
RALPH VAUGHAN WILLIAMS SOCIETY

JOURNAL
WIDENING THE KNOWLEDGE, UNDERSTANDING AND APPRECIATION OF THE MUSIC OF RALPH VAUGHAN WILLIAMS

www.rvwsociety.com

ISSUE NO 54 JUNE 2012



The Ralph Vaughan Williams Society Journal, June 2012

2

From the Editor

Vaughan Williams’ music is
available from a number of
publishers, including Stainer

and Bell and, more recently, Eulenberg
and Faber Music, but his principal
publisher was Oxford University Press.
The relationship between a great
composer and his publisher always
makes an interesting study, so it is
surprising that the subject has received
so little attention in the Journal. This

issue marks the beginning of a modest campaign to put this
right, and it is a particularly suitable moment to do so, given that
OUP have recently begun to renovate their Vaughan Williams

catalogue. The gradual appearance of early, previously unpub-
lished works is part of this, as many of them are appearing in new
OUP editions. But the major works, including the symphonies,
are being reissued too, in new, corrected editions. (This is good
news: my score of the Sixth Symphony, purchased in 1996, has
an outside cover of a striking dark blue, but some of the inside
pages are past their sell by date.) Scholars and non-specialist
music lovers alike will benefit from this new OUP initiative. In
the next issue of the Journal we will be looking into this subject
in more depth, with, in particular, an article outlining the history
of the relationship between Ralph Vaughan Williams and Oxford
University Press.

William Hedley

As members can read in the attached annual report, The
Ralph Vaughan Williams Society currently numbers
almost a thousand members. Of these, three quarters live

in the United Kingdom, with the United States following behind.

On this page in the last edition of the Journal I was found musing
about how international music can be. Interesting, then to see
where our members come from. I live in France, and the subject
of Vaughan Williams’ reputation in France has been aired in these
pages. The sad truth is that his music is little known here, even
amongst informed music lovers and concert goers. But the
composer does have his followers, and the Society has eleven
members in France, including, of course, myself. The same
number of members have addresses in Germany, but we have
only two members in Italy. I salute them! I’d like to send my
congratulations, too, to the sole member of the Society who lives
in Spain. The Journal, with the occasional honourable exception,
is published in English, but this can’t be the only reason why the
overwhelming membership of the Society is from Anglophone
countries. I became a member myself having seen an announce-
ment in, I think, the Gramophone, and it’s possible that potential
members need to have access to English language music
publications even to know that the Society exists. The sample is,
of course, too small to be able to extrapolate any kind of message,

but it does raise the question, once again, of the exportability of
British music. But then, how much American music of the same
period do we British Vaughan Williams enthusiasts know? I think
we tend to be fairly receptive to French music, but – with a nod
to those two members – how much Italian music do we know,
outside of Puccini and Verdi?

Two of the Society’s French members have contributed to this
edition of the Journal. One is even indirectly responsible for our
strikingly magnificent cover. James Lyon – not an Englishman,
despite his name – who, in the last issue, introduced his book Leoš
Janáček, Jean Sibelius, Ralph Vaughan Williams: Un Cheminement
Commun vers les Sources, this time writes about another of his
interests, Parry. This is remarkable in itself: I am convinced that
most music lovers here have never even heard of Parry. Then,
Philippe Rosset got in touch because he too wanted to share a
personal enthusiasm with members, for Barbirolli’s live recording
of the Sixth Symphony. I’d like to express my thanks to both of
them, and to remind all members, once again, and even those
whose first language is not English, that what you read in the
Journal is only rarely the personal choice of the Editor. This is
your forum: the Society’s members read it and write it, and there
is no better place to share ideas and feelings associated with our
favourite composer.

R. VAUGHAN WILLIAMS

EDITED BY
DAVID LLOYD-JONES

STUDY SCORE

SYMPHONY NO.6
IN E MINOR
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In 1950 Hubert Foss remarked, “It has long been fashionable
to overrate the folk-music influence – indeed, to write as if
every bar by Vaughan Williams is reminiscent of folk-song,

and as if he had used our corpus of traditional music as a reserve
supply of thematic ideas when his own spring of melodic
invention had run dry.” (Foss 67) More recently a welcome re-
evaluation of the composer has gone a long way to dispel the
“pastoral” and “folky” image, often held by those with only an
outward knowledge of his music. It has been established that folk
song was only one of several elements that helped shape Vaughan
Williams’ musical language. As Kennedy points out, “Through a
conscious nationalism he discovered a means of self-expression.
Upon a foundation of folk song and other equally important
influences – Purcell, the Tudor composers, and the hymn-tunes –
he erected his own personal style which was his natural voice.”
(Kennedy Works 38) Yet folk song still stands out as the most
prevailing source of inspiration. Vaughan Williams’ style is, as
Constant Lambert puts it, “intimately connected with the
inflections and mood of English folk music…without being
necessarily folk-songy in the picturesque way.” (Lambert 135) In
Elsie Payne’s comprehensive study of the composer’s use of folk
song she states, “Of all the influences that have borne upon
Vaughan Williams’s musical language, that of folk song has been
the most fundamentally as well as the most obviously powerful,
and all the rest has, perforce, been made subservient to it.” (Payne
117) The first-hand discovery of folk song in 1903 marked a
defining moment for Vaughan Williams. Folk song was the
“spring that released his true musical personality” (Day 19) and
it became the most vital part of his musical idiom.

The impact that folk song had on Vaughan Williams also
manifested itself more directly, with the composer incorporating
actual folk melodies into his compositions. He was “fascinated
by the tunes and wanted other people to be fascinated too,”
(NMOE 46) and subsequently folk songs or other traditional tunes
appear recurrently throughout his work. From the earliest
quotations seen in the Norfolk Rhapsodies to the inclusion of folk
carols in The First Nowell, written at the end of his life, Vaughan
Williams has drawn consistently from the well of traditional
music, partly to enhance the composition at hand, but also to
share with his audience the beautiful melodies which he, and
other folk song collectors, had discovered. While the amount of
folk music either quoted or arranged by Vaughan Williams only
occupies a modest proportion of his large body of work, it still
permeates the composer’s musical output. As Ursula Vaughan
Williams remarked, “Folk music weaves in and out of his work
all through his life…”, (RVW 151) and actual quotations find
their way into almost every genre – symphonies, orchestral music,

opera, ballet, choral music, chamber music, film music and
occasional works.

Most patently, folk song can be found in the numerous
arrangements made by the composer, usually for voice and piano
or mixed voices. In earlier editions of the Journal these have been
collated by Julian Onderdonk who has provided detailed
checklists of all the composer’s arrangements of English folk
songs, English carols and other traditional songs. In this article
my aim is to complement this research by presenting a fourth
checklist comprising quotations of English folk songs and other
traditional tunes that appear in Vaughan Williams’ compositions.
Of course, distinguishing between “composition” and
“arrangement” is not always a simple task. Works such as the Six
Studies in English Folk Song, the Folk Songs of the Four Seasons
and The First Nowell, may be considered both and, as a result,
the reader will find a small amount of overlap with the earlier
checklists. Although ostensibly an arrangement, the Five English
Folk Songs has also been included because the tunes were, as
Kennedy points out, “treated with great freedom so that the whole
work becomes almost another fantasia… [the composer]
practically recreated the songs.” (Kennedy Works 135) The focus
has been to include tunes that appear in published compositions,
but for the sake of completeness the checklist also contains the
songs from the now lost Norfolk Rhapsody No. 3.

The following table has the tunes listed alphabetically, giving the
most common name (or names) first, with the original, if
different, in square brackets. With regard to folk songs, I have
provided, where possible, the name of the singer, the county and
the year the song was collected along with the name of the
collector. If the folk song has been published, then the original
source is given, but also included are references to the Journal of
the Folk Song Society and other notable collections such as
Palmer’s Folk Songs Collected by Ralph Vaughan Williams,
Karpeles’ Cecil Sharp’s Collection of English Folk Songs and
English County Folk Songs. The manuscript location is provided
for those folk songs collected by Vaughan Williams that have not
been published. For dance tunes, references are given to Playford,
Chappell and Sharp’s own eleven-volume collection of country
dance tunes, all of which Vaughan Williams regularly consulted.
In the notes column I offer further references together with other
comments that may be of interest; where more detail is required
it will be found in the section entitled “Comments”. After
extensive research I have endeavoured to find as many quotations
as possible. However, if a reader feels that something has been
overlooked or has any other comments, then I am happy for you
to contact me via the editor.

English Folk Songs and

Other Traditional Tunes in the Works of

Ralph Vaughan Williams: A Checklist
Adam Harvey
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Name Source Publication Composition(s) Notes

Acre of Land, An Mr Bailey, Wiltshire (RVW
1908)

JFSS 212. Palmer No. 116 Seasons, autumn No. 3

Admiral Benbow [Benbow,
the Brother Tars Song]

Sea shanty Chappell 678 Sea Songs, 2nd tune

Agincourt Song [Song on
the Victory of Agincourt]

15th Century battle hymn Chappell 39 Henry V, 1st tune; TPL EH No. 249(2) and SP
389/684 (Deo Gracias). Also
Walton film score for Henry
V (1944)

Angelus ad virginem 13th or 14th Century TFN, Nos. 3 and 5 See Journal No. 50, 16, note 1

As I Walked Out Mr Broomfield, Essex (RVW
1903/4)

JFSS II 152. Palmer No. 20,
as "The Old Garden Gate".
ECFS 58

Nocturne and Scherzo
(1906)

Comments 1

As I Walked over London
Bridge

Mr Deadman, Sussex (RVW
1906)

JFSS II 208 Studies, No. 6

T’Auld Wife of Coverdill Yorkshire (John Tinkler 1869) SSDT 3/24 Sir John, VS 212, as "T’old
wife o’Dallowgill"

The alternative air to the
Ampleforth Dance

Bacca Pipes Jig
(Greensleeves)

Morris dance tunes,
Gloucestershire, Somerset
and Oxfordshire (CJS)

SMDT 2/26, 27 and 29 OCN, from Fig. 28b [RVW
combines three different
variants]

See Manning 209

Barrack Hill Traditional Irish jig (CJS) SCDT 9/1 TRS, 1st tune

Basket of Eggs, The Mr Anderson, Norfolk (RVW
1905)

JFSS II 103 NR1 [fragments only] See Kennedy Catalogue 33-4

Black Nag, The Playford 1/3-8. SCDT 4/2
(CJS)

OCN, Fig. 74c See Manning 213

Blackthorn Stick, The A fiddler of the Earsdon
sword-dancers,
Northumberland (Elsie Avril)

A similar tune can be found
in the Northumbrian Pipers'
Tunebook (1936), 45

TRS, 2nd tune at Fig. H

Blow Away the Morning
Dew

Mrs White and Mrs Hooper /
Mrs Price, Somerset (CJS
1903 / 1904)

FSS 1/16. JFSS II 18-19 (1st
and 3rd versions). CSCEFS
No. 28 C and D

EFSS, 3rd mov., 1st tune Comments 2

Bold Princess Royal, The Mr Anderson, Norfolk (RVW
1905)

JFSS II 170. ECFS 82 Sea Sym, VS 66-67 See Kennedy Catalogue 53

Bold Young Sailor, A Mr Anderson, Norfolk (RVW
1905)

JFSS II 168 NR1, 2nd tune at Fig. D

Brisk Young Farmer, A Mr Bowes, Yorkshire (RVW
1904)

MS III 22 OKC, 2nd fiddler; DLI
"prelude"

EH No. 295 and SP Nos.
12/16 (Danby). See Journal
No. 53, 11

Bristol Town Mr Burstow, Sussex (LEB 1893) JFSS I 148. ETSC 10 Fantasia on Sussex, 4th tune

Captain's Apprentice, The Mr Carter, Norfolk (RVW
1905)

JFSS II 161. Palmer No. 53.
ECFS 68

NR1, 1st tune Comments 3

Chairs to Mend [?] TPL Comments 4

Cherry Tree Carol, The or
Joseph was an Old Man or
As Joseph was A-Walking

Traditional Christmas carol Bramley and Stainer No. 28 OCN, from Fig. 67; TFN, No.
6

OBC No. 66 (4th tune)

Chirping of the Lark, The Playford 1/1-8 EOE (Dance)

Cock o' the North, The Traditional Scottish bagpipe
tune

Playford 1/10-18. Chappell
518, both as "Joan's
Placket"

TRS, 3rd tune at Fig. R

Cockles and Mussels Street cry, Yorkshire (FK) JFSS IV 105 HTD, VS 7

Cold Blows the Wind Shropshire (JAFM) ECS 34 Variants, 3rd variant See Journal No. 53, 14

Come All You Worthy
Gentlemen [A Christmas
Carol]

Mr Rapsey, Somerset (CJS
1906)

FSS 5/68. CSCEFS No. 352 E
as "God Rest you Merry,
Gentlemen"

FCC, 3rd tune (VS 6) OBC No. 8, as "Somerset
Carol"

Cuckoo and the Nightingale,
The or Early in the Spring

Mrs Dann, Cambridgeshire
(RVW 1907)

MS I 102/3 Seasons, spring No. 1

Cuckoo, The Mr Holt / Mrs White
Somerset (CJS 1905)

FSS 3/48 Seasons, summer No. 1b Comments 5

Dark-Eyed Sailor, The Mr Locke, Norfolk (RVW
1908)

MS I 142/1 FEFS, No. 1

David of the White Rock
(Dafydd y Gareg Wen)

Traditional Welsh folk song Graves 212 Two Organ, No. 1
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Name Source Publication Composition(s) Notes

Dives and Lazarus [Lazarus] Westminster (A. J. Hipkins) ECS 102 Fantasia on Sussex, 4 bars
after Fig. E; FTD, 5 bars after
Fig. 8; Variants "theme"; DLI

OBC No. 60; (2nd tune) as
"Job"; EH No. 574 and SP
267/529 (Kingsfold)

Evening Prayer, The
[A Prayer of the Week]

An old woman, Devon (SBG) SOTW No. 121 OCN, Fig. 76

First Nowell, The Traditional Christmas carol Chappell 756. Bramley and
Stainer No. 6

FCC, 3 bars after Fig. P (VS
10); OCN, from Fig. 77; TFN,
No. 20

OBC No. 27

Game of Cards, The Mr Burman, Somerset (CJS
1908)

CSCEFS No. 276 C Sir John VS 15, as "A Sailor
from the Sea" [sic]; TPL

See Journal No. 53, 12

Girls and Boys, Come Out to
Play

Nursery rhyme, 17th Century Playford 3/2. Chappell 583-4 TPL

Gloucestershire Wassail or
Wassail Song

Unspecified singer,
Herefordshire (RVW 1908)

MS I 300 FEFS, No. 5; Seasons, winter
No. 2

OBC No. 31

God Rest You
Merry, Gentlemen

Traditional Christmas carol Chappell 752-3.
Bramley and Stainer No. 1

OCN, opening and Fig. 62;
TFN, No. 1a

OBC No. 12 (2nd tune)

Golden Vanity, The Mr Thompson, through Mr
Birch Reynardson (LEB) or Mr
Muggeridge, Sussex (RVW 1906)

ECS 182-3 or MS III 503 [The
extract is too brief to determine
which source was used]

Sea Sym, VS 65 See Kennedy Catalogue 53

Green Bushes Mr Wiltshire, Hertfordshire
(RVW 1907) or Mrs Powell,
Herefordshire (RVW 1908) or
Mrs White and Mrs Hooper,
Somerset (CJS 1903)

MS I 100/1 or MS I 287/2 or
FSS 2/16. CSCEFS No. 155 C

EFSS, 2nd mov., 2nd tune
[slightly modified]

All three of these variants
are very similar to the tune
found in EFSS, but none
matches exactly

Greensleeves 16th Century Chappell 230 Sir John, VS 195 and 244;
FOG

OBC No. 28. See Manning
207-9

Half Hannikin Playford 1/1-8. Chappell 74.
SCDT 7/17 (CJS)

Sir John, VS 306; TPL; EOE
(Country Wedding)

Haste to the Wedding (CJS) SCDT 2/8 OCN, from Fig. 7

High Germany Mrs Lock, Somerset (CJS
1904)

FSS 1/42. JFSS II 25. CSCEFS
No. 131 B

EFSS, 1st mov., 2nd tune Also Holst’s A Somerset
Rhapsody (1906)

Hunsdon House Playford 1/3-18. SCDT 5/8 (CJS) OCN, from Fig. 72

I’ll Go and Enlist for a Sailor Morris dance tune,
Gloucestershire (CJS)

SMDT 8/12 OKC, 1st fiddler See also Manning 210-11

I’m Seventeen Come Sunday Mr Guttridge, Sussex (RVW
1907) and Mrs White (CJS
1904)

III 437/1 and FSS 2/4. JFSS II
10. CSCEFS 108 E

EFSS, 1st mov., 1st tune
[slightly modified conflation
of the two]

See Sharp 86

I’ve Been to France Mr Hills, Sussex (WPM 1899) JFSS I 71 Fantasia on Sussex, 5th tune

In Bethlehem City Mrs Wilson, Hertfordshire
(JAFM)

ECS 56 Seasons, winter No. 3; TFN,
No. 9

Irish Reel (CJS) SCDT 9/2 TRS, 4th tune, 9 bars after
Fig. T

Jamaica or My Father Was
Born Before Me

Playford 1/4-18. Chappell
447. SCDT 4/12 (CJS)

OCN, from Fig. 15

John Barleycorn Mr Pope, Somerset (CJS
1906)

FSS 3/9. CSCEFS No. 247 C EFSS, 3rd mov., 4th tune;
TPL; Seasons, autumn No. 1

John Raeburn Mr Crist, Norfolk (RVW 1905) JFSS II 180 NR3, 2nd tune

John, Come Kiss Me Now Chappell 148 Sir John, VS 71

Jolly Ploughboy, The
[Come All You
Young Ploughboys]

Mr Verrall, Sussex (RVW
1904)

JFSS II 208 Seasons, Prologue

Jolly Thresherman, The Mr and Mrs Verrall, Sussex
(RVW 1904)

JFSS II 198 OKC, 3rd fiddler

Just as the Tide was Flowing Mr Locke, Norfolk (RVW
1908)

MS I 142/2 FEFS, No. 3

Lady Looked Out, The Mr Waggs, Cambridgeshire
(RVW 1908)

MS I 182 The Wasps (1909), No. 16
Melodrama

Lark in the Morning, The
[Lay Still, My
Fond Shepherd]

Mr Kemp, Essex (RVW 1904) JFSS II 154. ECFS 61 Seasons, spring No. 2

Lavender Cry Unspecified singer, Chelsea
(RVW 1911)

MS "loose sheet", see
Strode 27

Lon Sym, 2nd mov., Fig. E-F See Kennedy Catalogue 276
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Lawyer, The or
The Green Meadow

Mr Baines, Sussex (RVW
1904)

Palmer No. 96 Seasons, summer No. 4 See Journal No. 53, 13

Lincolnshire Farmer, The Mr Whitby, Norfolk (RVW
1905)

JFSS II 174. ECFS 84 NR3, 1st tune

Long Whip, The Mr Back, Sussex (RVW 1906) JFSS II 207 Fantasia on Sussex, 2nd tune See also Palmer xvii.

Love Will Find Out the Way Chappell 304 TPL

Lovely Joan Mr Jay, Norfolk (RVW 1908) JFSS IV 90. Penguin 64 Sir John, VS 106; FOG,
middle section

?FTD, see Kennedy Works
277n

Lovely on the Water or
Springtime of the Year, The

Mr Hilton, Norfolk (RVW
1908)

JFSS IV 84. Palmer No. 66 FEFS No. 2; Studies, No. 1;
TPL

Lover's Ghost, The [Well
Met, Well Met, My Own
True Love or James Harris,
The Daemon Lover]

Mrs Russell, Dorset (HH 1907) JFSS III 84 FEFS, No. 4

Low Down in the Broom Mr Hills, Sussex (WPM 1900) JFSS I 94. ECFS 186 Fantasia on Sussex, 3rd tune

Magali French folk song from
Provençe

Tiersot 108 Henry V, 2nd tune

Maria Martin Mr Booker, Sussex (RVW 1904) JFSS II 119 HTD, VS 23

May Day Carol [May Song] Mr Flack, Cambridgeshire
(RVW 1907)

4 HTD, VS 146, as
"Oh! I’ve been rambling";
Seasons, spring No. 3a

OBC No. 47, as "May Carol"

Moon Shines Bright, The or
May-Day Song

Mrs Marshall, Hertfordshire
(LEB)

ECS 108 HTD, VS 146; Seasons,
spring No. 3b

EH No. 221 and SP Nos.
5/229 (King's Langley)

My Bonnie, Bonnie Boy Mrs Vaisey, Hampshire (LEB) ECS 146 EFSS, 2nd mov., 1st tune Comments 6. See also Sharp
138

Old King Cole Nursery rhyme, c.18th
Century

Mason No. 10 OKC, opening etc.

On Board a Ninety-Eight Mr Leatherday, Norfolk
(RVW 1905)

JFSS II 176. ECFS 63 NR1, 3rd tune at Fig. H

On Christmas Night Mrs Verrall, Sussex (RVW
1904)

JFSS II 127 FCC, 4th tune (VS 11); OCN,
from Fig. 63; TFN, No. 15

OBC No. 24 as "Sussex
Carol" (1st tune)

On Christmas Night the Joy-
Bells Ring

Colliers in South
Staffordshire (James C.
Culwick 1904)

JFSS II 126 POCT OBC No. 24 as "Sussex
Carol" (2nd tune)

Outlandish Knight, The [She
Borrowed Some of Her
Mother's Gold]

Mr Hilton, Norfolk (RVW
1908)

JFSS IV 123. Penguin 80 Studies, No. 4 See Journal No. 53, 12

Past Three O'Clock [The
Waits or London Waits]

Playford 1/3. Chappell 550 OCN, from Fig. 59

Peg-a-Ramsey Chappell 220 Sir John, VS 178

Portsmouth Playford 1/11-18. Chappell
605. SCDT 11/4 (CJS)

Seas Songs, 3rd tune

Pretty Caroline Mrs Powell, Herefordshire
(RVW 1909)

MS I 290/2 EFSS, 1st mov., 2nd tune

Pride of Kildare, The Mr Copas, Berkshire (RVW 1904) Palmer No. 1 Studies, No. 5 See Journal No. 53, 12

Princess Royal, The Handkerchief dance,
Berkshire (CJS)

SMDT 6/24 Seas Songs, 1st tune

Putney Ferry Playford 1/4-8. SCDT 3/2 (CJS) OCN, from Fig. 17

Queen’s Birthday, The Playford 1/12-18. SCDT
11/14 (CJS)

OCN, from Fig. 71

Red Barn, The (1) Mr and Mrs Verrall, Sussex
(RVW 1904)

JFSS II 118 as "Maria
Martin"

Variants, 4th variant OBC No. 60 as "Job" (4th
tune). See Journal No. 53, 14

Red Barn, The (2) Mr Whitby, Norfolk (RVW 1905) JFSS II 118 NR3, 4th tune; EFSS, 1st
mov., 3rd tune (in the bass);
Variants, 5th variant

See Journal No. 53, 14 and
also NMOE 33-4

Réveillez-vous, Piccars 15th Century French battle
song

Tiersot 173 Henry V, 3rd tune Also Walton film score for
Henry V (1944)

Robin Hood and the
Bishop of Hereford

Mr Stone, Dorset (HH 1906) JFSS III 61 Sir John, VS 42

Sailor Loved a Farmer's
Daughter, A

Bunting No. 138 Sir John, VS 7 See Howes 275-6
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St. David’s Day (Dydd Gwyl Dewi) Traditional Welsh folk song Graves 228 Two Organ, No. 2

St. Mary Welsh Psalm tune from 1621 Sir John, VS 159 SP 116 (St. Mary) [enlarged
edition only]

Salisbury Plain Mr and Mrs Verrall, Sussex
(RVW 1904)

JFSS II 196. Penguin 11 and
95

Fantasia on Sussex, 1st tune See Sharp 26-7 and 84-5

Salutation Carol , The
[Nowell, Nowell]

Traditional Christmas carol Chappell 42. Bramley and
Stainer No. 54

TFN, Nos. 4, 12, 14 and 16 OBC No. 36

Saucy Bold Robber, The [The
Bold Robber]

Mr Anderson, Norfolk (RVW
1905)

JFSS II 165. ECFS 76 NR2, 3rd tune

Searching for Lambs Mrs Sweet, Somerset (CJS
1907)

FSS 4/50. CSCEFS No. 94 A HTD, VS 100; Lon Sym, 1st
mov. at Fig. X; TPL

Comments 7

Sheep-Shearing Song
or It's a Rosebud in June

Mr King, Somerset (CJS
1904)

FSS 1/36. JFSS I 262.
CSCEFS No. 248

Seasons, summer No. 3;
TFN, No. 10

Comments 8

Sign of the Bonny
Blue Bell, The

Mrs White and Mrs Hooper ,
Somerset (CJS 1903)

FSS 1/6. JFSS II 51. CSCEFS
No. 119

HTD, VS 24, as "Tuesday
Morning"

Sir Roger de Coverley [Roger
of Coverly]

Playford 1/9-18. Chappell
535

OCN, from Fig. 53

Speed the Plough (CJS) SCDT 1/8 Sir John, VS 187 See Howes 288

Sprig of Thyme, The or The
Seeds of Love

Mrs Wilson,
Northamptonshire (LEB) and
Mr Punt, Essex (RVW 1904)

ECS 58 / MS II 92 [conflation
of the two]

OCN, from Fig. 69; Seasons,
summer No. 2

See Journal No. 53, 14

Spurn Point [Come People
All]

Mr Leatherday, Norfolk
(RVW 1905)

JFSS II 178. Palmer No. 55 NR2, 2nd tune; Studies, No. 2

Summer is a-coming in
[Sumer is icumen in]

Chappell 24 Seasons, summer No. 1a

Sussex Mummers'
Christmas Carol, The

"mummers", Sussex (LEB
1880-1)

JFSS II 128. ETSC 80 Seasons, winter No. 4, as
"God Bless the Master"

OBC No. 45

Sweet Priméroses, The Mrs White and Mrs Hooper ,
Somerset (CJS 1903)

FSS 1/8. CSCEFS No. 158 E TPL See Sharp 94

Tarry Trowsers Mrs Humphreys, Essex (RVW
1904)

JFSS II 153. ECFS 48 Sea Sym VS 7, 9 bars after
Fig. E

See Kennedy Works 127 and
also Sharp 153

There Is a Fountain (1) Mr Hancock[s], Herefordshire
(RVW /EML 1908)

JFSS IV 21 (1st tune) FCC, 2nd tune, 6 bars after
Fig. F (VS 5)

See Journal No. 53, 13

There Is a Fountain (2) or
Joseph and Mary

Mrs Smith, Herefordshire
(RVW / EML 1908)

JFSS IV 21 (2nd tune) TFN, No. 8 OBC No. 115

Tink-A-Tink (CJS) SCDT 2/12 OCN, from Fig. 2

To Shallow Rivers 16th Century Naylor 188 Sir John, VS 158 and 160

Triumph, The (CJS) SCDT 2/4 OCN, from Fig. 44

Truth Sent from Above, The
or This Is the Truth

Mr Jenkins, Herefordshire
(RVW / EML 1909)

JFSS IV 17 FCC, 1st tune; TFN, No. 1b OBC No. 68. See also NMOE
35 and Journal No. 53, 13

Unquiet Grave, The or Cold
Blows the Wind

Mrs Ree, Somerset (CJS
1904)

FSS 1/14. JFSS II 6. CSCEFS
No. 18 A

Seasons, autumn No. 2 EH No. 355 and SP Nos.
11/15 (Hambridge)

Virgin Most Pure, A (1) [The
Virgin Unspotted]

Mr Bates, Shropshire (CJS
1911)

JFSS V 24 (2nd version).
CSCEFS No. 346 D

TFN, No. 7 OBC No. 4 (3rd tune)

Virgin Most Pure, A (2) Traditional Christmas carol Gilbert No. 3 FCC, 4 bars before Fig. AA
(VS 18); OCN, 1 bar before
Fig. 2 ["At the discretion of
the producer and conductor"]

OBC No. 4 (1st tune)

Vrai dieu d'amours,
confortez moy

Old French chanson Sir John, VS 51

Ward the Pirate Mr Carter, Norfolk (RVW
1905)

JFSS II 163. Palmer No. 54.
ECFS 72

NR3, 3rd tune

Wassail Bough Mr Bower, Yorkshire (JAFM) ECS 14 FCC, 2 bars before Fig. Y (VS 17) See Howes 130-1

Wassail Song [The Yorkshire
Wassail] or Childrens'
Christmas Song

Unspecified singer, Yorkshire
(RVW c.1907)

Manuscript missing, see
Strode 29

Seasons, winter No. 1

Whistle, Daughter, Whistle Mr Locock, Somerset (CJS 1906) FSS 3/20. CSCEFS No. 195 A EFSS, 3rd mov., 3rd tune See Journal No. 53, 13

Who'll Buy My Sweet
Primroses [Primrose-Selling
Man's Cry]

Street cry, Westminster (LEB
1898)

JFSS IV 100 HTD, VS 10 Comments 9

Winster Morris Dance and
Processional

Morris dance, Derbyshire
(CJS)

SMDT 6/2 HTD, VS 37 at "Here come
the Morris men"

York Scottish Psalter tune from
1615

HTD, VS 121; PP, Prologue
and Epilogue

EH No. 472 and SP Nos.
344/628 (York).

Young Henry the Poacher [or
Van Dieman's Land]

Mr Anderson, Norfolk (RVW
1905)

JFSS II 166. Palmer No. 57 NR2, 1st tune; Studies, No. 3 EH No. 562 and SP Nos.
177/308 (King's Lynn)

Young Lambs to Sell or Toy
Lambs

Street cry, sung to Kidson by
his mother, Yorkshire (FK)

JFSS IV 105 HTD, VS 7



COMMENTS

1. Vaughan Williams collected two almost identical versions of
the same song from the same singer, one in 1903 (MS 8vo A
22/3) and another in 1904 (MS II 306). The composer stated,
“This tune is a good example of the extraordinary breadth and
melodic sweep which is to be found in English Folk Song.”
(JFSS II 152)

2. The tune given in FSS, and that used by Vaughan Williams, is
primarily the version sung by Mrs White and Mrs Hooper with
the fifth, eleventh and twelfth bars taken from Mrs Price’s version
(see FSS 1/61 and CSCEFS 1/716). Sharp only mentions Mrs
White in FSS, but Mrs Hooper is subsequently added in JFSS (II
18) and CSCEFS (No. 28 C).

3. This folk song, along with “Dives and Lazarus” and “Bushes
and Briars”, can be deemed one of the most influentially
significant to Vaughan Williams. Its importance can be seen in
the following remark made by the composer when in
conversation with Michael Kennedy: “It was the discovery of
another song, sometimes called ‘The Captain’s Apprentice’,
which finally opened the door to an entirely new world of melody,
harmony and feeling.” (Quoted in Tony Palmer’s 2007 film,
O Thou Transcendent: The Life of Ralph Vaughan Williams)
Although the song is quoted fully in only one actual work, its
impact has been more far-reaching. As Elsie Payne asserts, “This
tune…has had a persistent power over a certain part of his
melodic writing. Most probably he borrowed it subconsciously;
but the affinities which came spontaneously to exist between the
melodic and rhythmic shapes of ‘The Captain’s Apprentice’ and
his own tunes are evidence of the attraction which the tune must
have had for him.” (Payne 106-7) An examination of the
importance of this folk song in Vaughan Williams’ work is worthy
of further study, but beyond the scope of this article. However, I
would like to highlight a few examples of its influence that have
not previously been cited. In the second movement of A London
Symphony, the viola solo at Figure D owes much to “The
Captain’s Apprentice” (Ex. 1).

Ex. 1

Payne does quote the first two bars of this extract, but only
comments on the cadence in the second bar. No mention is made
of the opening triplet followed by the characteristic drop of a fifth,
which are actually the opening four notes of the song with the
first two reversed. This four-note figure can also be found in the
first movement of A Pastoral Symphony, two bars before figure
A (Ex. 2).

Ex. 2

Moreover, in the latter symphony, the first four notes of the folk
song (now in the correct order) are utilised by the composer to
form a motif upon which most of the third movement is based
(Ex. 3).

Ex. 3

Hubert Foss described the tune as, “One of the noblest and
possibly the most directly tragic of English folk songs; both the
words and the music have a quality seldom to be found outside
Othello and the Scottish ballads.” (Foss 112)

4. Kennedy states that “Chairs to Mend” appears in the music
for the film The People’s Land (Kennedy Works 174), but the tune
used by Vaughan Williams is not the same as the common “Chairs
to Mend” catch found in The National Song Book, although the
opening two bars are alike (Ex. 4). I have been unable to trace the
origin of this melody and include it here in the hope that it will be
recognised.

Ex. 4

5. This tune is also used for a version of the folk song “High
Germany”. Sharp remarks, “It is probable that the tune has come
to be used for both, because the two ballads begin with the same
words.” In this instance he combined two versions: “It seemed a
pity to publish a dismembered tune; I have therefore, added the
opening phrase of Mrs White’s version of the ‘High Germany’
tune, to the air which Mr Holt and Mrs Young [Harriet Young
who also sang the same version as Mr Holt] gave me. It interested
me not a little to observe how cleverly the singers managed to
make this tune serve two songs so diverse in character. When it
is sung to the ‘Cuckoo,’ it becomes a slow, mournful ditty; while
it swings along, with a strong march rhythm, when it is mated to
‘High Germany’.” (FSS 3/79) This latter version was used by
Holst in A Somerset Rhapsody (1906) as the second tune for
“High Germany”. Holst remarked, “All the tunes…are in the first
two volumes of Sharp’s Folksongs from Somerset excepting the
second ‘High Germany’ which he sent me in MS.” (Holst,
Imogen, A Thematic Catalogue of Gustav Holst’s Music. London:
Faber Music Limited, 1974, 74)

6. This folk song was evidently in Vaughan Williams’ thoughts
when composing the opening melody to In the Fen Country,
where the end phrase of each is almost identical (Ex. 5).

Ex. 5

“My Bonnie, Bonnie Boy”

In the Fen Country

7. This tune begins with a nine note phrase (Ex. 6) that is
common to both “This Is the Truth” and “There Is a Fountain” (1).
Vaughan Williams discusses this melodic formula in National
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Music (NMOE 17-20, 35) and his essay, The Making of Music
(NMOE 207), where he relates it to other folk songs including
“Bushes and Briars” (see also Payne 108-110 and Manning 196).

Ex. 6

This phrase can be found in both A London Symphony (see Howes
11 and 14) and Hugh the Drover (when Mary prays, “O Heaven
watch over him and me”), and was also used by the composer as a
linking motif throughout the score of the film, The People’s Land.

8. Sharp remarks, “I would commend this song to the notice of
those who think that no good music can proceed from a tavern”
(FSS 1/65). According to Imogen Holst, this was her father’s
favourite folk tune (Holst, Imogen, Gustav Holst: A Biography.
London: Oxford University Press, 1938, 28) and was used by him
in A Somerset Rhapsody (1906), which he dedicated to Cecil Sharp.

9. Both Ursula Vaughan Williams and Michael Kennedy have
stated that the tune used in Hugh the Drover for the primrose seller
was the same as the “Lavender Cry” found in A London Symphony
(see RVW 400 and HTD VS [1977 edition] xi). While the tunes are
similar the actual street cry used is one collected by Lucy
Broadwood, as acknowledged in the prelims to the vocal score.

English Folk Songs and Other Traditional Tunes in the Works of Ralph Vaughan Williams: A Checklist

9

GENERALABBREVIATIONS

CJS Cecil J. Sharp
DLI The Dim Little Island (1949)
EFSS English Folk Song Suite (1923)
EML Ella Mary Leather
EOE England of Elizabeth (1955)
Fantasia on
Sussex Fantasia on Sussex Folk Tunes (1925)
FCC Fantasia on Christmas Carols (1912)
FDT Festival Te Deum (1937)
FEFS Five English Folk Songs (1913)
FK Frank Kidson
FOG Fantasia on Greensleeves (1934)
Henry V Henry the Fifth (Overture for Brass

Band) (1933)
HH H. E. D. Hammond
HTD Hugh the Drover (1910-20)
JAFM J. A. Fuller Maitland
Journal The RVW Society Journal
LEB Lucy E. Broadwood
Lon Sym A London Symphony (1913)
MS RVW Manuscript Collection
NR1 Norfolk Rhapsody No.1 (1905-6)
NR2 Norfolk Rhapsody No.2 (1906)
NR3 Norfolk Rhapsody No.3 (1906)
OCN On Christmas Night (1926)
OKC Old King Cole (1923)
POCT Prelude on an Old Carol Tune (1952)
PP The Pilgrim’s Progress (1906-52)
RVW Ralph Vaughan Williams
Sea Songs Sea Songs, Quick March (1923)
Sea Sym A Sea Symphony (1910)
Seasons Folk Songs of the Four Seasons (1949)
Sir John Sir John in Love (1924-8)
Studies Six Studies in English Folk Song (1926)
TFN The First Nowell (1958)
TPL The People’s Land (1943)
TRS The Running Set (1933)
Two Organ Two Organ Preludes (founded on

Welsh folk songs) (1956)
VS Vocal Score
Variants Five Variants of ‘Dives and Lazarus’

(1939)
WPM W. Percy Merrick

BIBLIOGRAPHICABBREVIATIONS

Bramley and Stainer: Bramley, Henry Ramsden and
Stainer, John (ed.), Christmas Carols New and Old
(Three Series). London: Novello, Ewer & Co., 1871-8.
Bunting: Bunting, Edward (ed.), The Ancient Music
of Ireland. Dublin: Hodges and Smith, 1840.

Chappell: Chappell, William, Popular Music of the
Olden Time (2 volumes). London: Cramer, Beale and
Chappell, 1859.
CSCEFS: Karpeles, Maud. (ed.), Cecil Sharp’s
Collection of English Folk Songs (2 volumes).
London: Oxford University Press, 1974.
Day: Day, James, Vaughan Williams (as part of The
Master Musicians series). London: J. M. Dent & Sons
Ltd., 1961.
ECFS: Sharp, Cecil J. (ed.), English County Folk
Songs. London: Novello and Co. Ltd., 1961. [First
printed in five volumes as Folk Songs of England,
1908-1912.]
ECS: Broadwood, Lucy E. and Fuller Maitland, J.A.,
English County Songs. London: Leadenhall Press; J.
B. Cramer; Simpkin, Marshall, Hamilton, Kent, 1893.
EH: Dearmer, Percy and Vaughan Williams, Ralph
(eds.), The English Hymnal. London: Oxford
University Press, 1906 (revised 1933).
ETSC: Broadwood, Lucy E. (ed.), English
Traditional Songs and Carols. London: Boosey and
Hawkes 1908.
Foss: Foss, Hubert. Ralph Vaughan Williams: A Study.
London: George G. Harrap & Co. Ltd., 1950.
FSS: Sharp, Cecil J., and Charles L. Marson (eds.),
Folk Songs from Somerset (five series). London:
Simpkin, Marshall, Hamilton, Kent; London:
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Gilbert: Gilbert, Davies (ed.), Some Ancient
Christmas Carols. London: John Nichols and Son,
1823.
Graves: Graves,Alfred Perceval (ed.), The Celtic Song
Book: Being Representative Folk Songs of the Six Celtic
Nations. London: Ernest Benn, 1928.
Howes: Howes, Frank. The Music of Ralph Vaughan
Williams. London: Oxford University Press, 1954.
JFSS: Journal of the Folk Song Society, 1899-1931.
Kennedy Catalogue: Kennedy, Michael. A
Catalogue of the Works of Ralph Vaughan Williams.
Oxford: Oxford University Press, 1996.
Kennedy Works: Kennedy, Michael. The Works of
Ralph Vaughan Williams. London: Clarendon Press,
1992.
Lambert: Lambert, Constant, Music Ho! A Study of
Music in Decline, London: Faber and Faber, 1934.
Manning: Manning, David (ed.), Vaughan Williams
on Music. Oxford: Oxford University Press, 2007.
Mason: Mason, M. H., Nursery Rhymes and Country
Songs. London: Metzler, 1909.
Naylor: Naylor, Edward. Shakespeare and Music.
London: J. M. Dent & Co., 1896.
NMOE: Vaughan Williams, Ralph, National Music and

Other Essays. London: Oxford University Press, 1963.
OBC: Dearmer, Percy, Vaughan Williams, Ralph and
Shaw, Martin (eds.), Oxford Book of Carols. Oxford:
Oxford University Press, 1964. (Originally published
in 1928.)
Palmer: Palmer, Roy (ed.), Bushes and Briars: Folk
Songs Collected by Ralph Vaughan Williams.
Burnham-on-Sea: Llanerch, 1999. (2nd edition;
originally published under the title Folk Songs
Collected by Ralph Vaughan Williams in 1983.)
Payne: Payne, Elsie. ‘Vaughan Williams and Folk
Song’ in The Music Review Vol. 15, May 1954,
pp.103-126.
Penguin: Vaughan Williams, Ralph and Lloyd, A. L.
(eds.), The Penguin Book of English Folk Songs.
Harmondsworth: Penguin, 1959.
Playford: The [English] Dancing Master. [Published
in three volumes over several years. The first volume
is the most well-known and was published in eighteen
editions (1651–1728), with four editions of a second
volume (1710–1728) and two of a third (c.1719–
c.1726). As tunes were frequently copied from one
edition to the next, all the editions in which a given
tune appears are listed with the volume number first
followed by the range of editions, e.g. 1/3-8 = volume
one, editions 3 to 8.]
RVW: Vaughan Williams, Ursula, R.V.W: A
Biography of Ralph Vaughan Williams. Oxford:
Oxford University Press, 1964.
SCDT: Sharp, Cecil J. (ed.), Country Dance Tunes
(Sets 1-11). London: Novello & Co. Ltd., 1909-46.
Sharp: Sharp, Cecil J., English Folk Song: Some
Conclusions. Wakefield: Mercury Books (4th Edition),
1972.
SMDT: Sharp, Cecil J., and Macilwaine, Herbert C.
(eds.), Morris Dance Tunes (Sets 1-10). London:
Novello & Co. Ltd. (new edition), 1907-24.
SOTW: Baring Gould, S., H. Fleetwood Sheppard,
and F. W. Bussell (eds.), Songs of the West: Folk
Songs of Devon & Cornwall Collected from the
Mouths of the People (Methuen 1905 rev. ed.).
SP: Dearmer, Percy, Vaughan Williams, Ralph and
Shaw, Martin (eds.), Songs of Praise. London:
Oxford University Press, 1925 (enlarged 1931). [The
first reference is the number given in the original
edition of 1925; the second the number given in the
enlarged edition of 1931.]
SSDT: Sharp, Cecil J. (ed.), Sword Dance Tunes of
Northern England. London: Novello, 1912.
Strode: Strode, Rosamund, R. V. W. Folksong
Manuscript Collection: General Descriptions and
Check Lists. [31pp., 1967, unpublished.]
Tiersot: Tiersot, Julien, Histoire de la Chanson
Populaire en France. Paris: E. Plon, Nourrit et Co.,
1889.�
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Sir Charles Hubert Hastings Parry (1848-1918), a
major figure unjustly and strangely neglected,
was not only a great composer but also a remark-

able teacher of music history. He taught this discipline
at the Royal College of Music between 1883 and the
end of 1894. He was appointed Director in 1895, and in
spite of the huge demands of the post, he continued
teaching until his death in 1918.

His importance as a musicologist is demonstrated by
more than one hundred articles written, from 1875
onwards, for Grove’s Dictionary of Music and Musicians.
These articles are of high scientific quality, not only by
their technical significance, but also by their spiritual,
intellectual and philosophic acuity.

Parry’s music, in particular his symphonies, has been
too frequently undervalued. The truth is that he was
concerned with moral values in his music, thus
following the example of Leoš Janáček (1854-1928)
who extolled the concept of “music of truth” (Hudba
pravdy).i

Unfortunately, far too many prejudices prevented the
dissemination of Parry’s music in the twentieth
century. Leaving aside Jerusalem, Blest Pair of Sirens
or I was glad, for example, his work is still relatively
little known.

In his thinking, Parry was close to the Darwinian
philosopher Herbert Spencer (1820-1903), who had
published in 1857 his Essay on the Origin of Music.
However, the influence of John Ruskin (1819-1900) is
very important in the understanding of Parry’s music:
in 1870, the composer had attended Ruskin’s
conferences. For Ruskin, “music was the most directly ethical of
the arts”ii. So, Parry appropriated, naturally and spontaneously,
the vocabulary of the art critic to himself: sincerity, genuineness
of expression, earnestness, nobility of character and thought,
exalted emotions. He was also inspired by Matthew Arnold
(1822-1888), and by his caustic nature such as may be found in
Culture and Anarchy (1869).

Parry’s name is also inseparable from that of Sir Charles Villiers
Stanford (1852-1924), though both men, however complementary,
differed in many respects. Jeremy Dibble specifies: “Parry and
Stanford…are well accepted as principal pioneers in the
regeneration of musical standards in this country.”iii

In this two-part article, the second part of which will appear in
the October issue, I wish not only to show the relationship
between Parry and Vaughan Williams within the world of

English music, but also their shared view of important matters
outside of it. In this first part, I evoke the period of Vaughan
Williams’ studies, and the relations between the two men up to
the death of Parry in 1918.

Ralph Vaughan William had the privilege to study not only with
Parry, but also, in 1895 and 1896, with Stanford; earlier, at
Cambridge, from October 1892, he had studied with Charles
Wood (1866-1926). Parry passed on the English choral music
tradition he had himself inherited from that lineage of
composers beginning with Thomas Tallis (ca 1505-1585) and
continuing with William Byrd (ca 1540-1623), Orlando Gibbons
(1583-1625), Henry Purcell (1659-1695), Jonathan Battishill
(1738-1801), Maurice Greene (1696-1755) and Samuel
Sebastian Wesley (1810-1876); this, according to Vaughan
Williams himself in 1950, in A Musical Autobiographyiv, where
we can find the essence of all he had to say about Parry.

C. H. H. Parry and R. Vaughan Williams
James Lyon

Sir Charles Hubert Hastings Parry
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Vaughan Williams was much closer to Parry than to Stanford.
He particularly inherited from the former a moral attitude, and
values that enriched his music. He was one of Parry’s most
important students, and he deeply respected and admired him.
He was always attentive to his master’s comments and
observations, such as Parry’s aversion to richness of sound for
its own sake. Parry’s constructive criticisms helped him, as they
suggested the remedy. As he succinctly put it: “He [Parry] was
always very insistent on the importance of form as opposed to
colour.”v This is a very interesting doctrine to study. Parry saw

form not only in its aesthetic dimension, but also as the
embodiment of the fundamental basis of ethical thought, logical
and harmonious in its development.

Some significant dates will allow us to follow the path that
linked both men.

1880 – annus mirabilis – was particularly fertile for Parry. His
dramatic cantata on Shelley’s drama in four acts (1820)
Prometheus Unbound, first performed at the Gloucester Three
Choirs Festival, marked a turning point in the history of English
music. The choice of Shelley and his spirit of revolt had a
decisive effect on Vaughan Williams’ philosophy. Indeed,
following Parry’s example, he showed exceptional spiritual
independence. However, this choice merits closer examination,
as Shelley turns out to have a symbolically strangevi view of
Prometheus’ myth. I imagine that Parry had in mind the Shelley
of The Defence of Poetry (1821), in which great importance is
accorded to the imagination.

Meanwhile, the young Ralph began to discover the theories that
lie behind all music.

“Vaughan Williams, as a boy deeply moved by music, remarked
to his brother on the ‛peculiarly English’ quality of Parry’s
music.”vi In his Musical Autobiography, Ralph said: “I had first
heard of Parry some years before, when I was still a schoolboy. I
remember my cousin, Stephen Massingberd, coming into the
room full of that new book Studies of Great Composers [1887].
‘This man, Parry,’ he said, ‘declares that a composer must write
music as his musical conscience demands.’ This was quite a new
idea to me, the loyalty of the artist to his art.”viii

Ralph heard parts of the Parry’s 1888 oratorio Judith, which he
heard as particularly English, and this in spite of the fact that
Parry was a great admirer of Schumann. Parry’s genius allowed
him to preserve his originality of thought as well as his musical
integrity; in short, this characteristic, English sound that moves
us so deeply by its sincerity and its confidence in life. But the
score that especially caught Ralph’s imagination was the anthem
Blest Pair of Sirens of 1887, “my favourite piece of music
written by an Englishman.” The characteristic of this music,
quintessence of a national style, is its diatonicism. Parry
composed Blest Pair of Sirens in 1887, when Ralph was fifteen
years old, just as he left Field House school to enter
Charterhouse. The same year, Parry published his book Studies
of Great Composers; it dealt, in particular, with Bach and
Beethoven, composers for whom he had a profound respect.
This work was to have a deep influence on Ralph.

In September 1890, Vaughan Williams entered the Royal
College of Music with the intention of taking lessons with Parry.
However, he was obliged to begin his studies with Francis
Edward Gladstone (1845-1928), a cousin of the Prime Minister,
William Ewart Gladstone (1809-1898), and pupil of S. S.
Wesley (1810-1876). Then, in 1891, he was at last able to study
with Parry. This erudite, deeply thinking man, helped him
discover the rich inventiveness of Beethoven’s Appassionata
Sonata. He explained the essence of Wagner’s music, as well as

that of Brahms, and especially that of Johann Sebastian Bach.
This was all “quite contrary to curricula then obtaining in
academies”ix. And, especially, he advised Vaughan Williams to
“write choral music as befits an Englishman and a democrat.”

In 1891, Gustav Mahler (1860-1911) was in London to conduct
performances of Wagner’s Siegfried. Vaughan Williams was
mightily impressed. Parry possessed the vocal score, which was
difficult to find at the time. He lent it to his student, who,
enthused, immediately “composed” a song heavily inspired by
the famous model. Parry was mightily amused.

Sir Charles Villiers Stanford

Francis Edward Gladstone
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During this apprentice period Vaughan Williams also benefitted
from the advice of another of Parry’s students, Richard Henry
Walthew (1872-1951). A crisis of conscience in 1891 had
provoked Walthew to withdraw from “high society”, as his
“Notebook” demonstrates:

“The upper classes for the most part regard music with much the
same feelings as a savage regards paintings. From the most
obvious short simple tunes they do get some sense of [definition]
as the savage would analogously from simple paintings, but from
anything the least approaching to high art they get at most but a
hazy feeling and vague impression as the savage would get from
the combination of colours without the smallest notion of what it
is about.”x

Parry’s undeniable sincerity was considerably to influence his
young student. Vaughan Williams went so far as to assert that the
last two bars of his part song The Willow Songxi are certainly by
Parry. It is a traditional English tune, arranged for voice and
pianoforte, dated 19 February 1897. Between 1903 and 1909,
Vaughan Williams composed the most important work of this
period, and his most important work to that date, A Sea
Symphony. The composer evokes his emotion before the mystery
of the sea, a metaphor for the mystery of life. The work
demonstrates his agnosticism, which he shared with Parry and
the American poet Walt Whitman (1819-1892), author of the text.

Toward the Unknown Region (1907) is a fine example of Parry’s
spiritual and musical influence on Vaughan Williams’ music.
Where Vaughan Williams diverged was principally in the modal
language he adopted, derived from folk song, whereas Parry’s
language was more tonal. This work is an important stage in
Vaughan Williams’ development. Its newnessxii does not at all
reject the democratic spirit of the Blest Pair of Sirens.

In 1910, Parry’s fragile health was improving, but several events
disturbed him. On 6 September, the Fantasia on a theme by
Thomas Tallis received its first performance in Gloucester
Cathedral. Curiously, Parry found it “queer”.xiii A little later, in

Leeds, Parry’s cantata to words by Browning, The Pied Piper of
Hamelin was badly sung by a chorus that had devoted too much
rehearsal time to Vaughan Williams’ A Sea Symphony and
Stanford’s Songs of the Fleet. On the day of the performance,
12 October, Parry suffered “a very bad heart attack”.xiv

Parry never lost his interest in his former student. For instance,
on 27 March 1914, at Queen’s Hall, London, he heard the
London Symphony and wrote in his diary: “…full of interest and
thought with fine effects of scoring …”xv This was the original
version of the symphony, and was conducted by Edward
Geoffrey Toye (1889-1942). Then again, in 1915, Parry noted:
“…and gave a very good performance of Vaughan Williams’s
Sea Symphony. Big stuff, but full of impertinences as well as
noble moments.”xvi

In his collection of letters, Hugh Cobbe publishes two from
Parry to Vaughan Williams, among them, this warm message of
26 February 1917 :

My dear Vaughan Williams

I have been wanting to write to you for eversolong [sic], but the
apparent difficulty of finding out where you were just sufficed, on
top of being always rather busy, to stop my taking any opportunity
to get under way. Now your dear Uncle, Major Darwin, suggests,
what I ought to have thought of long ago, that I might get a letter
through by asking your wife to forward it – and so late as it is I
won’t forego letting you know how splendidly I thought the “Sea
Symphony” came off at the Bach Choir Naval Concerts at Queens
Hall. Allenxvii took any amount of trouble with it and it’s worth it –
and they all got into the spirit of it splendidly. I daresay you
remember how enthusiastic everyone was when they did it before
and how they had you up and shouted with pleasure. It was quite the
same this time and it does the public credit that they have found out
what a splendid work it is – quite one of the finest and most genuine
and characteristicxviii things that has been achieved in late years – so
great and big!

[Passage illegible] you to write something more in the strange
conditions you must be in now – What experiences they must be!
Perhaps you will extract something out of them! I should so like to
have news of you.

Your sincere friend

C. Hubert H. Parry

On 12 December of the same year, Parry’s The Chivalry of the
Sea was performed by the Bach Choir in a programme that also
included Stanford’s Songs of the Fleet op. 117 (1910) and
Vaughan Williams’ Sea Symphony (1910).

Parry died on 7 October 1918. Ralph lost at the same time an
old friend and a teacher. The following month he wrote a
moving obituary for The Music Studentxix that deserves to be
quoted at length:

It is a great privilege to have the opportunity of paying my tribute in
these pages to the memory of Sir Hubert Parry.

It was because he was a great man that Parry was a great teacher
and a great composer. Many years ago it was my good fortune to be

Richard Henry Walthew
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for a short time his pupil. I still often go out of my way to pass his
house in Kensington Square in order to experience again the thrill
with which I used to approach his door on my lesson day.

Walt Whitmanxx says: “Why are there men and women that while
they are nigh me, the sunlight expands my blood?” xxi Parry was one
of these. You could not hear the sound of his voice or feel the touch
of his hand without knowing that “virtue had gone out of him”. It
would not have mattered what we went to learn from him – it might
have been mathematics or chemistry – his magic touch would have
made it glow with life. Half-a-dozen of his enthusiastic, eloquent
words were worth a hundred learned expositions.

Parry taught music as a part of life. Was it necessary for life that
every part should form an organic whole? so it must be in music:
there must be no mere filling up, every part must have its relation to
the whole, so that the whole may live. Can we trace in life a process
of evolution from the germ to the complete organism? So must we
read the story of music. Is a nation given over to frivolity and
insincere vulgarity? We shall surely see it reflected in the music of
that nation. There was no distinction for him between a moral and
an artistic problemxxii. To him it was morally wrong to use musical
colour for its own sake, or to cover up weak material with harmonic
devicexxiii. This is what Parry taught, and this is what he practised;
later composers have followed after strange gods: they have
gathered new sounds from Germany, bizarre rhythms from Russia,
and subtle harmonies from France. Into these paths Parry has not
followed, not because he could not, but because he would not; he
remained staunchly himself, and amidst all the outpouring of
modern English music the work of Parry remains supremexxiv.

The secret of Parry’s greatness as a teacher was his broad-minded
sympathy; his was not that so called broadmindedness which comes
of want of conviction; his musical antipathies were very strong, and
sometimes, in the opinion of those who disagreed with them,
unreasonable; but in appraising a composer’s work he was able to
set these on one side and see beyond them. And it was in this spirit
that he examined the work of his pupils. A student’s compositions
are seldom of any intrinsic merit, and a teacher is apt to judge them
on their face-value. But Parry looked further than this; he saw what
lay behind the faulty utterance and made it his object to clear the
obstacles that prevented fullness of musical speech. His watchword
was “characteristic” – that was the thing which mattered.

When other duties forced Parry to give up his pupils the younger
generations of English musicians suffered an irreparable loss. True,
his influence is more widely felt now than it was then; hundreds of
students have passed through the College of Music, hundreds have
read his books, have heard his lectures, have sung his music – none
of these but must to some extent have realised what Parry was and
what he stood for; but they are the most fortunate who knew Parry
in the earlier days, when The Glories of our Blood and Statexxv and
Blest Pair of Sirens were new, the years which saw De Profundisxxvi

and Jobxxvii: those who came under his influence in those times it is
who can realise most fully all that Parry did for English musicxxviii.

This is an evocation of musical ethics that, in the cultural and
civil context, are opposed to according too much value to
aesthetic considerations for their own sake. It was all the more
true at the end of the war.

Vaughan Williams remained true to Parry’s memory to the end of
his days. This will be the subject of the second part of my article.

BIBLIOGRAPHY

ALLIS, Michael, Parry’s Creative Process, Aldershot, Ashgate, 2003.

COBBE, Hugh (Ed.), Letters of Ralph Vaughan Williams 1895-1958, Oxford, Oxford
University Press, 2008.

DIBBLE, Jeremy, C. Hubert H. Parry. His Life and Music, Oxford, Clarendon Press,
1992, 2002.

– “Parry, Stanford and Vaughan Williams: the creation of tradition », in : Ralph Vaughan
Williams In Perspective, London, Albion Music Ltd, 1998, p. 25-47.

GRAVES, Charles Larcom, Hubert Parry. His Life and Works, London, Macmillan, 1926.

KENNEDY, Michael, The Works of Ralph Vaughan Williams, Oxford, Clarendon
Press, 2002.

LYON, James, Leoš Janáček, Jean Sibelius, Ralph Vaughan Williams. Un cheminement
commun vers les sources, Paris, Beauchesne, 2011.

MANNING, David (Ed.), Vaughan Williams on Music, Oxford, Oxford University
Press, 2008.

VAUGHAN WILLIAMS, Ralph, National Music and Other Essays, London, Oxford
University Press, 1972.

i James LYON, Leoš Janáček, Jean Sibelius, Ralph Vaughan Williams. Un
cheminement commun vers les sources, Paris, Beauchesne, 2011, p. 167-224.

ii Jeremy DIBBLE, « Parry, Stanford and Vaughan Williams : the creation of tradition
», in : Ralph Vaughan Williams In Perspective, London, Albion Music Ltd.

iii Jeremy DIBBLE, op. cit., p. 28.

iv Ralph VAUGHAN WILLIAMS, National Music and Other Essays, London,
Oxford University Press, 1972, p. 182.

v Ibid.

vi Cf. Paul BERTAGNOLLI, « Atheism, Wagnerism, and Eroticism in Parry’s
Scenes from Shelley’s Prometheus Unbound », in Prometheus in Music.
Representations of the Myth in the Romantic Era, Aldershot, Ashgate, 2007, p.
251-292 – Paul DIEL, Symbolism in Greek Mythology, Shambhala, 1980.

vii Michael KENNEDY, The Works of Ralph Vaughan Williams, Oxford, Clarendon
Press, 2002, p. 5.

viii Ralph VAUGHAN WILLIAMS, National Music and Other Essays, London,
Oxford University Press, 1972, p. 180.

ix David MANNING (Ed.), Vaughan Williams on Music, Oxford, Oxford University
Press, 2008, p. 316.

x Jeremy DIBBLE, C. Hubert H. Parry. His Life and Music, Oxford, Clarendon
Press, 1992, 2002, p. 291.

xi Unpublished.

xii Michael KENNEDY, The Works of Ralph Vaughan Williams, Oxford, Clarendon
Press, 2002, p. 112.

xiii Jeremy DIBBLE, op. cit., p. 434.

xiv Jeremy DIBBLE, op. cit., p. 441.

xv Charles Larcom GRAVES, Hubert Parry. His Life and Works, London, Macmillan,
1926, t. II, p. 65.

xvi Charles Larcom GRAVES, op. cit., t. II, p. 72.

xvii Sir Hugh Percy Allen (1869-1946). In 1918 he succeeded Parry at the head of the
Royal College of Music.

xviii Parry’s great watchword was characteristic.

xix 11/3, p. 79.

xx Parry admired Whitman’s work though he never set it himself.

xxi “Song of the Open Road”, from Leaves of Grass.

xxii My italics.

xxiii My italics.

xxiv My italics.

xxv The Contention of Ajax and Ulysses: The Glories of Our Blood and State – words :
James Shirley (1596-1666), ode – Three Choirs Festival, Gloucester, 4 Sept. 1883.

xxvi De Profundis, Psalm 130 – Three Choirs Festival, Hereford, 10 Sept. 1891.

xxvii Job – words : composer and Bible, oratorio – Three Choirs Festival, Gloucester, 8
Sept. 1892.

xxviii David MANNING (Ed.), Vaughan Williams on Music, Oxford, Oxford University
Press, 2008, p. 295-296 – James LYON, Leoš Janáček, Jean Sibelius, Ralph
Vaughan Williams. Un cheminement commun vers les sources, Paris, Beauchesne,
2011, p. 98-99.�



The Ralph Vaughan Williams Society Journal, June 2012

14

A
ll

im
ag

es
co

py
rig

ht
ac

kn
ow

le
dg

ed
.

Occasionally in programme notes and more often in notes
accompanying CDs one may read that Ralph Vaughan
Williams dedicated The Lark Ascending to Marie Hall.

There may be reference to her as a violinist and the fact that she
gave the first performance. Such bald statements are part of a
story which has some of the elements of a fairy tale. Indeed,
Marie Hall sometimes referred to herself as “Cinderella”, and as
“fairy godmothers and godfathers” those who devised her
“escape from poverty, drudgery and a life inimical to the
development of a great musical ability”.

Marie Hall was born in Newcastle upon Tyne in 1884, the daughter
of Edward Hall, who played the harp for the Carl Rosa Touring
Opera Company. Her father encouraged her to learn the harp, but
she insisted on learning the violin and began when she was eight
years old. She immediately showed promise and her parents
encouraged her talent. The family moved frequently, and for some
time, possibly after her father had left the Carl Rosa company,
lived in a cottage in Guarlford near Malvern. They were very poor;
their home there was little more than a hovel that flooded regularly,
and to make ends meet they formed an instrumental group to
entertain local families and gatherings. There were times when
from sheer necessity Marie had to play the violin in the street, with
her mother collecting coppers from passers-by.

It was on such an occasion that Marie was heard by Emile
Sauret, a Professor at the Royal Academy of Music. He was so
impressed that he recommended to her parents that she apply for
a scholarship at the Academy. They declined because they
couldn’t afford it, and they needed Marie at home. Two years
later, at the age of eleven, she studied with Edward Elgar who
was teaching the violin locally at that time. He convinced
Marie’s father to allow her to go to London to audition with
August Wilhelmj at the Royal Academy of Music. In the event
Wilhelmj had Marie to stay with his family for three months, and
he gave her a lesson every day. On her return to Malvern a friend
offered to fund a three-year course for her at the Birmingham
School of Music, where she studied with Max Mosel, who had
been a pupil of Sarasate. Another friend invited her to stay with
her in Birmingham, and others raised funds to pay Marie’s father
£1 a week for loss of family earnings.

In 1898, at the age of fourteen, Marie won her scholarship to the
Royal Academy of Music. She and her family were then living
in Bristol, and her father again had to reject the offer on the
grounds that he was too poor to pay her living expenses and that
she was needed at home to help with the younger children. Also,
she was part of the family instrumental group playing at street
corners and in mansion drawing rooms. Undaunted by this
setback, Marie attempted to fund herself by arranging a concert
to raise money, but this plan was abandoned when it became
clear that the expenses of the concert would exceed the receipts.

At this point more “fairy godmothers and godfathers” came into
her life. The first was the Reverend Edmund Fellowes, at the
time Precentor of Bristol Cathedral, and later to become one of
the foremost British authorities on Tudor music. A violinist
himself, he heard about Marie’s situation, noted her talent, and
learned of her ambitions. Fellowes introduced her to Jane
Roeckel, a pianist and educator who had been a pupil of Clara
Schumann. She and her husband, also a musician, in turn
introduced the young violinist to Philip Napier Miles, the Squire
of Kings Weston, a millionaire and generous philanthropist. He
was also an amateur musician and had studied with Parry. He
recognised Marie’s potential and provided the money not only to
support her further training and living expenses, but also to pay
her father £1 a week.

Marie first studied in London with Johann Kruse, who had been
a pupil of Joachim. Then she introduced herself to Jan Kubelik,
an international virtuoso, literally button-holing him and
insisting he hear her. Kubelik – the father of conductor Rafael
Kubelik – was so impressed that he referred her to his own
teacher, Ottakar Ševčík of the Prague Conservatoire, one of the
most prestigious violin teachers of the day. Though Kruse and

“To Marie Hall”
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her Bristol supporters were against her going
to Prague, Marie won them over, and joined
the Conservatoire where, with the support of
Dvořák, she was excused the first five years
of the six-year course. She worked extremely
hard and was described by Ševčík as one of
his best pupils. At nineteen she gave her first
concert in Prague and embarked on a career
as a soloist. She began to command high fees
– for her first London concert with Henry
Wood conducting she received £500 (approx.
£36,000 in today’s money) – but legally still
came under her father’s jurisdiction. Soon she
came to be regarded as one of the finest
violinists of her time, and quickly seems to have achieved near-
celebrity status, in part the result of the story of her upbringing
which appeared in such publications as The Strand Magazine.
She made a number of overseas concert tours, and in 1916 met
up again with Elgar, as soloist in the first recording of his Violin
Concerto, which Elgar himself conducted.

Two years earlier, in 1914, Philip Napier Miles had introduced
Marie Hall to his friend Ralph Vaughan Williams, who was
beginning to make a name for himself. He had written a
number of songs, choral pieces and two symphonies. With
Marie in mind – he must surely have heard her play – and
thinking also of a poem by George Meredith, he began to draft
The Lark Ascending. Work on the piece was interrupted by the
composer’s war service, but after the war he and Marie Hall
met, once again at the home of Philip Napier Miles in Kings
Weston, and it was there that the work was completed. Hall

gave the first performance in Shirehampton
Public Hall, with piano accompaniment, and
later gave the London premiere, when the
orchestra was conducted by Adrian Boult,
who, at twenty-nine, was also just becoming
known.

In 1911 Marie Hall had married her manager,
Edward Baring; she was given away by Philip
Napier Miles, an indication of his importance
in her life. The Barings settled in Cheltenham
and had a daughter. Marie Hall continued
with her career but gradually made fewer and
fewer platform appearances. Those who knew

her in later life described her as a “very charming woman, very
small and jolly and with a great sense of humour. She was also
extremely generous.” She died in Cheltenham in 1956, “in
happy obscurity” according to one commentator, but not so
obscure as all that, since her name lives on. She was a woman of
skill and determination, with the talent to cajole and persuade,
who overcame formidable economic and social barriers to
achieve success in what was mainly a man’s world. Her story is
testimony also to the great generosity of those who saw musical
promise in an unlikely place, and helped fulfil it.

Much of the information for this piece came from Wikipedia, but
several interesting documents are available on the internet.
Marie Hall’s playing can be found on YouTube. The recording of
Elgar’s Violin Concerto (adapted by the composer to fit four 12-
inch 78rpm record sides) has been issued on CD and is available
from the Elgar Society.�

Ralph Vaughan Williams and literature in English
Home no more home to me, whither must I wander?

Hunger my driver, I go where I must.

Cold blows the winter wind over hill and heather:

Thick drives the rain and my roof is in the dust.

Loved of wise men was the shade of my roof-tree.

The true word of welcome was spoken in the door–

Dear days of old with the faces in the firelight,

Kind folks of old, you come again no more.

Home was home then, my dear, full of kindly faces,

Home was home then, my dear, happy for the child.

Fire and the windows bright glittered on the moorland;

Song, tuneful song, built a palace in the wild.

Now when day dawns on the brow of the moorland,

Lone stands the house, and the chimney-stone is cold.

Lone let it stand, now the friends are all departed,

The kind hearts, the true hearts, that loved the place of old.

Spring shall come, come again, calling up the moorfowl,

Spring shall bring the sun and [the] rain, bring the bees and

flowers;

Red shall the heather bloom over hill and valley,

Soft flow the stream through the even-flowing hours.

Fair the day shine as it shone on my childhood–

Fair shine the day on the house with open door;

Birds come and cry there and twitter in the chimney–

But I go for ever and come again no more.

Robert Louis Stevenson
From Songs of Travel and Other Verses (1895)
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When Ursula Vaughan Williams
died in October 2007, she
owned all her late husband

Ralph’s copyrights and copyright interests
as well as her own. She and Ralph had
managed these from 1956 by setting up a
private company called RVW Ltd, to
which Ursula had licensed the exploitation
on her behalf of her copyright interests.
Ursula and Ralph had also decided to
assign their Performing Rights income to a
trust, called the RVW Trust, which was to
help both Vaughan Williams’ less
successful contemporaries and especially
younger British composers achieve
performances. This trust was given a strict
instruction by Vaughan Williams that it
was not to support his own music, which
he felt could look after itself. This
instruction is still closely observed by the
RVW Trust, and because of it, Ursula used
to support performances of Ralph’s work
with grants from RVW Ltd, at least until
her later years when her own care needs became the top
priority. It was Ursula’s intention that the company, i.e. RVW
Ltd, should continue to support Vaughan Williams performances
after her death during the remainder of the term of copyright.
Therefore she set up the Vaughan Williams Charitable Trust in
2000 to take on ownership of the Company after her death.

Her executors assigned all her copyright interests, both in the
works of Vaughan Williams and her own literary works, to
VWCT. However in the event the plan that VWCT should
follow Ursula and manage the copyright interests by licensing
them to RVW Ltd turned out not to be advantageous under
Charity Commission guidelines. So the Trust decided to manage
the Vaughan Williams copyright interests itself and entrusted
that responsibility to the Trust’s Director, dissolving RVW Ltd.

The lifeblood which enables VWCT to fulfil its charitable objects
is the royalties it receives from publishers. These are paid in return
for the exclusive assignments and licenses of copyright given
them by the composer or his successors at the time the work was
published. It is therefore usually the publisher who has the formal
power to give permission for anything that is done to, or for any
use that is made of, the work in question. It is normal practice for
publishers to refer any requests for copyright permission that are
other than routine to the composer’s representative, in this case
VWCT. Requests might be for permission to arrange a work for a
different combination of instruments (e.g. a wind band) or to use a
piece of music for a film, or simply to obtain a photocopy of the
original manuscript in the British Library. In the case of all
unpublished works and all literary writings, such as Vaughan
Williams’ personal letters and Ursula’s poetry, the copyright

remains absolutely with the Trust and no
publisher is involved.

It is a fact of life for trusts which depend on
income arising from copyright interests that
such income evaporates when the term of
copyright expires (in most cases seventy
years after the death of the creator). It is the
wish of the trustees of VWCT that the work
of the Trust should be able to continue after
the expiry of Vaughan Williams’ copyright
at the end of 2028, and to that end it is their
policy to set aside a proportion of income
each year to build up a fund which will, we
hope, continue to provide an annual income
to make that possible.

All this is the “input” side of the picture; the
other side is the uses to which the Trust puts
its income. Ursula’s wish was that the Trust
should use this primarily “for advancement
anywhere in the world of the education of
the public in the knowledge, understanding

and appreciation of the life and works of the late Ralph Vaughan
Williams”. Ursula also took account of her own interests by
suggesting that the Trust should also provide some support for
wildlife causes. (Grants are indeed made from time to time for
wildlife projects but in general it is felt by the trustees that animal
welfare is very well cared for by many other charities.) In
accordance with her wishes our present policy is to support:

1 The publication of hitherto unpublished works of Vaughan
Williams or the origination by their publishers of new scores
and performing material for works already published. We also
support publication of Vaughan Williams’ letters.

2 The performance of works by Vaughan Williams, either where
they are rarely performed (such as the operas) or where the
context is special, such as local music societies or festivals.

3 The recording of neglected Vaughan Williams works, especially
the creation of DVDs of the operas.

4 Support for research into the music of Vaughan Williams.
5 The acquisition by public institutions of Vaughan Williams

research material, such as autograph manuscripts or original
correspondence.

When Ursula deposited the autograph manuscripts of Vaughan
Williams in the British Museum (later the British Library) many
of the early unpublished works bore a note in her handwriting
indicating that the work had been withdrawn and was not to be
copied or performed. However, in April 1996, she formally
wrote to me (as the then Head of Music at the British Library)
saying “I revoke my handwritten injunction that these works not
be performed. Because of the increased interest in these early
works and the attempts by various persons to publish these

16

The Vaughan Williams Charitable Trust
Hugh Cobbe

Ursula Vaughan Williams



The Vaughan Williams Charitable Trust

17

works illegally I have given permission to RVW Ltd. to prepare
and publish these works on my behalf.” Since then, first under
the auspices of RVW Ltd and then of VWCT, a series of the
early works (and some later ones such as the recently discovered
carol for female voices Oh My Dear Heart) has been issued,
firstly by Faber Music, and more recently by Stainer & Bell and
Oxford University Press. These include the early chamber
music, notably the Piano Quintet in C minor, the early orchestral
piece Heroic Elegy and Triumphal Epilogue,
Vaughan Williams’ doctoral exercise now
titled A Cambridge Mass, another choral
piece The Garden of Proserpine, and in the
near future the Bucolic Suite and the work to
be known as Serenade (1898) for small
orchestra (in order to avoid any confusion
with his well-known Serenade to Music).
Further works are in the pipeline. On
another front we have supported the
publication by University of York Music
Press of settings by contemporary
composers of poems by Ursula Vaughan
Williams. All these works have been or will
be published with the Trust providing
supporting finance.

A vital part of the dissemination process for
works that are already published is the ability to provide
performing material up to the standards required by present-day
orchestras, as orchestral parts photocopied from handwritten
masters are no longer acceptable and tend to discourage
orchestras from programming works. RVW Ltd and now VWCT
have been pursuing a policy for some time, in close cooperation
with our publishers, of supporting the creation of new full
scores, using the latest digital software. This enables the
production of legible full scores for conductors and printed parts
for players. In the case of the major works, such as the
symphonies, we have commissioned new editions so that errors
in notes (rare) and the placing of dynamics (more common) –
few of them very perceptible – are correct for the future.

In giving grants for performances, we believe that the
performance of the mainstream Vaughan Williams works by
established orchestras and choruses does not require our
support. On the other hand we do like to help the performance of
neglected works, as Ursula wished us to do. This applies
particularly to the operas. In recent years RVW Ltd and now
VWCT have supported a recording and a production of The
Poisoned Kiss, two productions of Hugh the Drover, and also
the semi-staged performance of The Pilgrim’s Progress at
Sadler’s Wells in 2008. The culmination of our efforts for the
operas has been the three productions by English National Opera
at the Coliseum: first Sir John in Love in 2006, then Riders to the
Sea in 2009 and now The Pilgrim’s Progress in 2012. We believe
that Ursula would have been especially happy about this
production of Pilgrim.

As well as supporting the publication of early works we have
also supported their public premieres and other performances,
and there are some circumstances in which we feel that even
performances of mainstream works should receive support. We
gave the Three Choirs Festival a grant in 2010 for an extra
rehearsal of the Tallis Fantasia so that the orchestra could
master playing the work without any vibrato (as the conductor

felt it would have been played at its first performance a hundred
years earlier). The following year a grant from us enabled the
festival to put on the rarely performed An Oxford Elegy. This
year we have supported a number of performances of Sinfonia
Antartica, mostly given in connection with the centenary of
Captain Scott’s second expedition to the South Pole, to meet the
cost of hiring the extra forces necessary for that work. We are
very conscious of Vaughan Williams’ strong commitment to

amateur music making, and realise that
often a small grant will perhaps tip the
balance in making it possible for a local
choir to meet the costs of putting on a
major work.

Our support for recordings has concen-
trated on enabling CDs to be made of
hitherto unpublished works: Willow-Wood,
The Garden of Proserpine, Fantasia for
piano and orchestra, and in the current year
the early Serenade for small orchestra, the
Bucolic Suite and Solemn Music for the
Masque at Charterhouse. In many of these
cases the issue of the CDs has preceded
first public performance, since it was the
preparation of performing material for the
CD that enabled the subsequent performance

to take place. We have been particularly glad to support our
trustee and founder of the RVW Society, Stephen Connock, who
on the Albion label has energetically pioneered the recording of
hitherto unpublished Vaughan Williams works, and in this way
to support the work of the RVW Society. We have also
developed a happy working relationship with the Somm and
Dutton labels.

There are two other areas where we are willing to consider
providing limited financial help. We naturally wish to encourage
academic research on Vaughan Williams-related topics at
postgraduate level and are happy to look at applications from
students for help with incidental travel, photography or other
activities connected with their research. However we do not
provide basic living support grants for students, since such
grants need to be greater than we can manage, given our other
areas of commitment. One area, though, where we feel we can
readily support future research is to help public institutions, in
particular libraries, purchase Vaughan Williams-related source
material. Such opportunities do not arise often, but we were able
to assist the British Library to purchase the autograph score of
Flos Campi and the correspondence between Martin Shaw and
the composer.

Our guiding principle is to support the Vaughan Williams cause
in all these different ways, following the example of our founder,
Ursula Vaughan Williams, who did so from her first encounter
with Ralph in 1938 until the end of her life. The VWCT is chaired
by her and Ralph’s close friend, Michael Kennedy, and the other
trustees are Stephen Connock, Andrew Dixon, Sally Groves, Eva
Hornstein, Joyce Kennedy, Arthur Searle and Bernie Watson.
They, with myself, the Director, and Nicholas Williams, the
Secretary, were all Ursula’s devoted friends and admirers.
Between us we know Ursula and, with Michael’s guidance,
Ralph well enough to be fairly certain of what they might have
wanted us to do. We hope that all who love the music of Ralph
Vaughan Williams will benefit as a result.�
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For many members of the Ralph Vaughan Williams Society
the only contact with such organisations as RVW Ltd, the
RVW Trust and the Vaughan Williams Charitable Trust will

be when they see the words “with financial assistance from”
attached to a compact disc, concert or opera production. This was
pretty much my own position, and I am doubly grateful to Hugh
Cobbe for his succinct explanation of it all in the previous article.
One particularly interesting field in which RVW Ltd, and now
VWCT, has been active is in supporting the rediscovery of
previously unknown early works by Vaughan Williams. By the
time you read this, and thanks to the vision of Society Chairman
Em Marshall-Luck, the Fantasia for piano and orchestra, begun in
1896, and one of his earliest forays into orchestral writing, will
have received its first ever public performance at the English
Music Festival. It has already been recorded, however, by the same
pianist and conductor, on the Somm label, and you can read a
review of that recording elsewhere in this issue of the Journal. You
will also be able to read a review of a new disc from Dutton, of the
Fifth Symphony, in what is proudly announced as a “New Edition”.
Clearly, things are moving on the Vaughan Williams front.

When we look at a score, of Beethoven’s Fifth, say, we see it as a
faithful representation of the composer’s intentions. But this is
not always the case. In the case of Beethoven, for example, can
we be sure, more than two centuries on, of what exactly his
intentions were? There were no fancy computer programmes in
those days, so Beethoven wrote by hand, and in the process of
preparing a fair copy of a symphony for engraving it is inevitable
that small errors will creep in amongst the hundreds of thousands
of notes. And what if the composer changes his mind about a
detail or two when he hears the work for the first time? And what
if the composer’s handwriting is difficult, or, as was the case with
Vaughan Williams, sometimes impossible to read? Then again,
the performing materials, the conductor’s score and the orchestral
parts, present the same problems. This kind of material is often
available only on hire from publishers, and in spite of blood
curdling threats, orchestral players mark their parts liberally, and

don’t always, sad to say, rub their markings out before sending
the parts back. Conductors, particularly those addicted to the
fluorescent highlighter, are even worse.

During Vaughan Williams’ lifetime, though some of his music
was published by Stainer and Bell, his principal publisher was
Oxford University Press, and that company has recently launched
a programme of renovation of its valuable catalogue of Vaughan
Williams publications. The first work to receive this treatment
was the Fifth Symphony. The editorial task was undertaken by
Peter Horton, and very painstaking work it must be. It consists of
assembling all available sources, including the composer’s
manuscript where possible, and comparing each and every note
in each and every source. Given that most of the anomalies are
really matters of detail – a slur that finishes on the wrong note, a
missing staccato point, a dynamic mark placed a couple of notes
too soon – this might seem like a lot of effort for a result little
more than negligible. But it is clear that there is little point in
preparing a new edition of a major work without ensuring that it
is as accurate a representation of the composer’s final thoughts as
possible. The corrections that have been incorporated into the
new edition are mostly matters of detail, which is why, when you
listen to the excellent new Dutton disc, with the Bournemouth
Symphony Orchestra conducted by Martin Yates, you will
probably not notice anything new. Only one major error has been
corrected, and it is one that was spotted some time ago and has
already been corrected in many performances. In the original
published score, at the climax of the slow movement, the timpani
enter one bar too late. It is clear, looking at the score, that there is
a powerful argument for correcting this. But, as members can
read in my own article on page 7 of the October 2001 issue of the
Journal, on purely human terms – Vaughan Williams heard and
conducted this work many times without, apparently, noticing
any problem – I find it hard to be totally convinced.

For those members who like to follow the score when listening
at home, the good news is that the replacement of the aging
study scores of the major works with spanking new editions
forms part of the OUP programme. And those who have the
Somm CD of the Fantasia, or who were able to hear the premiere
performance on 1 June, should know that publication of many of
these early works is underway too. The Cambridge Mass, for
instance, a work which has received a fair amount of coverage in
the Journal, is available, as is the Fantasia, both newly printed,
providing an invaluable resource for Vaughan Williams scholars
and non-specialist music lovers alike.

Vaughan Williams’ relationship with Oxford University Press was
a close and fruitful one, and it is gratifying that this is continuing
now, more than fifty years after his death. There will be more on
this important subject in the next issue of the Journal. �
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Ralph Vaughan Williams and

Oxford University Press
William Hedley

Vaughan Williams’ handwriting was such that mistakes could easily
creep in.
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It all started with Em
Marshall-Luck and I agree-
ing in correspondence that

you can’t please everyone all
the time! For those supporters
of particular causes and loves,
in this case, of British
composers, we will never do
enough for them. What I have
to do, together with my BBC
Radio 3, BBC performing
groups and BBC Proms
colleagues, is to try and strike
a balance – in the full knowledge that, for each individual
listener, we could always have made other choices.

In recent years the Proms have been applauded for the festival’s
increased commitment to British music. Perhaps this is not a
surprise given the large number of Vaughan Williams works
featured (including rarities such as the Eighth and Ninth
Symphonies and the Piano Concerto); or, more recently, the
focus on the music of Bridge, Parry and Foulds; or the recent
Proms premieres of Bax’s Second Symphony and Havergal
Brian’s “Gothic” Symphony. The “Gothic” is also a good
example of the way in which the work of the BBC can have
lasting impact. The Hyperion disc which was issued of that
performance is now available for future generations, as is the
performance of the Foulds World Requiem which Radio 3
specially mounted a few years ago in the Royal Albert Hall.
British twentieth-century music happens to be one of my
passions and I had been intrigued for years about the Foulds
piece – like the Brian, much discussed but rarely heard, even
more rarely than the “Gothic”!

I think it is important not to make overly extravagant claims for
British music, but it is similarly important to give these
neglected pieces the chance to have their moment in the sun in
the best possible performances, so that we can assess them in the
right way, not simply let them be dismissed without a thought on
the basis of third hand or no experience. British music is not best
served by indiscriminate support of the neglected. We need to
seek out some of the best works and put them on with
confidence, not merely promote anything that is unknown.

Where would our understanding be of the Bax symphonies, for
example, without the benchmark set recorded for Radio 3 by the
BBC Philharmonic Orchestra and Vernon Handley? Look at so
many recent discs on Dutton, Chandos and Hyperion – to name

only a few – and you will see
BBC orchestras involved in
many of them. These record-
ings are only possible by virtue
of Radio 3 prioritising this
British music and agreeing co-
productions with the companies
in question.

Now the 2012 BBC Proms
plans have been announced,
news is out about the special
Vaughan Williams symphony

night to which we can all look forward. I have longed to hear the
great trilogy of nos. 4, 5 and 6 in one evening, and it promises to
be a very powerful experience. I was particularly keen to
programme Delius in this anniversary year and I am delighted to
have been able to include so many rarities, thanks to the artists
who have agreed to perform them – not least those new to this
repertoire – Osmo Vänskä in Eventyr, Charles Dutoit in Paris
and Jiří Bělohlávek in Songs of Farewell. We need conductors
who will take on this repertoire, but only if they are really
committed to it.

But it is not just the Proms and the BBC performing groups
which regularly feature British music. It was the subject of a
special series of Radio 3’s “Composer of the Week” at the start
of the year, (alongside BBC Four’s broadcasts of British
composer films.) The marvellous new film by John Bridcut
about Delius has just been transmitted as I write.

Also in January I know that our Radio 3 listeners enjoyed Simon
Heffer’s series in “Saturday Classics” which was devoted to
British music, including Moeran, Lloyd, Bliss, Warlock and
much, much more. We have another series planned. It is important
to remember that listeners need to investigate more than the Radio
Times listings to know what might be broadcast. In a two hour
programme like “Saturday Classics”, the magazine does not have
the space to list every piece, much as we would like it to do.

So there is a lot to look forward to on Radio 3 and plenty of
British music planned for the 2013 Proms, including one
particularly neglected composer. In addition, just after this
year’s Proms the BBC Symphony Orchestra begins its focus
on Tippett – a great composer regrettably largely ignored since
his death – including his four symphonies. This is just one
more example of the BBC’s ongoing commitment to British
music. �

The BBC, the Proms, and British Music
Members have frequently used the correspondence columns of the Journal to bemoan or, more rarely,

commend the organisers’ commitment to Vaughan Williams at the Proms. Here, Roger Wright, Controller,
BBC Radio 3 and Director, BBC Proms, shares his thoughts on this thorny subject.



English music in the early years of the last century owed a
very great deal to the drive and inspiration of Walter
Willson Cobbett (1847–1937), a music-loving business-

man who sponsored a series of competitions and commissions
designed to encourage British composers to re-invent the
sixteenth century Phantasy.

The first competition, in 1905, was won by William Hurlstone
with Frank Bridge placed second. Bridge won the second
competition in 1907, with John Ireland placed third. In 1909, it
was Ireland’s turn to win, while in 1915, Bridge shared the first
prize with Albert Sammons. Among other composers who
entered were Haydn Wood, Joseph Holbrooke, William Reed,
Herbert Howells and Cecil Armstrong Gibbs. Of the names less
well known today, James Friskin and Susan Spain-Dunk were
prize-winners on two occasions each.

In the meantime, Cobbett had begun to commission phantasies
from a number of composers, and it was thus that Ralph
Vaughan Williams came to write a Phantasy Quintet, with the
usual string quartet instruments augmented by a second viola.
The Quintet was composed in 1912, but was not given its first
performance until 23 March 1914 in the Aeolian Hall, when
Albert Sammons led the London String Quartet, with James
Lockyer as second viola. Cobbett was joint dedicatee with the
members of the Quartet.

There is a good choice of
recordings of the Phantasy
Quintet. In his Selective Discog-
raphy, Stephen Connock recom-
mends the Music Group of
London, led by Hugh Bean.
This is now on Disc 13 of EMI’s
Collector’s Edition box, which
many readers of the Journal will
no doubt already own. The
single disc issue can still be
found, but at a price! Second-hand copies are available though.
An excellent modern alternative comes from the Maggini
Quartet on Naxos, which also includes the two string quartets.
The same three works are also available from Nimbus with the
Medici String Quartet (1989) and from Alto with the English
String Quartet. The Nash Ensemble are on Hyperion (2001), on
a disc which also offers the Six Studies in English Folk Song and
the Violin Sonata. For completists, there are two further
recordings: the Aronowitz Ensemble offer Elgar’s Piano Quintet
and a work by Huw Watkins, while the organist William
Saunders includes an arrangement of the Alla Sarabanda
movement in his recital of mainly English music. The choice for
anyone coming to this lovely work for the first time might come
to depend on the various couplings, but for sheer quality of
string playing, the Music Group of London still leads the way.

The Ralph Vaughan Williams Society Journal, June 2012
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A Century On
Phantasy Quintet

Simon Coombs

TOP ROW L to R: Walter Willson Cobbett, William Hurlstone, Frank Bridge, John Ireland, Albert Sammons, Haydn Wood.
BOTTOM ROW L to R: Joseph Holbrooke, William Reed, Herbert Howells, Cecil Amstrong Gibbs, James Friskin, Susan Spain-Dunk.



Three Choirs Festival, Hereford

The Marquee, 23 July 2012 from 4.30pm
A Bigger Splash: Ralph Vaughan Williams
and his Sea Symphony.
A talk by Rolf Jordan and guests, including
conductor, Adrian Partington.

In an expanded adaptation of a chapter
from his forthcoming book, Rolf Jordan
explores A Sea Symphony. In particular, he
will focus on the Leeds Festival premiere,
take a candid look at its audience and
composer, and share some new and
surprising facts. A Ralph Vaughan Williams
Society event, this talk will take place prior
to the evening’s performance of the
symphony. Refreshments will be served.
Book for the talk and evening concert:
www.3choirs.org/2012-hereford

BBC Proms
Tickets are now on sale. If you are having
difficulty booking, more tickets may
become available nearer the time. Most
concerts take place at the Royal Albert Hall.

TUESDAY 31 JULY, 19:00
Fantasia on a Theme by Thomas
Tallis
with Ireland, Delius, Walton (Belshazzar’s
Feast)
Jonathan Lemalu, bass-baritone
BBC Symphony Chorus
BBC National Chorus and Orchestra of
Wales
Tadaaki Otaka, conductor

SUNDAY 12 AUGUST, 15:30
Flourish for Glorious John
with Holst, Higgins, Ellerby, Walton etc.
NationalYouth Wind Orchestra of Great Britain
James Gourlay, conductor
National Youth Brass Band of Great Britain
Bramwell Tovey, conductor

THURSDAY 16 AUGUST, 19:30
Symphony no. 4 in F minor
Symphony no. 5 in D major
Symphony no. 6 in E minor
BBC Scottish Symphony Orchestra
Andrew Manze, Conductor

Arts in Residence

FRIDAY 23 – SUNDAY 25 NOVEMBER,
Bartley Lodge Hotel, New Forest,
Hampshire.
Vaughan Williams: The Music of
the 1940s and ‘50s,
with Terry Barfoot and Em Marshall-Luck.

A weekend residential course exploring
many of the compositions from the final
period of Vaughan Williams’ extraordinarily
productive life, including the last four
symphonies and The Pilgrim’s Progress.

£275 – £299 per person, including
accommodation and meals.
For more information:
www.artsinresidence.co.uk
email: info@artsinresidence.co.uk

English National Opera: The Pilgrim’s
Progress

Performances: 5, 9, 16, 20, 22, 28
November at 19:30, 24 Nov at 18:30
A new production in association with The
Vaughan Williams Charitable Trust and
supported by ENO’s English Opera Group
and the Friends of ENO. Booking now open.
Conductor: Martyn Brabbins
Director: Yoshi Oida
Choreographer: Carolyn Choa
Cast includes Roland Wood (Pilgrim, John
Bunyan), Benedict Nelson, George von
Bergen, Tim Robinson, Colin Judson,
Alexander Sprague, Mark Richardson,
Eleanor Dennis, Kitty Whateley, Ann Murray

1 JULY, 15:30
Albert Hall, Nottingham
Diamond Jubilee Celebrations
The Old 100th
with Handel, Mozart, Parry, Walton, Coates
Nottingham Festival Chorus
East of England Singers
Nottingham Concert Orchestra
Angela Kay, conductor

5 JULY, 19:30
Cheltenham Town Hall
On Wenlock Edge
with Butterworth, Delius
Julia Liang, violin
Gloucestershire Youth Orchestra
Glyn Oxley, conductor

8 JULY, 14:30
Philharmonic Hall, Liverpool
Annual Charity Concert
Fantasia on “Greensleeves”
with Holst, Parry, Walton (Belshazzar’s
Feast)
Crosby Symphony Orchestra
Robert Sells, conductor

9 JULY, 19:30
St. John’s Church, Frome, Somerset
Frome Festival
A London Symphony
with Bax, Elgar (Sea Pictures)
Alison Bell, mezzo-soprano
Frome Symphony Orchestra
Mark Gateshill, conductor

FORTHCOMING CONCERTS

BBC PROMS
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11 JULY, 18:00
St Lawrence Jewry, London
City of London Festival
A Postcard from Home – and from the
Distant Past
Four Last Songs
with Warlock, Frances-Hoad (Beowulf,
premiere)
Jennifer Johnston, mezzo-soprano
Alisdair Hogarth, piano

13 JULY, 19:30
Grass Roots Court Theatre, Tring
Along the Field
with Schubert, Brahms, Horder, Elgar
Lorna Anderson, soprano
James Lisney, piano
Paul Barritt, violin
Catherine Yates, violin
Louise Williams, viola
Josephine Horder, cello

14 JULY 19:30
Frome Festival
St. John’s Church, Frome
Concerto Grosso
with Elgar, Britten, Jenkins, Warlock
Tamsin Waley-Cohen, violin
Bath Philharmonia
Jason Thornton, conductor
Frome Symphony Orchestra
Mark Gatehill, conductor

15 JULY, 17:00
Cheltenham Festival
A London Symphony
with Elgar (Cockaigne, Cello Concerto),
Hannah Kendall Shard (premiere), Holst,
Ireland
Steven Isserlis, cello
Bournemouth Symphony Orchestra
Martyn Brabbins, conductor

21 JULY, 14:30
Three Choirs Festival
Holy Trinity Church, Hereford
Orpheus with his lute,
Silent Noon
Recital by Felicity Lott and Graham
Johnson
with Purcell, Elgar, Bridge, Warlock,
Gurney, Quilter, Britten

21 JULY, 19:30
Budleigh Salterton Festival
Mass in G Minor
with Tippett, Duruflé (Requiem)
Penny Davies, mezzo-soprano
Julian Rippon, baritone
Jonathan Watts, organ
Exeter Festival Chorus
Nigel Perrin, conductor Nigel Perrin

22 JULY, 17:00
St David’s Hall, Cardiff
Fantasia on a Theme by Thomas
Tallis
with Wagner, Bizet, Dvořák, Mascagni,
Sibelius, Elgar, Borodin, Tchaikovsky,
Holst, Rossini
Bournemouth Symphony Orchestra
Owain Arwel Hughes, conductor

23 JULY, 19:45
Three Choirs Festival
Hereford Cathedral
A Sea Symphony
with Mendelssohn, Phibbs (new
commission by the Philharmonia Orchestra
and Anvil Arts)
Ailish Tynan, soprano
Owen Gilhooly, baritone
Three Choirs Festival Chorus
Philharmonia Orchestra
Adrian Partington, conductor

26 JULY, 11:00
Three Choirs Festival
Shirehall, Hereford
Songs of Travel,
Whitman songs
with Ireland etc.
Recital by Roderick Williams and Susie
Allan

26 JULY, 19:30
St David’s Hall, Cardiff
Overture, The Wasps, The Lark
Ascending
with Tchaikovsky, Elgar, Ravel, Mozart,
Sarasate, Bizet, Lehár
Lesley Garrett, soprano
Nicola Benedetti, violin
Chloë Hanslip, violin
Royal Philharmonic Orchestra
Owain Arwel Hughes, conductor

28 JULY, 19:30
St David’s Hall, Cardiff
Fantasia on “Greensleeves”
with Rossini, Johann Strauss, Delibes,
Walton, Elgar, Wood (Song of Wales)
Orchestra of Welsh National Opera
Owain Arwel Hughes, conductor

And looking ahead...

4 OCTOBER, 19:30
Royal Festival Hall, London
Symphony No. 6
with Prokofiev (Symphony No. 5)
Russian National Orchestra
Vladimir Jurowski, conductor

17 OCTOBER, 19:30
Lighthouse, Poole
Fantasia on a Theme by Thomas
Tallis
with Delius (Cello Concerto), Tchaikovsky
Paul Watkins, cello
Bournemouth Symphony Orchestra
Michael Francis, conductor

17 NOVEMBER, 19:30
Liverpool Philharmonic Hall
A London Symphony
with Delius (Violin Concerto), Elgar,
Edward German
Tasmin Little, violin
Royal Liverpool Philharmonic Orchestra
John Wilson, conductor

20 JANUARY 2013, 15:00
Royal Festival Hall, London
Fantasia on a Theme by Thomas
Tallis
with Walton, Delius, Ireland (Piano
Concerto), Elgar
Leon McCawley, piano
Philharmonia Orchestra
John Wilson, conductor

1 MAY 2013, 19.30
Royal Festival Hall, London
Symphony No. 4
with Tippett (A Child of our Time)
London Philharmonic Orchestra and Choir
Ryan Wigglesworth, conductor

3 MAY 2013, 19:30
Barbican Centre, London
Five Tudor Portraits
with Walton, Bowen (Viola Concerto)
Rosie Aldridge, mezzo-soprano
Neal Davies, baritone
Lawrence Power, viola
BBC Symphony Orchestra and Chorus
John Wilson, conductor

More Vaughan Williams concerts can be
found on the Society’s website. As always, do
check details before making a special journey.

We welcome news of forthcoming Vaughan
Williams concerts (in electronic form only,
please.) Send to rvwinformation@hotmail.com

Karen Fletcher

In order to keep our records up to date,

please make sure the Membership Officer

knows if you have changed your e-mail

address, or if you wish to opt in or out of

e-mail correspondence with the Society.

You can contact him at

davidbetts@tudorcottage.plus.com



SO MANYGAPS…
“I sometimes dread coming back to normal life with so many
gaps – especially of course George Butterworth…& now I hear
that Ellis is killed – out of those 7 who joined up together in
August 1914 only 3 are left – I sometimes think now that it is
wrong to have made friends with people much younger than
oneself – because soon there will only be the middle aged left….”

So wrote Vaughan Williams to Gustav Holst in Autumn 1916.

Travelling around the Somme battlefields on our very enjoyable
study tour of October last year, my enthusiasm for Vaughan
Williams was lent a new perspective by seeing the places where
he and other English composers served in the Great War. We
visited Ecoivres, the location of the Royal Army Medical Corps
dressing station where Vaughan Williams was stationed and from
where, going up to the lines in the evenings, he saw the “Corot-
like landscape” that inspired A Pastoral Symphony. Vaughan
Williams gave little away about the meaning of this work, though
later he wrote to Ursula, “It’s really war-time music…it’s not
really lambkins frisking at all…”. When I first read these words
it was like a puzzle piece falling into place: I loved the work but
had found it difficult to equate its name (and music) with the more
obviously “pastoral” pre-war pieces.

Listening to this wonderful, enigmatic symphony during our stay,
and visiting so many Western Front locations, I was taken back to
his letter to Holst and to those “gaps”, George Butterworth and
other young musical colleagues such as F. B. Ellis and Denis
Browne. With his interest in the activities of the English Folk Dance
Society, he must also have felt keenly the loss of three of their six-
strong “First Men’s Morris Side”, of which Butterworth was a
member. Gaps indeed. It’s probably pure coincidence, but the fact that
Vaughan Williams uses pentatonic – gapped – scales for a number of
the themes in the Pastoral Symphony seems appropriate in context.

Ultimately I hear this work as a dual requiem for man and nature.
But despite the loss and sorrow, nature eventually heals, and man
must attempt a return to normal life.

Jane Hunt
Warminster, Wiltshire, UK

[Information about the latest Arts in Residence weekend course
featuring the music of Vaughan Williams can be found on page 21]

VAUGHANWILLIAMSAT THE PROMS
In his book The Works of Ralph Vaughan Williams, Michael
Kennedy expresses regret that no one has yet had the courage to
play symphonies four, five and six in one concert programme.
Well, after all of forty-eight years somebody is about to do just
that. On 16 August this year Andrew Manze and the BBC Scottish
Symphony Orchestra will present all three in one go. On the
Proms website Andrew Manze says he is on a mission to
“rehabilitate the composer in people’s minds as an important
figure in music making in this country”. (I would have added “and
worldwide”.) I expect this to be the “revealing spiritual and
musical experience” that Michael Kennedy predicts.

At last, in this Olympic year, Vaughan Williams looks as if he is
getting some long deserved recognition at the Proms. Also
programmed, on 12 August, is the very rarely heard Flourish for
Glorious John, written for Sir John Barbirolli.

Michael Gainsford
Burbage, Leicestershire, UK

[See Roger Wright’s article on page 19]

KING JAMES IS BEST
I have never had the slightest problem in understanding why a
non-believer such as Ralph Vaughan Williams should wish to
set the words of the King James Bible: it is simply an example
of the very finest use of the English language. Had he been
faced with a copy of the New English Bible or one of the other
modern texts I think he would have moved on to better things.
In my view only Shakespeare can compete; the King James
Bible is the best.

I would commend to any members who share my views the short
story by Kipling, Proofs of Holy Writ, not easy to find as it is one
of the non-collected stories, and not well thought of by many
critics, but still an example of the late work of a master story teller
and wordsmith that is a pleasure to read.

Michael Parker
Cove, Hampshire, UK

MORE HAIM
Cecil Bloom’s letter in the February issue persuades me that the
Israeli composer who visited Vaughan Williams on the last day of
his life was not Paul Ben-Haim, as I had long assumed. In my
defense, I reiterate that at least the first edition of Ursula Vaughan
Williams’ biography, which I have owned since its publication in
1964, does indeed refer to that composer as “Ben-Haim,” albeit
“Alexander Ben-Haim”. As time went on and memory played one
of its many tricks, I began to think of the composer as Paul Ben-
Haim, since he was the only Israeli composer I knew of named
Ben-Haim. When I wrote my earlier letter referring to Mr.
Bloom’s article, I returned to the biography for the first time in
many years to discover that Ursula had in fact spoken of
Alexander Ben-Haim. I concluded that she had made an error, the
nature of which I was unsure. Did she really mean Paul Ben-Haim
or Haim Alexander? Truth being slippery and elusive, I then made
an error of my own in transposing the latter’s name to Alexander
Haim (the heading for his entry in the New Grove read
“Alexander, Haim”). I infer from Mr. Bloom’s letter that Ursula’s
original error has been corrected in a subsequent printing to which
I have no access, and so there is really no mystery at all. I am left
only to report that a video has been posted on You Tube showing
Haim Alexander, who visited Vaughan Williams when the latter
was a mere eighty-five, speaking and playing the piano at his own
ninety-fifth birthday party in 2010. Tempus fugit!

Michael Greenwald
Philadelphia, USA
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AN OLD INFLUENCE
I would like to take up one of Philip Moore’s points in his letter
in the last issue about Vaughan Williams hymns. I would agree
that his frequent use of initial two-beat notes may relate to tunes
such as the Old 100th, but I believe that in the case of Down
Ampney the one in question is actually the Old 120th, a rather
less well known example. This was, however, included in the
English Hymnal for two hymns: “Hail to the Lord who comes”
and “O Thou not made with hands”. It reappears in the New
English Hymnal with the information that the melody was from
Este’s Psalter of 1592, and harmony almost entirely from
Ravenscroft’s Psalmes of 1621. Like the Old 100th this tune
begins each phrase with a double length note, and in his
introduction to the English Hymnal Vaughan Williams wrote that
“the original rhythms of many of the old Psalter tunes have also
been restored, especially the long initial on the first syllable,
which gives such a broad and dignified effect to these tunes.”
What is notable to me about the tune of the Old 120th is that
there are several additional similarities to that of Down Ampney;
and both are in the same key, which makes comparison easier.
Firstly, the opening of both hymns are so alike in their upward
movement, despite the slightly different rhythm of each; and
both then modulate to the dominant over very similar bass lines.
I accept that the tunes do then go their separate ways, with Down
Ampney being the more extensive one. But after further emphasis
on the dominant in both tunes comes a most distinctive flattened
7th, occurring in the tenor rather than the treble for the Old
120th, but still notable, with both falling by step. Both tunes in
fact descend by step from a top B natural, and then the harmonies
are also very similar as they approach the final tonic.

I am not aware that the links between these two tunes have ever
been pointed out before. I can’t help feeling that as Vaughan
Williams was editing the English Hymnal and composing his
original hymn tunes at much the same time, a tune such as the
Old 120th must have had some influence on him, whether
consciously or unconsciously. In any case, we can accept that
the result he came up with has had its own life in our time far
over and above that of the old Psalter example.

Robert Allan,
Edgaston, Birmingham, UK

VAUGHANWILLIAMS INSPIRES THE YOUNG
My grandson is a scholarship student at Harrow School in
northwest London. He plays the violin and is a member of the
school orchestra, as well as singing bass in the Harrow Choral
Society. For their Spring Term concert the school offered quite a
wide range of music, with varying instrumental groupings. The
Concert Band items, for example, were boisterous and thoroughly
enjoyable with about eighty players on the stage. These included
Maisie Ringham, who had played trombone with the Hallé
Orchestra, having been invited to join by Sir John Barbirolli. This
was to be her final public performance before retiring.

I have known and adored the Tallis Fantasia for more than half
of my life, but had never heard it in a live public performance, so
when my son called and told me of the concert I asked to be
included in the visit. As the music started I could feel tears
welling up in my eyes, and the sheer beauty of the music held me
entranced for the seventeen or so minutes. The Harrow String
Orchestra was augmented by just a few members of the Music

Department, but it was overwhelmingly boys playing, almost
enraptured by the music they were creating. I have Barbirolli,
Andrew Davis, William Boughton and others on disc, so I think
I know the music well, but this live performance added to my
understanding and appreciation of what a marvellous work this is.

The final work of the evening was the first movement of the Fifth
Symphony, the “Preludio”. This was given because the full
Harrow Orchestra is rehearsing the whole work for their Summer
Term Concert. I have booked to attend this in June.

F. J. Dukes
Lindford, Hampshire, UK

RIGHTS OF COMMONS
In her article in Journal no. 53, Renee Stewart refers to “the
breaking up of the old order when villagers had certain rights of
ownership, withdrawn in the eighteenth century by parliamentary
acts of enclosure.”

Whilst I appreciate the Journal is about musical interests and not
English history, I thought I should point out that this description
of the change brought about by these Acts was not to do with
changes to rights of ownership. The Acts served to “enclose”
what had hitherto been Common Land, thereafter giving a
freehold interest in it to a specific landowner. Prior to the Acts,
people did not own the Commons. Rather, they had certain rights
to them for which they did not pay. These were, principally,
rights to graze animals, to cut, for example, bracken, or, in the
case of woodlands, to collect firewood (but not to fell for timber).
These rights had existed since at least the Norman conquest and
their loss was the beginning of the move away from self-
sufficiency to farming as we know it today. It caused, as one can
imagine, a great social upheaval.

I think a description of the loss of Rights of Commons makes
more vivid the breaking up of the old order.

Keith Billinghurst,
London, UK

BRITTEN DID DO BRAHMS
Reading the letters in the October 2011 edition, I noted the final
paragraph of the letter from Michael Greenwald in which he believed
that Britten had never played or recorded anything by Brahms. I
suddenly realised that Britten had in fact done that very thing.

I have in my collection a BBC Music CD that begins with a
recording of the Liebeslieder, Op. 52, where Britten and,
amazingly enough, Claudio Arrau play a piano duet accompani-
ment for Heather Harper, Janet Baker, Peter Pears and Thomas
Hemsley in this work. The remainder of this CD is made up with
Four Duets, Op. 46 by Tchaikovsky and more from Les Soirées
musicales by Rossini. The Brahms section of this CD was
recorded at the Maltings, Snape on 14 June 1968.

I believe that this CD is still available. Its catalogue number is
BBCB 8001-2.

John Tebbit,
Slough, Berkshire, UK
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VAUGHANWILLIAMSAND HIS LANYARD
There is a famous photograph of Vaughan Williams and Adeline,
taken at Cheyne Walk in 1918. The composer is in the uniform of
a second lieutenant in the Royal Garrison Artillery.

There is something about this photograph which, as one who
spent National Service in the Royal Artillery, has always puzzled
me. I know that Vaughan Williams was characterised whilst
serving in the army for his incorrigible, unsoldierly appearance,
but to wear one’s white lanyard on the left shoulder really would
be beyond the pale. Those who served in the British Army’s
senior regiment all know that the lanyard is worn on the right.
Had the photo been reversed in some way, as happened to
Stanford in Tony Palmer’s film?

Now all is clear. Correspondence with the R.A. Museum at
Woolwich elicited the information that it was only after World
War 1 that the lanyard switched to the right.

No need then, for Ralph to be put on a charge.

Michael Gainsford
Burbage, Leicestershire, UK

AN INVITATION FROM FINZI FRIENDS
Ralph Vaughan Williams Society members will be interested to
know of a Finzi Friends event to take place at this year’s Three

Choirs Festival. It is to be held at the Cider Museum in Hereford on
Wednesday 25 July. We start at 12.30, with lunch at 1.15 followed
by a talk by Lewis Foreman.Tickets, which also give free admission
to the Museum, must be booked in advance and cost £14, though
latecomers will be able to pay a reduced rate that will not include
lunch. Note that tickets are not available from the Festival booking
office, but from me at 24 Claremont Road, Southport PR8 4DZ,
telephone 01704 553903. Email for further details, or if wishing to
pay by Paypal. Cheques should be made payable to “Finzi Friends”.
A map will be sent with the tickets. The Cider Museum is a very
short walk from the city centre, and parking is available.

Rolf Jordan
Southport, UK

AFAIR OFFER
Having recently acquired the 8-CD set of Boult’s stereo cycle of
the Vaughan Williams symphonies, I have several LPs that I
would like to give to any Society member who might want them.
These include the Boult stereo recordings of Symphonies 2-9
(missing only the Sea Symphony) and Job, plus the Previn version
of the Sea Symphony. The only cost will be that for shipping from
Pennsylvania. Interested parties are invited to contact me by email
at: tdavis@messiah.edu.hat

Ted Davis
Dillsburg, Pennsylvania, USA

STYLISH BINDERS
AVAILABLE
As members of the Ralph Vaughan

Williams Society we are justly proud of

our Journal. Specially commissioned for

the composer’s 50th anniversary year,

our handsome binders are custom made

for the Society in black with gold

lettering on the spine. Each one holds

twelve issues (four years’ worth) with

easy-to-use elasticated cords.

Price: £12.50 each, incl. p&p.

Please send your order to:

Binder Offer, The RVW Society, c/o

24 Birdcroft Road,Welwyn Garden

City, Hertfordshire, AL8 6EQ, U.K.

Cheques should be made payable to:

The Ralph Vaughan Williams Society.
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FREEZING BIRMINGHAM
On 3 February, accompanied by a fellow Society member from
Hinckley, I attended the Scott Centenary Concert Conquering
the Antarctic at Symphony Hall, Birmingham, given by the City
of London Sinfonia, conducted by Stephen Layton.

The concert began with extracts from the music written for the
film Scott of the Antarctic. These extracts, edited by Stephen
Hogger and recently recorded for Chandos, comprised: Main
Titles, Pony March, Aurora, The Return, and The Deaths of
Evans and Oates. Each was prefaced by readings from Scott’s
journals. The narrator was the actor Hugh Bonneville, who has
a fine powerful voice. The readings fitted the extracts perfectly.
I do not know if this was the first performance of these versions
of the music, but it could very well have been.

There was no doubt about the second item being a first
performance, a work specially commissioned by the Scott Polar
Research Institute for the centenary. The composer is Celia
McDowall, and the work Seventy Degrees Below Zero, comp-
rises settings for tenor and orchestra of words by Scott and the
poet Sean Street. The tenor was Robert Murray, who has rather
a light voice. The work was warmly received as was the
composer. For my part I found it not unpleasant. It is difficult to
digest a new work after one hearing, but I did find the words of
the second movement beyond my comprehension. The fault
probably lies with me. The final movement, Scott’s last message
to his wife, was most moving.

The concert closed with a performance of Sinfonia Antartica. I
have known this work for over sixty years thanks to
gramophone recordings, and it has never been one of my
favourites. After this performance, however, I am not so sure, as
I found it mightily impressive heard live. The orchestral effects
are remarkable. I had never seen a wind machine before: it
looked like a black oil barrel. The percussionists were certainly
kept busy. And when the organ entered in the third movement the
whole of Symphony Hall seemed to rock (and it’s a large
building!) The soprano soloist, Katherine Watson, and the eight
ladies of the Holst Singers deserve commendation. Even allowing
for the fact that my favourite Vaughan Williams symphony is
usually the one I’ve just heard (excepting, I’m afraid, the Ninth)
this was a stupendous experience which will stay in my mind for
a long time.

The performance was accompanied by photographs taken during
the Scott expedition, projected onto a screen behind the
orchestra. Impressive as these images were, I found them
distracting, particularly during the latter parts of the symphony.
I understand that the photos were largely taken at or near base
camp, so appropriate images with ponies and penguins were
available. But there were no photos of the later stages of the trek,
from the Beardmore Glacier onwards and the tragic march back.
So the very impressive tutti with organ was illustrated with a
photo of ponies in their stable. Stills from the film would have
been better, to my mind.

Symphony Hall must have been about ninety per cent full. The
Vaughan Williams message must be getting home!

We drove home in most appropriate weather. The thermometer
in my greenhouse read -11 centigrade that night. Positively balmy,
compared with -70 Fahrenheit!

Michael Gainsford

LONDON IN BIRMINGHAM
A full house welcomed the Hallé Orchestra to Birmingham’s
Symphony Hall on 14 March in a reciprocal arrangement whilst
the City of Birmingham Symphony Orchestra was on a long
European tour. This also sees the CBSO performing in
Manchester’s Bridgewater Hall whilst the Hallé are providing
the music for Leonard Bernstein’s Wonderful Town, in the
orchestra pit at the Lowry Theatre. The Birmingham aficionados
were treated to a pre-performance talk by Sir Mark Elder and his
assistant conductor Andrew Gourlay. A little ribald rivalry as to
which was the second city – Birmingham or Manchester –
livened the proceedings! Sir Mark then spoke most eloquently
about Vaughan Williams and gave us his thoughts about the
London Symphony, the main work to be performed in the
evening’s concert.

Andrew Gourlay conducted a performance of Richard Strauss’s
early Serenade for thirteen wind instruments. Sir Mark then took
the stand to be joined by Imogen Cooper as soloist in Mozart’s
Piano Concerto No.18, K456.

Mark Elder certainly loves Vaughan Williams’ music, and with
an orchestra whose association with the composer goes back to
the early days of the last century we were in for a treat in their
second-half performance of this major British symphony. And so
it was – the street-cries, Westminster chimes, hansom cabs and
Cockney merry-making all had their part in a superb
performance. It was real pleasure to hear one of the great musical
partnerships of this century performing the glorious, colourful
showcase that is Vaughan Williams’ second symphony.

John Rushton

A STRATFORD FIFTH
On 18 May the Orchestra of the Swan gave a concert at the Civic
Hall in Stratford upon Avon, entitled “Celebrating English
Genius”. Two Vaughan Williams works were included.

The OOTS is an excellent chamber orchestra with forty-six listed
players. It is Associate Ensemble at Birmingham Town Hall, and
has several recordings to its credit.

My seat was in row G so I was surprised to find myself right at
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the front, with the orchestra on the same level and the conductor
David Curtis standing where row C should have been. This all
added to the intimacy of the occasion. The smallish auditorium
was about two-thirds full.

The concert began with a stirring rendition of the Wasps Overture.
The performance lost nothing by being by a chamber orchestra.
Indeed I was able to hear things in the work which I had never
noticed before. Being only some four metres from the cellos
helped.

The second item was John Ireland’s Piano Concerto. The piano
was sited between me and the conductor. This did little for the
sound balance, and I was unable to see the conductor, which put
me in mind of a certain TV sketch featuring Eric Morecambe and
André Previn. But no more of that! The soloist was Mark
Bebbington. Ireland’s concerto used to be very popular but is now
played infrequently. I have never particularly liked the work, and
on this occasion the circumstances of the performance did little to
change my assessment, although I am sure it was a good
rendition. I liked the last movement best.

After the interval we had another Ireland work, the even less
frequently played Legend, a fifteen-minute piece, also for piano
and orchestra. Apparently it was inspired by Ireland seeing
ghostly children dancing near an Iron Age site on the South
Downs whilst he was picnicking. This is a most atmospheric work
which deserves more exposure. I far preferred it to the concerto.

The final work on the programme was Vaughan Williams’ Fifth.
Before the concert, the conductor had said a few words about the
symphony, which he described as “not doing much but just sitting
there being beautiful”. I fully agree with the “beautiful” bit.
Before the symphony began he asked the audience if anyone was
unacquainted with the work. Several hands went up, and their
owners were promised a treat, “balm for the soul”. And so it was:
a superb performance marred only by one slight trumpet miscue,
and a shortage of violins – only thirteen in the chamber orchestra
– when the coda takes one up to heavenly and stratospheric
regions at the wonderful close of the symphony. (If you want to
hear how this should be done, try Barbirolli’s 1963 recording.)
But criticism is unfair, it was a beautiful performance, the lady
flautist (I presume Diane Clark) excelling herself.

I do not know whether this was the new, corrected version. I
approached an orchestral player after the concert. He thought it
probably was, but could not be certain. “The orchestral parts were
new,” he told me. I am not that good a musician to recognise
whether it was or not.

I have little doubt that there were many converts amongst those
who did not know the work.

Michael Gainsford

THE LARK on FOUR
One of the few worthwhile TV channels remaining continues to
do us proud as far as English music is concerned. The New Year
has seen several such programmes, including a very welcome
airing of Ken Russell on Delius, and a repeat of John Bridcut’s
(misleadingly entitled) The Passions of Vaughan Williams.

This latter, broadcast on 13 January, was preceded by a new
programme, presented by Dame Diana Rigg, on The Lark
Ascending, now apparently the country’s favourite piece of
classical music. This was a most enjoyable programme, and
concluded with the violin and piano version played by the
fifteen year-old violinist Julia Hwang, with Charles Matthews.
It was played at Shirehampton Public Hall, where the first
performance was held in 1920, the event commemorated on a
plaque at the hall. It was good to see the Society represented,
Em Marshall-Luck being conspicuous on the front row.
Assistance from the Society was also acknowledged in
the credits.

The problems of performing the work were discussed with
violinist Tasmin Little, who thought it very difficult to bring off.
This incidentally is exactly the opposite to Hugh Bean’s view,
expressed at a former Society AGM. He said that any violinist
worth his salt could manage it. His performance, with Boult, and
one of the best, was when he was the orchestra’s leader, and with
minimum prior notice!

It was interesting to see the original manuscript, complete with
alterations made in consultation with the work’s dedicatee, Marie
Hall. Some of these were by the composer’s method of sticking
corrections over the original. Dame Diana asked whether anyone
had tried to remove the pasted-in bits to see what the original
was like. She was told that this could not be done without
damaging the manuscript. However, there are ways of seeing
what lies underneath. It is frequently done with paintings. Food
for thought, perhaps, when we run out of unrecorded works!
What surprised me was how tidy the score looked compared with
the composer’s later manuscripts. Was it really written out by
him? Or was it because he had more time to tidy it up, it having
been drafted in 1914?

Which brings me to one of my quibbles – the tale of Vaughan
Williams sitting on the cliffs watching the British Expeditionary
Force on its way to France and being inspired to write The Lark.
I first noted this in an article by Tony Palmer for the Classic FM
magazine, and it seems to have become accepted as true. The
story of Vaughan Williams being arrested by a Boy Scout on
those same cliffs was also aired in the programme, and I can only
assume that the implication is that what the Boy Scout took to be
maps and plans to help the enemy were in reality sketches for
The Lark Ascending. Ursula Vaughan Williams’ biography
confirms the truth of the arrest story, but what Vaughan Williams
was writing as he sat on the cliff depends on whose version you
accept. Ralph said it was a tune he’d just thought of. George
Butterworth said it was notes for a lecture on Purcell. It is,
however, quite possible that he could have seen troopships
sailing for France – depending on their departure point – as
mobilisation was on 5 August, and the BEF was in France by
19 August.

Another minor quibble is that the presenter referred to “nine
symphonies including the Tallis Fantasia”, possibly a slip of
the tongue. She also said that Vaughan Williams was less well-
known to the general public than Elgar or Holst. I would
dispute that!

Nevertheless an enjoyable and informative programme.

Michael Gainsford



Vaughan Williams: Symphony No. 5 in D – New Edition
edited by Peter Horton (2008)
with Christopher Wright : Momentum; Concerto for Violin and
Orchestra (“And then there was silence...”)
Fenella Humphreys, violin; Christopher Watson, tenor
Royal Scottish National Orchestra, Bournemouth Symphony
Orchestra/Martin Yates
DUTTON EPOCH CDLX 7289

Firstly I must make it clear that anyone expecting the equivalent
of the 1913 version of A London Symphony will be disappointed,
as there is very little difference between this new Oxford
University Press edition of Symphony No. 5 and the 1946 edition.
In fact, my non-musical ear was unable to hear any difference at
all. Nevertheless, Peter Horton’s very informative booklet note
informs us that partly due to the composer’s famously illegible
handwriting, mistakes did occur in the published score – mainly
in matters of phrasing and articulation, though the most important
being a one bar delay in a timpani entry in the “Romanza”. Mr
Horton suggests that Vaughan Williams’ encroaching deafness
may have resulted in his not noticing this when he conducted the
first performance at the Proms in June 1943. His deafness also,
according to Mr Horton, resulted in the composer adding an
accent to the opening note, which has, controversially perhaps,
been omitted from the 2008 edition.

Whatever one’s view of the new edition, any new recording of the
Fifth is to be welcomed, especially one as good as this. In many
ways the performance reminded me of the underrated Sibelian
interpretation by Sir Alexander Gibson (EMI, 1982). As with
Gibson’s version, there is a Tapiola-like intensity to the climax of
the first movement and a very strong sense of rhythmic intensity
throughout the performance. Where Yates’s new version scores
over the Gibson is in the outstanding 2011 Dutton recording from
the Lighthouse, Poole, which allows us to hear the clarity of
instrumentation in great detail. The start of the “Romanza” has an
almost Brucknerian intensity to it, which, followed by a
beautifully articulated cor anglais solo, is deeply affecting. The
radiant final movement possesses a great sense of inevitability and
of home-coming, which I imagine provided considerable spiritual
comfort on its first appearance in wartime London.

Also of great interest are the two accompanying works by
Christopher Wright (born 1954). Momentum, composed in 2008

is, as the composer points out “fast, rhythmic and colourful”, an
extremely enjoyable and very approachable jazzy score lasting
just over seven minutes and a fine curtain raiser to this CD.
Wright’s Violin Concerto, subtitled “And then there was
silence…”, was written in memory of his wife Ruth, who died in
the summer of 2009. The last movement, which reminded me a
little of Kenneth Leighton’s Symphony No. 3, Laudes Musica,
includes a tenor solo in a setting of the first verse of the poem
Echo by Christina Rossetti. As Elis Pehkonen points out in the
accompanying note, “Words cannot convey the beauty and
emotional content of this music. It has to be in the ears of the
listener.” Fenella Humphreys is the outstanding soloist.

The booklet demonstrates Dutton’s characteristically high
production values. Apart from the excellent notes, it contains a
charming photo of Vaughan Williams and Ursula sitting on the
steps of Epsom Parish Church, laughing, in 1947. The back page
features a photograph of Christopher Wright and of William
Fawke’s bronze statue of Vaughan Williams in Dorking.

I had come across Martin Yates as a result of his previously
released Dutton recordings of the symphonies of Richard Arnell
and Stanley Bate. In his charming reply to my unsolicited fan
mail, the late Richard Arnell referred to “the excellent conductor
Martin Yates”, and this outstanding CD can only serve to confirm
this verdict and is recommended with great enthusiasm.

Jeffrey Davis

Vaughan Williams: Fantasia for Piano and Orchestra
with William Mathias: Piano Concertos 1 & 2
Mark Bebbington, piano; Ulster Orchestra/George Vass
SOMM SOMMCD246

I’m not sure that the music of Welsh composer William Mathias
(1934-1992) would be a spontaneous choice for the Journal
feature “Music You Might Like”, but on the showing of this CD
it is more than worthy of our members’ attention. He composed
his First Piano Concerto while still a student at Aberystwyth
University, and submitted it as part of his Bachelor of Music
degree. It gained him, as his daughter Rhiannon tells us in the
booklet note, an immediate First Class Honours from the
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examiner, Edmund Rubbra. There are three movements, fast,
slow, fast, of which the slow movement is perhaps the most
accomplished, and the finale the most immediately attractive. The
musical language is fairly advanced and modernist, and there is
a certain greyness to the material such as we might associate with
more than one British composer of the period. Yet it works on its
own terms, and is undoubtedly a remarkable achievement for so
young a composer. The year was 1955, and comparing the
musical language with that of Vaughan Williams in his Eighth
Symphony, with which it is roughly contemporary, demonstrates
the bewildering variety of style that is a feature of the musical
scene throughout the twentieth century. Not a masterpiece then,
but a work with a lot going for it, especially in a performance as
skilful and committed as this one.

Only six years separate the two Mathias concertos, but the
musical language of the second is considerably less astringent
than that of the first, and only a small leap of faith is required by
diehard traditionalists to find pleasure here. The first movement
is beguiling, with lots of glockenspiel and celesta sounds
accompanying the piano. The second movement is a rapid, rather
diabolic dance, and if the third movement, though lyrical in
nature, is less immediately attractive than the first, Rhiannon
Mathias is spot-on in the booklet when she writes of “music of
dramatic power, intense and ornate in expression”. Though rapid
and dance-like, the finale returns to the lyrical nature of the first
movement, bringing to a close a work that is more immediately
attractive than the earlier concerto, and one that will surely bring
pleasure to those open minded enough to give it a chance.

I can’t imagine Mark Bebbington gets many requests to play the
Mathias concertos in public, and it is a pity. By the time you read
this he will have already given the first ever performance of
Vaughan Williams’Fantasia at the English Music Festival, but I
wonder how many times he will be invited to play that in the
future. The work is the latest in a line of early, previously unheard
Vaughan Williams works to see the light of day, and we are
indebted to Somm for this, its first outing on disc. In addition, a
brand new edition of the score is available as part of the recent
Oxford University Press Vaughan Williams initiative referred to
elsewhere in this issue.

Though there are many moments in the work when it is plain that
this is not mature Vaughan Williams, the melody on lower strings
and woodwind a minute or so in could hardly have been by
another composer. This tune forms the thematic basis of much of
the work. The piano writing goes through some pretty predictable
virtuoso hoops in the passage that follows, and there is a fair
amount of no-holds-barred romanticism as the work progresses, of
the kind that the mature composer would have reined in. There are
passages in which it is clear that Vaughan Williams had studied
Brahms’piano style, though contrary to some commentators, apart
from a passage for solo clarinet with piano accompaniment, I don’t
hear much Brahms influence other than this. The orchestral writing
is very assured, if a little lacking in colour. I think the mature
composer would have found another solution for the big cadenza
half way through, punctuated with fortissimo chords from the
orchestra. He might also have introduced some faster music earlier
in the piece – the work is already almost fifteen minutes old before
the appearance of a theme that has something of the jig to it. A
majestic reprise of the main theme follows, complete with cymbal
clashes, but surprisingly for such a bravura work, the ending is
dark and enigmatic, in the minor key.

The performance has clearly been lovingly prepared. Mark
Bebbington is equal to the work’s considerable technical demands,
and the orchestral support under George Vass is magnificent. With
insert notes from William Mathias’s daughter and from Michael
Kennedy, and with a superb recording to boot, this is surely a disc
that all members will want to have in their collection.

William Hedley

Vaughan Williams: Songs of Travel; Five Mystical Songs:
“Easter”, “Love bade me welcome”
with thirteen songs by Cyril Scott
Robbert Muuse, baritone; Micha van Weers, piano
CHALLENGE CLASSICS CC72527

Almost by definition, every member of the Ralph Vaughan
Williams Society will have a favourite recording of Songs of
Travel. My own is that by Bryn Terfel and Malcolm Martineau,
though I know that others find Terfel’s singing exaggerated, even
histrionic. Another version I have loved all my life is that by John
Shirley-Quirk and Martin Isepp, on a Saga LP which I believe
was issued on CD some years ago. Several other recorded
performances have been positively reviewed in these pages,
notably that by Roderick Williams and Iain Burnside on Naxos,
and now here is one more to add to the list.

Robbert Muuse and Micha van Weers are a Dutch husband and
wife team who, on this disc, put into practice their policy of
exploring little known repertoire. Muuse has a fine voice and he
uses it with great intelligence to communicate the essence of these
songs. The performance has clearly been carefully thought out,
and Muuse’s way with favourite moments rarely disappoints.
Listen, for example, to the subtle way in which he varies his tone
throughout “The Infinite Shining Heavens”. Compared to Terfel,
especially, there is a certain reserve in the singing, but for many
that will only add to what is a very touching interpretation.

The Stevenson songs are supplemented by two of the Five
Mystical Songs. These, too, are beautifully sung, with perhaps
just a few moments of effortful singing in the upper register. But
this is the moment to draw attention to the outstanding
accompanying of Micha van Weers. By her remarkably skilful
control of keyboard colour she makes the best possible case for
these songs with just piano accompaniment, even though one still
misses the choir and the orchestra. She also brings enormous
character to the accompaniments of the Stevenson songs, without
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for a moment detracting from the dominance of the vocal line or
the words. This is very fine piano playing indeed.

There is room in any collection for another performance of Songs
of Travel. This one doesn’t displace my favourites, but it is a
different view, and I will certainly come back to it frequently. That
would be enough to make the disc recommendable to Society
members, but what makes it essential is the collection of thirteen
songs by Cyril Scott, all of which are receiving their first CD
recording here. The two composers were near-contemporaries, and
given the number of references to him in Michael Kennedy’s book
and elsewhere, it is frustrating not to know what Vaughan Williams
thought of Scott’s music. In any event, if Scott seems to have
enjoyed at least equal favour with the public and critics at the
beginning of his career, the scandalous neglect of his extensive
catalogue of works set in well before he died in 1970. He was
certainly an individual, with a literary output almost as extensive
as his musical output, and with interests as far ranging as Eastern
philosophy, the occult and curing illness by diet alone. (He
published a book entitled Cancer Prevention: Fallacies and Some
Reassuring Facts.) The website dedicated to him –
www.cyrilscott.net – makes fascinating reading. The latest of the
songs in this collection dates from 1927, and the collection as a
whole certainly makes one eager to explore further this remarkable
man’s output. The series gets off to a cracking start with A Song of
London. The poet loves the countryside, but nothing can compare
with “the grey streets of London”! Scott finds a boisterous quality
in the words and fashions a driving piano part that brilliantly
reflects it. And whilst the following Blackbird’s Song and Sundown
are both examples of Scott’s melodic gift, they rather confirm the
feeling that it is the piano part that characterises many of these
songs. Three Songs from the Chinese do not, as one might have
imagined, feature much in the way of oriental language, though
they are rather inscrutable at times! Have Ye Seen Him Pass By
and The Huckster, this last to words by Edward Thomas, are
muscular with a dash of sardonic humour. Singer and pianist have
the field to themselves in the Scott songs, but it is impossible to
imagine them better done. The words of all the songs on the disc
are provided in the booklet, but you hardly need them as they are
remarkably clear, and only the occasional vowel betrays the fact
that the singer is not a native English speaker. There is also an
interesting and informative essay by Bob van der Linden. The
artists have put us in their debt by reviving these songs, and I will
certainly be on the lookout for more, as and when they appear.

William Hedley

Vaughan Williams: Symphony No. 6 in E minor
with Brahms: Symphony No. 2
Bavarian Radio Symphony Orchestra/Sir John Barbirolli
ORFEO C265921B

The disc I want to introduce in a few words is not new, but it
seems not have been reviewed in these pages before. All
members, I suppose, love Sir John’s recordings of Vaughan
Williams’ symphonies. I would mention the famous Second
Symphony, which marvelously depicts the Londonian spirit, with
its mists, its murmurs and its mystery. Barbirolli, to the best of my
knowledge, did not record either the Sea Symphony or the Sixth
Symphony. Nevertheless, this live recording of the Sixth exists,
issued by Orfeo. Sir John recorded it just a few weeks before he

died. I will not discuss the performance of Brahms’ Second
Symphony that appears on the same disc, other than to say it is
typical Barbirolli.

So, what about this missing link in Vaughan Williams’
recordings? Well, in spite of insistent coughs we can clearly hear
from the audience, I can say that this unique recording is a
collector’s piece. The Sixth is probably one of the most beautiful
symphonies of the twentieth century, and if some specialists are
used to considering that the last movement describes a kind of
atomic war, a desert landscape after a final cataclysm, Vaughan
Williams himself did not care for such interpretations and
preferred to associate the sempre pianissimo finale with
Prospero’s famous words from Shakespeare’s The Tempest: “We
are such stuff as dreams are made on, and our little life is rounded
with a sleep.” And actually, the finale is superb, very moving,
because we cannot help thinking that Barbirolli may be evoking
here his own death and probably everyone’s death. He gives deep
and tragic accents to this finale and, many times, I could not help
imagining that I was listening to Mahler’s Sixth Symphony, with
its final decrescendo, less and less of the human world, and
lacking air! As a result, Barbirolli sculpts nothingness, and makes
a success of suggesting a kind of abstract picture. Malevich or
Webern come both to my mind.

The rest of this performance is also quite amazing, though the
Allegro is occasionally less than secure – the trumpets are not on
top form. The Moderato is dark, deep, implacable, and the
Scherzo is undoubtedly one of the most exciting of all the
discography, violent and expressionist at the start, with
suggestions of Stravinsky in the savagery produced by the
Maestro. Barbirolli manages to reveal details never heard before,
and evokes a wide range of atmosphere. Many times, Shosta-
kovich comes to mind: ironic, disturbing and malevolent. The last
movement is a fulfilment of Barbirolli’s art of conducting,
resigned silence, and then this marvellous harp that makes me
think of the Fates spinning the destiny of mankind: all that chills
us with dread!

To sum up, this rare version of the Sixth Symphony will not be the
first choice for the beginner (I still recommend Boult II or Bernard
Haitink, who brings out the “jazzy” side of the score.) But I think
we have here a very special and significant testimony, one of the
last recordings of a great conductor. It is a very sensitive and
gripping interpretation of this difficult symphony in which, to put
it briefly, Vaughan Williams meets Mahler and Sibelius’s Tapiola!

Philippe Rosset
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A new two-CD set of archive recordings is now available from
Albion Records. This issue (ALBCD 014) features Alexander
Young (tenor) in both On Wenlock Edge and Merciless Beauty.
Members will remember this tenor, who died in 2000, as a singer
of great artistry and intelligence. His performance of Merciless
Beauty is quite beautiful. From a broadcast in 1960, it has never
been issued before.

The main work of the set is a recording of the Five Tudor
Portraits taken live from the first International Music Festival in
Pittsburgh. It remains unusual to find international conductors
such as William Steinberg taking on a big Vaughan Williams
choral piece – and this was even rarer when this work was
recorded in 1952. The soloists, Nell Rankin and Robert B.
Anderson, sing with considerable expressiveness and a different
style to those of us familiar with singers such as John Carol Case
in this music.

Members may be less familiar with the Three Preludes on Welsh
Hymn Tunes for brass band. Dating from 1955, this is the first
broadcast performance of the piece, from the Listen to the Band
series on the BBC, pre-recorded on 11 March 1955. The Salvation
Army Staff Band is conducted by Senior-Major Bernard Adams.
Vaughan Williams listened to this performance at his home in
London when it was broadcast on 12 March 1955.

The bonus CD is a talk by Vaughan Williams on Bach – The Great
Bourgeois. As with the talk on Stanford and Parry, issued on
Albion ALBCD 009, Vaughan Williams speaks with warmth, wit
and wisdom about his beloved Bach. Unmissable!

As always with Albion Records, full texts and notes are included
and the price of the two CDs is just £10.00 plus postage and packing.

Stephen Connock

CDs

The Sky Shall Be Our Roof . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .£10.00 + £1.80

Kissing Her Hair . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .£10.00 + £1.80

Music in the Heart . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .£10.00 + £1.80

Where Hope is Shining . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .£10.00 + £1.80

Folk Songs of the Four Seasons . . . . . . . . . . . . . . . . . . . . . . . .£10.00 + £1.80

Symphony No. 6 for two pianos, + Ireland . . . . . . . . . . .£10.00 + £1.80

The Garden of Proserpine . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .£10.00 + £1.80

On Christmas Day . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .£10.00 + £1.80

Albion Archive Recordings of
Ralph Vaughan Williams . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .£10.00 + £1.80

Available from:
Mark Hammett, 27, Landsdowne Way, Bexhill-on-Sea,
East Sussex, TN40 2UJ.
email: albionmrh@btinternet.com.

Cheques for CDs to be made payable to Albion Records Ltd.

Also available as downloads at www.albionrecords.org

BOOKS

Let Beauty Awake: Elgar, Vaughan Williams
and Literature (ed. Julian Rushton) . . . . . . . . . . . . . .£10.00 + £3.80

The Complete Poems + Fall of Leaf
(Ursula Vaughan Williams) . . . . . . . . . . . . . . . . . . . . . . . . .£15.00 + £3.80

There was a time – a Pictorial Collection . . . . . .£20.00 + £3.50

Paradise Remembered
(Ursula Vaughan Williams) . . . . . . . . . . . . . . . . . . . . . . . . .£20.00 + £2.30

Vaughan Williams in Perspective
(ed. Lewis Foreman) . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .£20.00 + £3.30

Ralph’s People: The Ingrave Secret
(Frank Dineen) . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .£15.00 + £1.70

Available from:
John Francis, (Treasurer), The Ralph Vaughan Williams Society,
North House, 198, High Street, Tonbridge, Kent, TN9 1BE.
email: john@lffuk.com

Cheques for books to be made payable to Albion Music Ltd.

ALBION MUSIC ALBION RECORDS

New Albion Archive Release
of rare Vaughan Williams



From the Vice-Chairman

At the time of writing, the Chairman is very much involved in preparing for what will
undoubtedly be another highly successful English Music Festival. The sixth of these
outstanding celebrations of the music of England begins on 1 June. On that evening,

the BBC will broadcast the world premiere performances of Vaughan Williams’ Fantasia for
Piano and Orchestra and E.J. Moeran’s Symphony No. 2, realised and completed by Martin
Yates. I hope many of you, by the time you read the Journal, will have heard this concert,
either on radio or in Dorchester Abbey.

This performance of the Fantasia, played by Mark Bebbington and the BBC Concert
Orchestra, represents another important step on the journey of discovery which we are all
taking together. Last year it was The Garden of Proserpine, before that it was a series of early
chamber works. Next year we shall be able to hear for the first time in the modern era such
works as Harnham Down and The Solent.

Such is the popularity of Vaughan Williams’ music today, that two of his most beautiful works
are in the top three of Classic FM’s chart. The BBC Proms this year will feature a Vaughan
Williams evening, with three symphonies providing the entire programme on 16 August. I doubt
whether this level of recognition has been granted to Vaughan Williams since the 1959 season,
when all nine symphonies were performed as a “commemorative act”.

Of course, this might not have happened if there had been no Vaughan Williams Society, and
no Stephen Connock, first as founder chairman and then as presiding genius of Albion
Records, which, with Dutton (Heroic Elegy and Triumphal Epilogue), Hyperion (early
chamber music) and Naxos (Willow-Wood), has been steadily adding to the number of
Vaughan Williams works available on disc.

There is now a debate developing within the Society, as a result of this exciting progress, to
which members may wish to contribute by expressing their views in the Journal. The question
is this: should it be our objective to seek the recording of every one of Vaughan Williams’
works, or should there be a point at which it is decided that what is still unrecorded should
remain so, for fear of harming his reputation? If the latter view prevails, who will decide
when to stop, and on what grounds will the decision be based? If the former view is adopted,
who should bear the cost of making what could turn out to be uncommercial recordings of
unfinished works and fragments? Do we serve the memory of Vaughan Williams better by
committing his music in its entirety to the judgment of history, or do we risk his place in
English music by exposing lesser works to the public ear?

There are precedents which might help you to judge. The Swedish company, BIS, recently
completed the recording of Sibelius’s music in its entirety – has that helped or hindered his
cause? What effect on Vaughan Williams’ popularity did the performance and recording of the
London Symphony in its original version have? Is Elgar a better or a worse composer, or indeed
a different composer, as a result of the realisation of his Third Symphony? What do you think?

The Journal is one very important outlet for the views of you, our members. Another is the
A.G.M., which this year is to be held at Charterhouse School on 21 October. Please put this
date in your diaries now, and make every effort to attend. Those of us whom you elect to the
committee each year will do a better job if we know what you want the Society to achieve.
Should the mission to bring Vaughan Williams’ music to an ever wider audience be through
more concerts, more recordings, more books, more discussion meetings or more social
events? These and other questions will be aired at the A.G.M. – see you there!

Simon Coombs
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