnock, Sir Colin 
Davis and Nicholas Kraemer. On stage he has 
worked with Glyndebourne Festival Opera 
and on Tour, Opéra Comique Paris, Théâtre 
Capitole de Toulouse and at the Opéra de Lille.

A BBC New Generation artist 
in 2011–2013, Ruby Hughes 
held a Borletti Buitoni Trust 
award, was shortlisted for 
a 2014 Royal Philharmonic 
Society Music award, and 
was winner of the first prize 
and audience prize at the 

2009 London Handel competition. Ruby 
made her debut at Theater an der Wien 2009 
as Roggiero Tancredi conducted by René 
Jacobs, returning as Fortuna L’incoronazione 
di Poppea. She has sung major roles at the 
London Handel Festival, Buxton Festival, Aix-
en-Provence Festival, English National Opera, 
Garsington Opera, The Opera Group, Music 
Theatre Wales, Scottish Opera, as well as in 
Jonathan Miller’s production of St Matthew 
Passion at the National Theatre.

She has also appeared at the Edinburgh 
International Festival, the Festival 
Internacional de Musica Antigua in Madrid, 
Musikfestspiel Potsdam, the Schwetzinger 
SWR Festspiel and Opéra de Toulon. 
Further festival appearances have included 
the BBC Proms with the BBC National 
Orchestra of Wales and the BBC Symphony 
Orchestras, and the Cheltenham, Gent Ode 
Gand, Göttingen, Lockenhaus, Lucerne, 
Manchester International, Nuremberg, 
St Endellion and West Cork festivals. 
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In the 2015/16 Season, together with Principal 
Conductor Robin Ticciati in what will be his 
seventh season, the SCO performs Brahms 
complete symphonies and Requiem. Together 
with Ticciati, the Orchestra has released four 
recordings, of Berlioz, Wagner and Schumann. 
The full discography exceeds 150 recordings.

The Orchestra’s long-standing relationship 
with Conductor Laureate, the late Sir Charles 
Mackerras, resulted in many exceptional 
performances and recordings, including 
two multi award-winning albums of Mozart 
Symphonies. Current SCO Associate Artists 
include conductor/keyboardist Richard 
Egarr, director/violinist Alexander Janiczek, 
and mezzo-soprano Karen Cargill. The SCO 
has strong relationships with many eminent 
guest conductors including Principal Guest 
Conductor Emmanuel Krivine, Conductor 
Emeritus Joseph Swensen, Olari Elts, John 
Storgårds and Oliver Knussen. Regular 
soloist/directors include Christian Zacharias 
and Piotr Anderszewski. The Orchestra 
enjoys close relationships with many leading 
composers and has commissioned more 
than 100 new works. These include pieces 
by the late Sir Peter Maxwell Davies, James 
MacMillan, Judith Weir, Sally Beamish, Karin 
Rehnqvist, Lyell Cresswell, Mark-Anthony 
Turnage, Einojuhani Rautavaara, Toshio 
Hosokawa, John McLeod, Rolf Martinsson 
and Martin Suckling, who is now SCO 

Recordings include a Gramophone Award-
winning Messiah with the Dunedin Consort, 
and releases with Exaudi, the King’s Consort 
and I Fagiolini. He recently featured on two 
versions of the St John Passion singing the 
arias for Stephen Layton and Polyphony 
and Evangelist and arias for John Butt and the 
Dunedin Consort. He is an Associate of the 
Royal Academy of Music and a Musician in 
Residence of Girton College, Cambridge. 

The world-renowned Scottish Chamber 
Orchestra is made up of a unique collection 
of talented musicians who inspire and 
connect with people of all ages. The SCO 
aims to provide as many opportunities as 
possible for people to hear their music by 
touring the length and breadth of Scotland 
and around the world as proud ambassadors 
for Scottish cultural excellence. In recent 
years, the Orchestra has travelled throughout 
Europe, the Far East, India and the USA. 
The SCO has made a significant contribution 
to Scottish life, not just in what it provides 
culturally, but in what is given back to the 
community. Outside the concert hall, SCO 
players inspire people of all ages in schools, 
universities, hospitals, care homes, places 
of work and community centres through the 
work of SCO Connect, the SCO’s creative 
learning team. 
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Mass
Oboe
Robin Williams
Kirsty Logan

Cor Anglais
Rosie Staniforth

Bassoon
Peter Whelan
Alison Green

Trumpet
Peter Franks
Robert Baxter

Trombone
Duncan Wilson
Cillian Ó Ceallacháin
Rob Collinson

Cantata
Flute 
Alison Mitchell
Emma Roche

Oboe
Will Oinn

Oboe/Cor Anglais
Mary James 

Cello
Donald Gillan

Associate Composer. 2015/16 commissions 
include works by Hafliði Hallgrímsson and 
Lotta Wennäkoski. The Scottish Chamber 
Orchestra receives funding from the Scottish 
Government as one of Scotland’s five National 
Performing Arts Companies. 



John Taverner: Sacred Choral Music 
Choir of St Mary’s Cathedral, Edinburgh / Duncan Ferguson 
DCD34023

John Taverner brought the English florid style to its culmination; his music 
is quite unlike anything written by his continental contemporaries. In his 
debut recording with the critically acclaimed Edinburgh choir, Duncan 
Ferguson presents this music with forces akin to those of the sixteenth 
century – a small group of children and a larger number of men. The 
singers respond with an emotional authenticity born of the daily round of  
liturgical performance.

 ‘Treble voices surf high on huge waves of polyphony in the extraordinary 
Missa Corona Spinea, while smaller items display the same freshness, 
purity and liturgical glow. Duncan Ferguson, the Master of Music, is 
plainly a wizard’ — The Times, February 2010

Bruckner: Motets 
Choir of St Mary’s Cathedral, Edinburgh / Duncan Ferguson; 
RSAMD Brass 
DCD34071

Ferguson and his Edinburgh choir turn their attention to one of the 
nineteenth century’s compositional giants. This sequence of motets – 
among them several little-known gems – is a testament to Bruckner’s 
profound Catholic faith, and the performances blaze with fire and fervour 
in the vast cathedral’s icy acoustic.

 ‘Under its young director Duncan Ferguson, the choir is reaching new 
heights with its CDs for Edinburgh label Delphian. They always sounded 
fresh-voiced; now, following last year’s Taverner disc, the atmospheric 
richness of this new recital of Bruckner motets has generated a CD potent 
enough to knock major-label competitors into the long grass’  
— The Times, April 2011

Also available on Delphian

Gabriel Jackson: Beyond the Stars (Sacred Choral Works Vol II)  
Choir of St Mary’s Cathedral, Edinburgh / Duncan Ferguson 
DCD34106

Gabriel Jackson’s long association with the Choir of St Mary’s Cathedral 
continues with this second volume of sacred choral music, released 
to celebrate his fiftieth birthday. Under Duncan Ferguson’s dynamic 
direction they bring a special authority, and all their characteristic verve 
and intensity, to a sequence of recording premieres that centres on the 
florid Hymn to St Margaret of Scotland, newly written for the choir. This 
sumptuously recorded disc opens a dazzling window on the luminous 
sound-world of one of Britain’s finest choral composers.

 ‘It’s easy to get so wrapped up in the ravishing delights of Jackson’s 
writing that you forget the astonishing quality of these performances’ 
— Gramophone, October 2012

John Sheppard: Sacred Choral Music 
Choir of St Mary’s Cathedral, Edinburgh / Duncan Ferguson 
DCD34123

Duncan Ferguson and the Choir of St Mary’s Episcopal Cathedral, 
Edinburgh won plaudits across the board in 2010 for the exhilarating 
freshness and panache of Ferguson’s debut disc with the choir, 
featuring music by John Taverner; now they bring the same musical and 
liturgical integrity to works by Taverner’s near contemporary John 
Sheppard. Centred on his ecstatic Missa Cantate, this wide-ranging 
collection also includes the rarely heard Gaude virgo Christiphera, 
Sheppard’s only surviving votive antiphon (with a new reconstruction of 
the treble part), and a first recording of Adesto sancta Trinitas II.

 ‘revelatory … The polyphony is rich, the use of dissonance masterly, and 
great arches of music compellingly sustained over eight or ten minutes. 
The choir sings with fervour and plangent clarity’ 
— The Times, January 2014
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