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This issue of the Journal contains, as usual, some CD
reviews. There are a couple of concert reviews too, but
no books this time. Those who submit reviews to the

Journal do so, as a general rule, with the benign intention of
passing on information. They try not to be too judgemental. But
professional music critics are different. They listen – carefully,
we hope – and with the benefit of musical training tell us what
is successful and what is not. But can this ever be more than
simple opinion? And do the views of professionals carry more
weight than yours, or mine? Most members of the Society will
have confidence in Michael Kennedy, for example, but we
wouldn’t say the same for all critics, particularly those whose
views habitually conflict with our own.

These questions have been prompted by something I’m
currently reading, and also by an article in this issue. On page
23 we learn that Herbert Howells couldn’t stand – his own
words – Elgar’s Violin Concerto, at least, not in 1919, when he
was twenty-seven years old and the concerto about nine. The
music of Elgar and that of Howells inhabit two quite different
worlds – whilst at the same time being recognisably British –
but even so I was surprised at such a forceful view.

Here is another view of Elgar, transcribed, complete with the
odd spelling mistake, from someone’s diary. “2nd Symphony,
(dreadful (nobilmente sempre) – I come out after 3rd
movement – so bored.” There’s quite a lot of this kind of thing,
though two years later some grudging praise creeps in. “Elgar’s
Falstaff which contains some v. fine stuff – also some……!!!!”
John Ireland’s Piano Concerto provokes this: “The form is so
loose & it really is only cheap ballade music (attractive in its
way) touched up.” Performers are not spared either, with one
conductor a regular target. This is rather mild: “…very deadly
show – a typical, ignorant, listless Boult concert.” Let me point
out that the writer is young, a month or so short of his
seventeenth birthday in the first quotation above. He is,
though, someone whose views ought to be taken into account.
Here he is at last, on 10 April 1935, aged twenty-one, writing
about Ralph Vaughan Williams. “…Symphony in F min. by V.
Williams (1st & I hope last perf.). He has now ‘developed’ & is
writing everything in a contrapuntal mixture of worst Bach-
Cherubini-Stanford with rhythms of early Stravinsky – but
Lor’, the scoring!!! Harmoniums arn’t in it!” In a final diatribe,
on 5 September 1935, he gets a shot in at both targets. Rimsky-
Korsakov’s Capriccio Espagnol “…was pure gold after the
exaggerated sentimentalilty and nobilmenti of Elgar’s 1st
symphony, I swear that only in Imperialist England would such
a work be tolerated – tho’ of course it is well done – which is
more than could possibly be said of Vaughan Williams Viola
Suite – bad in work & idea.” Bad in work and idea:
Flos Campi.

This was no music critic writing, but an emerging composer,
the extracts being taken from Journeying Boy: The Diaries of
the Young Benjamin Britten, 1928-1938, edited by John Evans
and published in 2009 by Faber and Faber. What do they tell us

about his musical judgement? A composer, of course, even
such an inexperienced one, listens to music with different ears
from ours. We seek out what we like and enjoy, whereas a
composer will try to find ways to apply and learn from what is
heard. Britten became resigned to some of Elgar’s music, even
recording a magnificent performance of The Dream of
Gerontius, but he retained throughout his life the view that
Vaughan Williams’ music was amateurish. The composers he
admired make an unorthodox list that includes Purcell, Percy
Grainger and Frank Bridge. And he revered Mahler, to whom
our own Ralph Vaughan Williams memorably referred as “a
tolerable imitation of a composer”.

••••••••••••••••••••••••

My eye being well off the ball, it was left to another to
inform me, sadly too late for me to do anything about
it, that this was to be the fiftieth edition of the Ralph

Vaughan Williams Society Journal. Rapidly covering my tracks
then, let me point out that I was apparently the only person in
the entire world who noticed that the monumental fireworks
and global party that were meant to accompany us into a new
millennium took place a year too soon. With that in mind, we
will wait for one issue more before we celebrate our half century.

Journal no. 51, to appear in June, will therefore be a festive
issue. Please get to work on all that makes you happy about
Vaughan Williams, about those works of his that raise your
spirits when they’re down, that make you happy to be alive.
Take heart and encouragement from Simona Pakenham, so
sadly missed, whose words to that effect are quoted on the
facing page.

William Hedley
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From the Editor



Simona Pakenham’s sad death on
17 November 2010 takes away
from us another close friend of

Ralph Vaughan Williams. Her memory
lives on in that fresh and insightful
book Ralph Vaughan Williams – A
Discovery of his Music, published in
1957. With typical understatement,
Simona wrote on 2 April 1958 to
Robin Ivison:

I had never written anything before and, as
an amateur, was very nervous about the book’s reception and so it
was delightful to discover that there really was a public that wanted
such a book. I wrote it in the first place because this music positively
“got in the way” of other things I wanted to write, and only offered it
to a publisher very reluctantly on the insistence of my friends. I was
really horrified when Macmillan’s accepted it. How, I wondered,
would anyone want to read me when they already had Frank Howes?

Simona was born on 25 September 1916, and spent her early
years at schools in Eastbourne and in Dieppe. She was to write a
book in 1967 on Dieppe called Sixty Miles from England. She
trained as an actress, at the Old Vic, and became a radio
announcer for the BBC. She married twice, to Noel Iliff in 1938
and, after Noel’s death, to Kenneth Middleton in 1984. She had
one son, David Iliff.

Vaughan Williams’ music “got in the way” in 1942 when she
chanced to turn on the radio whilst ironing. The work was the
Fourth Symphony and Simona was “bowled over”. As she added
in her book (on page 192): “If I had realised what powerful
forces I was, in that instant, unchaining, perhaps I would
hurriedly have switched the knob back to the ‘off’ position.”
Happily for us, the “damage had been done”, and Simona would
spend the rest of her life extolling the beauties and nobility of the
music of Ralph Vaughan Williams.

Although Simona began to write her book in the early 1940s, she
only approached Vaughan Williams to discuss some of her ideas
and to get his approval when the book was ready for publication
in 1957. Vaughan Williams asked his friend Jill Balcon, “Who is
this Simona Pakenham? Does she wear flat shoes or can I take
her to tea?” At their first meeting, Vaughan Williams greeted her
with “Ah, my dear, you like my hymn-books!” Later, over tea
and cakes, he told her, “You know my music far better than I
know it myself.”

Simona thought Vaughan Williams “quite the most beautiful
man I have ever met”. The week after their first meeting, they
went to the Royal Festival Hall together for a performance of the
Sixth Symphony conducted by Adrian Boult. Their friendship
secure, Simona felt able to ask the composer in 1958 if he would
write a piece for a Christmas charity matinee that Austin
Williams, vicar of St. Martin’s, was going to produce in London.
To her surprise, Vaughan Williams readily agreed, and they

collaborated on the text for what became The First Nowell.
Sadly, Vaughan Williams died before the work was completed.
(Roy Douglas stepped in to finish it.) Simona remembered
getting the call from Ursula at 6.30 am on 26 August 1958,
saying simply, “Ralph has died.” This came as a great shock to
her as she had been with him a few days before and there had
been no hint of any problems.

Simona went on to write many other books, including The
Absence of the Emperor – Life in Paris (1814-15) and
Cheltenham – A History. She was always a pleasure to be with,
engaging, funny and warm-hearted. She took a keen personal
interest in the formation of the Ralph Vaughan Williams Society
and was thrilled when Chandos agreed to record The First
Nowell. I drove her to Hampstead for the recording, and Richard
Hickox and all the performers made a great fuss of her. Her later
years were affected by a deterioration in her eye-sight,
maddening for someone who loved reading as much as she did.
Despite such set-backs, she retained a remarkable radiance and
wonderful sense of humour. She will be much missed.

Simona would often say that Vaughan Williams “had the ability
to make you feel that you were the one and only person he
wanted to talk to.” In Simona Pakenham’s case, this was
probably also true!

Stephen Connock

Simona Pakenham
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Simona Pakenham (1916-2010)
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Perversely…it is the unnamed symphonies that seem to carry the
most urgent weight of “meaning”, although, certainly, they cannot be
explained “in terms of earthly fact”. It was the F minor symphony,
followed by the serene D major, that earned Vaughan Williams his
reputation as a prophet; the one, said the critics, foreshadowing war;
the other, first performed in war, prophesying peace. In these
unnamed symphonies the weight of thought, philosophy and
contemplation is overwhelming. Only Beethoven writes music with
this moral force – Beethoven, whose style repels Vaughan Williams,
whose mind fascinates him, and with whose symphonies his own
have sometimes been compared. It is as much the message that each
symphony carries as the different style in which each is written that
makes it impossible, after even a brief acquaintance, to confuse a
movement of any one of them with a movement of any other, for
the style and the message are one.

…all I want to do is to shout aloud, to anybody who will listen, my
delight that I was fortunate enough to be born into this century and
not any other. For who, having discovered and fallen in love with this
music, would not willingly endure the drabness of present-day life
and the menace of the hydrogen bomb and all the other benefits the
twentieth century has to offer, for a lifetime, and , I devoutly hope, an
eternity to follow, of the music of Ralph Vaughan Williams?

From Ralph Vaughan Williams – A Discovery of his Music,
Simona Pakenham, 1957
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How daunting was it to make a
film about a man who had such a
rich and fulfilled life – and in
ninety minutes?
It wasn’t so much daunting, as an
opportunity. It was certainly a
challenge, but it was actually rather
exciting that there was so much to
say about this man. And his life is
indeed very rich, both in terms of
his background and what he did
with his life, which is a very full
eighty-five years, but also of course
about his music and what he did for
English music in general, as a
sponsor of other peoples’ music.
You know, he was an incredibly
generous-hearted man, so it was a
real opportunity, I think, to enlarge
people’s understanding of this major
composer.

I guess really what I was saying,
was that this is a very succinct film.
Oh, that is always very difficult, to
distil it into the space that you have
when there is so much to say, and
inevitably an awful lot gets left out and that’s always the
challenge. It’s not like writing a book, where on the whole you
can get an awful lot more in because people are going to take
their time reading it. With a television programme you’ve got, in
this case, ninety minutes, which in television is a long time, but
you’ve got to hold people for those ninety minutes or you’ve lost
them, and except in rare cases they’re not really going to come
back to it and say I’d like to explore a little bit more. They get it
all in one go and you’ve got to try and convey everything, the
balance of the man in those ninety minutes.

So what is it that draws you to English music?
I was lucky enough when I was at school to have a marvellous
Director of Music called Donald Painei, and he is a great
enthusiast for English music, though not exclusively English
music. He introduced me to Wagner for instance, but I remember
going with him to the Elgar birthplace in the late sixties, I
suppose ’67 or ’68. I was just beginning to get to know Elgar’s
music then and he introduced me to a lot of things. I remember
singing in the school singing competition “The Choirmaster’s
Burial” in Britten’s setting from Winter Words, and Vaughan
Williams was very much part of this landscape. The Tallis

Fantasia I suppose is the most
powerful memory, but he also
introduced me to the Fifth Symphony.
I can remember studying the score
at school and being really swept
away by what a beautiful piece it
was. So I was very lucky in having
somebody who was really warm
about English music, all sorts,
Herbert Howells, Quilter, all these
great names. Vaughan Williams was
absolutely central in that and so
that’s how it began, I think. It’s
wonderful to have been introduced
to this whole stream of music at that
impressionable age, and it’s
something that has lived with me
ever since. I mean I am not an
English groupie in the sense of only
being interested in English music.
In fact I like to see how it takes its
place in the whole European
Continental landscape really,
because I think sometimes it’s
treated as something quite apart
from that and I don’t think it is.

Sometimes we are let down by the truth and sometimes I
think it can affect our appreciation of art or music. For
instance, some people can’t bear to listen to Wagner knowing
he was anti-Semitic. While making the film was anything
revealed that made you think less of Vaughan Williams?
Well there is the awkward triangular relationship in his life
between him, his wife and Ursula, and that’s a conundrum.
People react to that in different ways. In his own day some
people were very critical of Ursula and saw her as an
adventuressii. Today, I think there is an assumption in the
Vaughan Williams fraternity that Vaughan Williams behaved
completely honourably and it was all very, very well handled. All
I would say to that is, in my limited experience, those sorts of
relationships outside the marriage while the marriage continues,
that sort of thing is never pain free, and though all three may
have behaved in a gentlemanly way, if one can put it like that, I
don’t think it was devoid of pain and difficulty. But that doesn’t
affect my judgement of the music. In fact, it enhances my
understanding of it because I think the thing that I was trying to
say in the film was that this was a very passionate man, a very
red-blooded man, and that the misunderstanding of his music in
some quarters over many years has been to assume that it’s all

John Bridcut talks about “Passions”

Writer and film maker John Bridcut whose films “Britten’s Children”,

“The Passions of Vaughan Williams” and “Elgar: The man behind the

mask”, were received with universal critical acclaim, took time off to

talk to Tadeusz Kasa on behalf of the Journal.

John Bridcut speaking at the joint Ralph Vaughan Williams
and Elgar Society Symposium, “Let Beauty Awake” held
at the British Library, November 2008
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about pastoral images and “the lark ascending” and that it is all
rather rural and beautiful in that way. Of course Vaughan
Williams was born in Gloucestershire, but he lived there for only
two years, he was not a countryman. I mean he enjoyed the
country, but he enjoyed London much more and he was a
townsman and he liked the, if you like, the garishness of city life.
So when he went to live in Dorking it was a bit of an exile for
him, he would have much rather lived in London because that
was where everything was happening, that’s where all his
contacts were and so on. I think that what I take from his private
life is that this man was a very warm and passionate human
being. That led to complications in his relationships but in terms
of his music, I think when you understand that, and you look for
it in music, you find something of real energy and passion and
not something that is floating gently on some misty landscape.
This is something very, very gutsy and real, and often in the
music there is a deep sense of unease. Very few bits of Vaughan
Williams are completely uncomplicated. I think a lot of the
music has an undertone that is disturbing and has tension there,
and there is an edge to the music which I think is to do with his
own experience of life. It’s not necessarily a conscious thing that
he was putting in but I think it’s just a way he viewed life. I am
not interested in composers being on pedestals as perfect figures.
In the end, human beings are not perfect. We all have our faults.
It is what makes us human, and to discover that in Vaughan
Williams, who in so many ways was an admirable man, a very
generous, warm-hearted man to other people, to discover these
fault lines in his relationships informs the music and makes it
more interesting.

Where did you get the idea for Passions? Was it commissioned
or did you take the idea to the BBC?
I took the idea to the BBC. I wanted to make a film about Vaughan
Williams. It’s hard now to remember where the “passions” idea
actually originated, but I think it was a growing realisation that the
music had so much to say in this area. The Lark Ascending, being
the most popular piece, and which I love, wasn’t in the film for a
deliberate reason. I wanted to show how vital the music is and I
chose to represent the more pastoral nature of the music I suppose in
the Pastoral Symphony, but at the same time saying that the Pastoral
Symphony is not actually pastoral, it’s a war symphony, and so…

…It was beautifully done, actually.
Thank you.

How good are you at handling criticism?
(Laughs) Well, I hope I am reasonably open minded about this.
I am very ready to listen to…

…I mean you did very well as far as the critics went?
Yes, there wasn’t anyone slagging it off.

I think I only read one negative review.
There are people who say to me “I don’t need to know about
composers’ lives to enjoy the music”, to which I would say,
“Fine. Great”, and that’s wonderful and I wouldn’t want to
disturb that. But then don’t watch the programme, because I got
so much more out of the music by knowing more about him as a
person – it’s just a different way of looking at it. I was terribly
encouraged by the number of people, and there were quite a few,
who got in touch with me and said that they had immediately
gone out after seeing the film and bought Vaughan Williams’
symphonies, and that to me is the highest tribute that you can
have, if the film turns people back to the music.

With the imminent cuts are you worried that films like yours
aren’t going to be made?
It’s a real worry, yes. Films of this sort are not cheap to make,
and it’s not only the cost of using orchestras and so on, which is
obviously expensive, it’s also the time in research. It’s not a
question of two weeks in research and you’ve got a film. It’s a
long process, so I am worried, but on the other hand I think that
there is a real commitment at the BBC to this sort of public
service work, so I think we can be more optimistic than you
might expect about these sorts of films because I think they are
what defines the BBC in a sense. You know ITV used to make
programmes like this. They can’t any more, they don’t, the South
Bank Showiii has been abolished after all.

Channel 4?
Channel 4 does, and Channel 5ivobviously did a film about
Vaughan Williams, but it’s harder in the present climate, and
there is a real worry that classical music is not punching through
in terms of audience figures. With the right marketing I think you
can sell these films to people who are not that interested in the
music and they still find it interesting. I had this experience
actually with a film I have just done on Elgar and I was talking to
someone only at the weekend who said “actually I don’t really
like classical music at all but I watched the film and I was really
compelled by it”, so that is encouraging. In the longer run I think
the BBC will stick to this sort of programme, maybe not as much
of it, this is always a worry, but BBC4 is a channel which is
committed to intelligent film making.
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The Philharmonia Orchestra playing the Pastoral Symphony

Belinda Norman Butler

John Bridcut talks about “Passions”
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Byron Adams says that Ursula said to him, “After the Fifth all
the music was mine.” Curiously though, she didn’t understand
the Ninth. She said RVW was going somewhere else.iv

All I would say there in Ursula’s defence is that very few people
understood the Ninth, and I don’t know when she said that but
the thing is that at the time, people were completely bewildered
by it and after all it was for a long time disregarded as an old
man’s…you know... he had just written one too many. Only now,
in the last seven or eight years, and I think the Bernard Haitink
recording was very influential in this, only now is it becoming
apparent that this was an immense spiritual quest he was on. It’s
hard to know where he was going, but he wasn’t just recycling
what he’d done in the past. I think he was moving on but I don’t
blame Ursula for not understanding it.

I love the bit when the young composer is listening to VW
composing and he would hear him at the piano, walking
away and then returning...
Yes, Jeremy Dale Roberts.

It must have been a fascinating experience.
Amazing! To actually eavesdrop on the creative process!

With Britten’s Children you wrote a book. Which comes
nearer the truth, book or film? I mean in general terms and
not just for Britten’s Children?
In the case of Britten’s Children I did more research for the book
after making the film, so it is not entirely comparable. But of
course you can have more nuances in the space of four hundred
pages than you can in a film, although you don’t have the music,
and in a film the music is tremendously important and it is part
of the story and doesn’t have to be put into words. It’s hard to say.
I’d love to write a book on Vaughan Williams but whether I’ll get
the chance I don’t know. In a way they are complementary, you
need both, but a film does have the advantage of being able to
marry narrative, picture (which is important in terms of being
able to see him, sometimes in a more dynamic way than you can
do with photographs in a book) and of course the music, and it
can give a more telling snapshot because you see it in one go.

Is it possible to be impartial when you make a film which
isn’t simply a chronology?
You can’t be fully impartial because there is no such thing. You
can only aspire to impartiality. The point is that a film is not an
encyclopaedia entry. If people need straight facts they can go to
Wikipedia, or a musical encyclopaedia. In any film, whatever
the subject, there is a limit to how many facts you can get over
before people get mental indigestion because they have to
absorb them in real time. You can’t go back and say “What was
that date again?” You’ve got to get it all in one go, so the
number of facts you can put across is very limited. Also, the
films are intended to be authored so they are expressing a point
of view and in the case of Vaughan Williams, the title expresses
the point of view and that was the purpose of the film, to look at
the passion element in his music. Therefore it’s not a complete
picture, it’s not the last word. There are people who say different
things about his music, which is fine: I think with an artist the
calibre of Vaughan Williams, there’s room for many different
shades of opinion. I hope the film is balanced, but not in the
sense of being “on the one hand… on the other” all the way
through. It’s taking a line but I hope it looks at the evidence
fairly and open-mindedly and doesn’t spin a line in defiance of
the evidence.

But isn’t every composer passionate? Every artist? It seems to
be the first requirement of being an artist. You are passionate
about your work.
I would say it doesn’t necessarily come like that. For instance, a
lot of Ravel is quite cool, and of course they may be passionate
in the commitment to the work and to the art, but in terms of
expressing passion in the music, I think it varies. What I was
concerned with in this case was that people didn’t see Vaughan
Williams as passionate, they saw him as rather a sort of
bumbling…

…trotting out folk tunes?
Yes, exactly. The folk tunes thing has been a bit of a millstone
round his neck in a way, although of course it’s the source of
wonderful melody and a connection with our musical history. It
has been a barrier for some people, I think. So it’s important to
understand that his music has lots of flesh and blood stuff as
well.

Were you surprised when Anthony Payne said that Vaughan
Williams was England’s greatest composer?
Yes, I was surprised! Not least because he has studied Elgar so
much. Yes I think that is very interesting. Not everyone will
agree with it but I think it’s a perfectly tenable point of view.

Because I think even Michael Kennedy would diplomatically
say that he was England’s greatest symphonic composer.
Of course these things are very hard to tabulate. It depends on
your mood or what work you are considering and you know, to
say which was the greater composer, Mozart or Beethoven, in a
way it’s a meaningless distinction and yet the fact that he said it
shows how Vaughan Williams is absolutely top rank. That’s the
interesting thing, because Donald Mitchell, years ago, said that
Vaughan Williams was in the “front row of second rank
composers”, something like that, damning with faint praise, and
I think what Anthony Payne shows is that he is putting Vaughan
Williams in a different league.

Did you know that Tony Palmer was also making a film
about Vaughan Williams?
I did know at the time. We talked about our respective films.

You talked to each other? Interesting!
Yes.

Did it put any pressure on you?
No.

The Ralph Vaughan Williams Society Journal, February 2011
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None whatsoever?
We met at Aldeburgh, at the cinema when one of his films was
being shown there, A Time There Wasvii his film about Britten.
That must have been June 2007. My film had just been
commissioned by the BBC and he was going to be making a film
for Channel 5 and so we discussed it, although he must have
forgotten because he later said he didn’t know that the BBC was
making a film. My view is that in Vaughan Williams anniversary
year there were two films, which is terrific.

I agree.A number of the people you interviewed were getting
on in years. Did you feel any urgency while making the film?
We have since lost Hickox, who wasn’t old, Jill Balcon and
Belinda Norman Butler.
Yes. Simona Pakenhamviii was about the same age as Ursula, but
wasn’t it fascinating to talk to Belinda Norman Butler?ix She was
talking about VW in the twenties! Who would have thought that
you could go back that far?

Which leads me to ask, do you think Adeline got a fair
hearing? The nearest anyone got to being slightly
sympathetic was indeed Belinda, although to be fair, Ursula
says in the film that “Adeline was charming”. Adeline didn’t
have too many people to fight her corner. . .
Hervey Fisher.x

. . .Everyone seemed to paint a bleak and unsympathetic
picture of her. Wearing black, and so on. Anyone who knows
someone with arthritis knows what a terribly painful and
debilitating disease it is. She suffered terribly, and yet at one
point Byron Adams tells that a friend of his said that she had
a tongue “like a viper” and he was very frightened of her. We
know that she listened to all RVW’s concerts on the radio,
and advised him on his music at the outset. He wrote his
Birthday Gifts for her. Love and Adeline have never been
mentioned in the same breath. He did everything for her.
Well I think it is a fair question. What I would say is that such
evidence as I was able to get first hand from people who did meet
her was that at that stage, towards the end of her life, she was
quite an intimidating figure. Maybe people were misrepresenting
her at the time, and people in those days were perhaps less
sympathetic to people in wheelchairs than they are now. They
found it somehow frightening and so I would say that she...I mean
I thought that the film actually made the point that she was a very

beautiful woman in her youth, and you could see that in the
pictures of her Pre-Raphaelite look. You could see that she was a
very beautiful woman, and she certainly was supportive of VW.

I remember a picture of them. I think it was in Yorkshire,
and she is playing the cello. They look very happy together.
Oh yes. You know, he lived with her for something like fifty-four
years. I think they were very devoted and the last picture you see
with VW sort of cradling her, I find it very touching. I think he
was very devoted to her; after all, he apparently said to Ursula,
“There is no question of my leaving Adeline for you.” And I
don’t think that was entirely because he knew Adeline was
physically disabled and needed his help. I am sure there was a
real affection, but nonetheless, the situation was very draining
on him.

In your conversations with Ursula did she ever suggest that
Adeline knew about the affair?
No.

It’s never that clear? There is the implication that Adeline
was, if not party to it, aware of it.
I think the circumstantial evidence is fairly clear that she knew.
Let’s face it, the idea of her lying on the floor between the two
beds during the war is pretty unusual and I think the Valentine
cards are an interesting piece of evidence and they had not been
shown before.

I just thought they were three people sheltering from bombs
myself!
Yes, to be perfectly honest I think Adeline would have been a
stupid woman not to have realised what was going on, and she
wasn’t stupid. She was obviously a very intelligent woman and I
think she knew exactly what was going on.

You do say in the film, “Adeline played her cards shrewdly by
continually inviting Ursula to Dorking.”
I think she did! You couldn’t interpret that she was completely
blind to it. She knew what Ralph was like. She knew that he was
a hot-blooded man and that he was quite flirtatious, and there he
is, this young woman, forty years younger than him, becomes his
secretary, accompanying him everywhere, I mean a woman like
Adeline who is encumbered, has to sit at home, is not stupid, she
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knows what may well happen and I think it was brilliant of her
to say “Invite her home, don’t try and pretend this is something
I don’t want to know about.” I think Ursula was put on the back
foot, I think she was continually in Adeline’s debt and I think it’s
a model of how to handle a very painful situation, but Adeline
couldn’t move, she was stuck in Dorking and she handled it
extremely cleverly and she made sure that Ralph was never in
the position of having to choose between them. So I admire her.
She had very few cards in her hand but my goodness she played
them well!

Byron Adams says “There is a story” that Vaughan Williams
would slowly climb the stairs up to the top floor at the Royal
College of Music to see a particular young violin student who
was practising. He would climb all that way, look into the
window at her, sigh, then climb all the way back down to his
teaching studio. Is this the woman he had in mind when he
wrote Flos Campi?
I have no idea.

It is, after all, hearsay isn't it? He never says who said it. 
What makes you think it is true?
Well, I think that my attitude to hearsay like that is that you have
to take a view.

Ursula told him didn’t she?
Yes, probably, and Ursula may have had an interest, you know,
she is not a disinterested witness. I would say that my attitude, in
television film-making, is that you are often faced with hearsay,
you’re not in a law court, you’re making a programme. A law
court would dismiss that and say, there is no evidence. I would

say that you have to make a judgement as a film maker as to
whether the story is representative of the truth in a broader sense.
It’s the same when people give a recollection of an event. Often
you can find there are flaws in the details of what they remember
because they are not going back to records and their memories
can get distorted. You have to decide if the memory is accurate in
its essentials. You try where you can to correct something, you
try to correct it, but sometimes you are faced with somebody
who may have a few details wrong but actually they are
pinpointing something that is of the essence of the person, and
then that is where you say “Yes”, because it actually supports
something that you as a film maker believe to be true. In the case
of VW, I have no evidence, obviously because we are referring
back to the twenties or thirties, way beyond my experience and

way beyond the knowledge of most people, but coupled with
what Belinda Norman Butler said about the way he spoke to his
female students at the Royal College, which was pretty
unorthodox for its time...

I suppose… for its time…
…it would be unorthodox today because it would be politically
incorrect.

I must say, I have been a lecturer and it was the kind of
banter that I was familiar with, but I think it made him look
quite a sad figure. But then there was this interesting point
about Flos Campi, and Ursula seemed to suggest that there
was some sort of passion going on there…
Yes.

... that never really fulfilled itself?
Yes. Ursula was disapproving because he went so far and no further!
I had a radio interview on Woman’s Hour and Vaughan Williams
was attacked for being a dirty old man, sort of thing. I think you can
take that kind of thing too seriously. I think he had a real eye for a
pretty face and this is what Jill Balcon and Simona Pakenham both
said, about how he always had women at his, you know, at his beck
and call really, because people were fascinated by him and you can
see that he was very handsome as a young man. What we can’t
capture with still photographs and the very few moving pictures – of
which I wish there were more – is the glint in his eye, and I think the
beauty of the man as a young man actually lasted into old age. After
all, Simona Pakenham wasn’t it, who said he was such a beautiful
man? And she is talking about 1955 or something. This is
something we can’t pick up, but I felt it was true to the essence of
the man. I think he was flirtatious, I think he liked looking at
beautiful women and he was said – I didn’t put it in the film – to
have kissed every female member of the choir at Leith Hill.

The Ralph Vaughan Williams Society Journal, February 2011

8

Byron Adams

One of many colourful and poetic Valentines from Ursula to Ralph

Ursula Vaughan Williams

Va
le

nt
in

es
fr

om
U

rs
ul

a
to

Ra
lp

h
Va

ug
ha

n
W

ill
ia

m
s

ar
e

co
py

rig
ht

of
Th

e
Va

ug
ha

n
W

ill
ia

m
s

C
ha

rit
ab

le
Tr

us
t



Did you come across anything new or that was a revelation
to you?
Yes. To me from my own point of view, the whole unfolding of
the Ursula story. I knew it in essence, I knew that they were
lovers, at least that’s what I understood, but I had no knowledge
of the evidence for that, the story of the taxi journey and so on,
because I hadn’t read all Ursula’s accounts. That is, not until I
started working on the film.

Did you learn that either of them had other affairs?
You mean apart from Ursula and Ralph? Yes I had been told
about that. I didn’t put it in the film, a) because it was quite
complicated, and b) I hadn’t really got the evidence to go into it.

I had heard that Ursula had many different affairs.
I didn’t go into that, although Ursula was obviously a very
vibrant woman.

Where did the sad and very sweet story about Fanny Farrer
come from?x She obviously had a crush on Vaughan
Williams, didn’t she? I had never heard the story before. I
was fascinated. Do you think Vaughan Williams really
exploited the relationship or was he just very friendly?
This is what I heard from talking to Fanny Farrer’s relatives. There
is chapter and verse for that: the family, Shirleyxii and Emma Corkexiii,
were interviewed for the film and they showed me the documents.

What led you to them?
Because Fanny Farrer was so involved with the Leith Hill
Festival over such a long time and we then found that she had
relatives and so it developed from there. It became clear that
certainly within the family there was a belief that it was a very
intense friendship, and that she never married and the family put
it down to the strength of feeling that she had for Ralph which
she never got over. I think it is a very poignant story. She was
obviously a very attractive woman with enormous spirit and
ultimately unfulfilled. The written documents – there is nothing
incriminating in the documents at all. It’s a very free and easy
friendship, that’s all I would say. You can’t say it was a sexual
affair but I think there was a real and very close relationship.

Of the three films, Britten’s Children, The Passions of
Vaughan Williams and Elgar: The Man Behind the Mask,
which is your favourite?
(Laughs.) I suppose my favourite is always the one I am working
on at the time. Composers are often asked which is their
favourite piece, and I think on the whole your favourite is the one
you’re working on. Looking back, I was terribly lucky to have
the chance to make each of the three films because it coincided
with my own enthusiasms and it was a fascinating journey of
discovery in each case. So I don’t have a favourite. While I was
working on Elgar, that was the favourite but so was Britten.

John Bridcut talks about “Passions”
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NOTES

i Donald Paine was Director of Music at Radley College near Abingdon.

ii In the film Adeline Vaughan Williams’ great-nephew, Harvey Fisher says
that his mother considered Ursula Vaughan Williams “an adventuress”.

iii The South Bank Show was a television arts magazine show, originally
made by London Weekend Television (now part of ITV Studios), and was
presented by Melvyn Bragg. It ran from 14 January 1978 to 26 January
2010. In April 1984, The South Bank Show aired a sixty-minute film by
Ken Russell, Vaughan Williams: A Symphonic Portrait.

iv “O Thou Transcendent”, The Life of Ralph Vaughan Williams. A film
by Tony Palmer and first shown in the UK on Channel 5 on New Year’s
Day 2008.

v Elgar: The Man behind the Mask. A BBC4 film.

vi In November 1998, Ursula Vaughan Williams met Stephen Connock to
discuss Thomas Hardy for an article which Stephen subsequently wrote
for Journal No. 15, 1999. Ursula said: “His last symphony was leading
him to another place. It is an extraordinary symphony. It is very difficult
for me to listen to it.” She did not actually say that “RVW was going
somewhere else.”

vii Originally screened in 1980 on ITV’s South Bank Show, a digitally
restored version DVD was launched at the Britten-Pears Library,
December 2006.

viii At the time of the interview (30 November 2011) neither of us was aware
that Simona Pakenham had already sadly passed away.

ix Belinda Norman-Butler, committee woman and social activist. A great-
granddaughter of William Makepeace Thackeray, she studied at the Royal
College of Music. Vaughan Williams was one of her tutors.

x Hervey Fisher, Adeline Vaughan Williams’ great-nephew.

xi Frances (Fanny) Farrer, Secretary of the Leith Hill Musical Festival,
sometimes wrote words for Vaughan Williams to set to music. In the film
Bridcut describes her as having being “burnt by the Vaughan Williams
flame”. Fanny could not play an instrument but Vaughan Williams wrote
a part for her (triangle) in his arrangement of a sixteenth-century folk
song called Mr. Isaac’s Maggot. Vaughan Williams wrote her many letters
embellished with endearments such as “your loving conductor”.

xii Shirley Corke, Fanny Farrer’s niece.

xiii Emma Corke, Fanny’s great-niece tells how Fanny wanted all Vaughan
Williams’ letters burned after her death, describing this as one of the
“tell-tale signs of her having a broken heart”.



About forty-six people enjoyed a weekend of
exploration of the music of Ralph Vaughan Williams
at Farnham House Hotel on the Surrey and Hampshire

border in November 2010. The aim was not to study the whole
of the composer’s output, but to trace his development as a
composer from his student days through the first decade of the
new century, and to try to discover his journey to the important
milestones of A Sea Symphony and the Fantasia on a Theme of
Thomas Tallis, both of which had their first performances
in 1910.

The first session dealt with early music of Vaughan Williams,
which included songs, chamber music, folk songs, hymns, and an
early orchestral work. First, however, we heard the voice of
Vaughan Williams, against the background music of the Five
Variants of “Dives and Lazarus”, talking about the importance of
music being rooted in the soil of one’s own culture.

There followed examples of his early songs starting with TheWillow
Song, which dated from 1890 and was a product of his studies with
Parry at the Royal College of Music. It was not published until
1913, when it was used as the second of Three Elizabethan
Partsongs. Terry Barfoot, our speaker, pointed out how beautifully
crafted it was. The song O Mistress Mine, which was written in
1891 and published as the third song in the set, followed.

It was known that Vaughan Williams was an avid reader of
poems, often with the idea of his being able to set some of them
to music. A poem of Alfred, Lord Tennyson became the song
The Splendour Falls, written in 1896. It showed a better use of
the vocal line and more sensitivity in the piano accompaniment.
Terry pointed out that the same poem was set to music by
Gustav Holst, who set it as a part song, in contrast to Vaughan
Williams who used just a tenor with piano accompaniment. It
was also interesting to note that the length of the song was four
minutes, considerably longer than previous songs and as such
was a weightier affair than previously tried.

A movement from the Quintet in D Major, for clarinet, horn,
violin, cello, and piano, written in 1898, was heard next, and
although it did not always sound like the composer we know from
later works, it showed a good command of the instrumental forces.
One of his best-known songs, Linden Lea, sung with a Dorset
accent by Roderick Williams, was played, and it was pointed out
that although it sounded very like a folk song it was all of Vaughan
Williams’ own work.

The recently recorded orchestral work Heroic Elegy and
Triumphant Epilogue, written in 1901, showed development in the
use of bigger instrumental forces and interestingly gave the
trombonist a chance to shine in an eloquent solo which showed
nobility in the “Heroic Elegy” section of the piece. Time did not
permit a full performance of the work, but we could hear that this
was an ambitious composition that showed considerable
development in harmony and structure.

Ursula Vaughan Williams recalled the great discovery of folk song
at Ingrave in Essex in a recording played to us, when she spoke
about the meeting with Charles Potiphar and his singing of Bushes
and Briars. Two recordings followed: first, a lone singer singing the
song unaccompanied, and then an arrangement by Vaughan
Williams for men’s voices.

The other influence on his music was explored by the story of how
he became the musical editor of The English Hymnal, and wrote
various tunes under the pseudonym of “Anon”. These were
represented by a rendition of the hymn Come down, O love Divine
to the tune Down Ampney. Of course it was also the discovery of
the Third Mode melody by Thomas Tallis that was to have a special
influence on the future music of Vaughan Williams.

Two well-known songs written about the same time concluded the
first session. They were Silent Noon to words by Dante Gabriel
Rossetti, and “The Vagabond” from the song cycle Songs of
Travel, settings of poems of Robert Louis Stevenson. Our speaker
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revealed that the composer considered this song cycle as an
English Winterreise. The recording used was one in which the
accompaniment was not provided by the piano but by an
orchestra. Vaughan Williams had orchestrated some of the
movements, showing how he valued this set of songs. Terry
asserted that Vaughan Williams as the mature composer had fully
emerged by 1904.

Saturday morning was exclusively devoted to A Sea Symphony,
which was conducted by Ralph Vaughan Williams in its first
performance at the Leeds Festival on 12 October 1910, Vaughan
Williams’ thirty-eighth birthday. It is a massive work, and was a
great success. The American poet Walt Whitman, who was very
popular at the beginning of the twentieth century, wrote the poetry
used throughout the symphony. His poetry particularly appealed to
Vaughan Williams who was to use Whitman’s words in other works.

We were told what other pieces of music were included in the
same concert. The Sea Symphony was in the first half, and after the
interval Sergei Rachmaninov played his Second Piano Concerto,
and this was followed by Don Juan by Richard Strauss.

Terry quoted some contemporary writings regarding the Sea
Symphony. Herbert Thompson of the Yorkshire Post was an early
champion of Vaughan Williams, and wrote in the programme
“The music is individual, ambitious in conception, rich in ideas

and freedom of expression. It has great sincerity, a high poetic
manner of feeling. It has the power to deal with a big canvas with
breadth of grandeur. The method is modern in the elusive and
sometimes tortuous harmonic progressions but these are the
genuine expression of the composer’s ideas.”

The Times, after the performance, was also enthusiastic. “It will
not be surprising if the Leeds Festival of 1910 is remembered in
the future as the festival of the Sea Symphony.” The Guardian
said “The Sea Symphony definitely places a new figure in the
front rank of our English composers. It is unique in several ways,
it is the nearest approach we have to a real choral symphony, one
in which the voices are used throughout just as freely as the
orchestra. In scope it is the finest piece of sea music that we have,
a seafaring piece above everything.”

Despite this enthusiasm in the provinces, where it was performed
in Oxford, Cambridge and Bristol, the symphony had to wait two
and a half years to get its first performance in London.

The opening of the symphony is one of the most startling and
original openings to any symphony ever written, and certainly
grabs the listener’s attention. It is the composer’s first mature
work and shows us that he has burst forth with a wonderfully
unique composition. The speaker traced the development of the
composer through his education and lessons with Max Bruch in
Berlin and Maurice Ravel in Paris. He noted the struggle that
Vaughan Williams had had to find his “musical voice”, and that
he was a late developer in this regard. Another important aspect
to this work was the poet Walt Whitman. Ralph Vaughan
Williams “never got over him”, and the poetry used throughout
the symphony was inspirational for him.

Our attention was drawn to the overall structure of the symphony
and how Vaughan Williams used the fanfare motif throughout, as
well as using material from the first movement in other parts of
the work. The speaker noted Vaughan Williams’ interest in
venturing into the unknown, and likened this sense of exploring
shown in the last movement of this symphony with the second
movement of the Ninth Symphony. We continued to listen to
extracts and then to the whole symphony. It was obvious how
wonderful the work was in the way it unfolded its material and
developed it, and particularly how the composer had expanded
the use of massive forces in order to express his musical
thoughts and Whitman’s poetry, within a symphonic form. Our
speaker said that as we viewed it from the perspective of a
century since its first performance it was, together with Messiah
and The Dream of Gerontius, central to the choral repertoire in
this country.

The next items to be investigated were the String Quartet No 1 in
G minor and The Wasps. The quartet was composed just after
Vaughan Williams’ period of study with Maurice Ravel, and
showed a case of “French fever”, as Vaughan Williams called it.
The composer’s love of the viola is shown, when it is given the
opening solo in the first movement. The work was looked at in
some detail, regarding its structure and use of its material.
Listeners were asked to comment on the music from time to
time, and the quartet was compared with Ravel’s own string
quartet. The material was not a carbon copy of Ravel, but the
French composer’s influence was evident. It was generally
agreed that this was very important to Vaughan Williams’
development, and to his future compositions.

Moving on to The Wasps, we listened to the familiar overture that
has become a firm favourite of orchestral repertoire, and then
moved on to the suite. The “March Past of the Kitchen Utensils”
included material influenced by folk music. Other movements
once again showed how Vaughan Williams was succeeding in
producing what was needed in various genres of music and
showing his individual voice at the same time.

The Piano Quintet in C minor was composed in 1903 and was
written for the same instrumental forces as the “Trout” Quintet by
Franz Schubert. A double bass is used instead of a second violin.
The first movement is marked Allegro con fuoco. It is passionate in
nature, and has a flavour of Brahms, but once again Vaughan
Williams uses the viola to introduce an important statement within
the movement. The second movement sounds more like Vaughan
Williams and is marked “tenderly” in the passages written for the
piano. The last movement is a set of variations on a theme first
heard in the strings. The quintet had a successful first performance
in 1905, but the composer withdrew it in 1918.
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Our speaker for the rest of the weekend was Gwyn Parry-Jones. He
led us in our investigation of the orchestral piece Norfolk Rhapsody
No.1, which is based on folk songs, and the symphonic impression
In the Fen Country, which is not. He started by saying that it was
usually considered that in the early career of Vaughan Williams his
choral music was better than his orchestral music, and that this is
probably why he took himself off to Paris to study with Ravel, who
Vaughan Williams hoped would be able to help him with his
orchestration. There is a quotation from Vaughan Williams where he
describes his orchestration as “lumpy and stodgy”. Gwyn said that
when we looked at these early works it was evident that Vaughan
Williams was pretty good at orchestration. However, he came back
from Paris with more confidence and was able to establish his own
musical voice, which became subtler and had a wider palette of
orchestral colour. It would be wrong to regard all the early works as
apprentice works and it was known that Vaughan Williams was
ruthlessly self-critical. The composer even withdrew pieces that
proved popular and had successful first performances.

After collecting folk songs from Norfolk in 1905, Vaughan
Williams started to write an orchestral piece, which he hoped,
would be a “Norfolk Symphony”. Three rhapsodies were composed
and given first performances, but the second and third were
withdrawn, leaving only the first to be published. The opening of
the piece engenders a wonderful atmosphere of early morning
when the freshness of the dew on the landscape is evident. It is
managed with the use of very few instruments, just muted violins,
flute, oboe, and harp and a couple of bars later a clarinet solo. We
noticed that the flute and oboe in their first entries had a fanfare
rhythm, this being a particular device, which Vaughan Williams
used frequently. A solo viola then introduces a folk song, The
Captain’s Apprentice. This is another musical fingerprint indicative
of his instrumental music.

Our speaker pointed out an interesting connection between The
Captain’s Apprentice and one of Vaughan Williams’ later works.
The folk song is unusual in that it starts on the fourth degree of the
minor scale. Not many pieces do this. A portion of the third
movement of A Pastoral Symphony was played, showing that the
composer had used the same intervals as the folk song. This
showed clearly how Vaughan Williams assimilated such influences
into his own compositions.

We went on to look at the rest of the Rhapsody. It has three main
sections, slow, fast, slow, and ends as it begins, with a reprise of the
initial material. Another aspect of the music is that the composer
sets a lyrical slow tune against the faster paced folk tune and this
leads the music back to the slow and reflective mood that began the
work, leading to a soft, atmospheric ending. It is clear that the
composer is becoming more efficient in being able to produce the
effects he requires.

When we looked at the symphonic impression In the Fen Country,
first performed in 1909, but revised as late as 1935, it was clear that
this was a more mature work, and although sounding as if folk
songs were used, all the music was original. Apparently some
critics were a bit patronising about it. A critic writing in the
nineteen-sixties dismissed it as an early work that did not give any
indication of Vaughan Williams’ greatness to come. Our speaker
countered this view by playing a section of the piece which
illustrated how wrong the critic was. The section played was
indicative of later works of the composer, particularly of the
Symphony in D Major. In construction, In the Fen Country was

more complicated than the Norfolk Rhapsody, and in the speaker’s
opinion it was a better piece. The tempo is kept fairly steady
throughout, with only a few changes within the work. The opening
solo on the cor anglais has a haunting melody in a folk song style,
which sets the scene of the flat landscape of the fens. Vaughan
Williams uses modal tunes to give the folk tune feel to the music.
Strong chords on trombones and horns give richness to the texture
and later help to give a feeling of grandeur, as the whole orchestra
builds to a climax. When this subsides there are echoes of A
Pastoral Symphony when a horn has a distant military-like call,
leading the music back to the melody heard at the beginning. Far
from being an uninteresting early work as the critic thought, it
shows techniques that Vaughan Williams had assimilated into his
writing which foreshadowed great works to come.

In our study of Toward the Unknown Region, the importance of
those music festivals that flourished in British musical life at the end
of the nineteenth and early twentieth centuries was apparent. They
provided emerging composers with opportunities that might not
have been otherwise available. This piece was a commission for the
Leeds Musical Festival of 1907 and was a huge success. The words
are from Walt Whitman’s Whispers of Heavenly Death, and deal
with the soul’s journey towards death and beyond. Vaughan
Williams opens the piece with brass instruments setting the
atmosphere before the choir enters with the words “Darest thou now
O soul, walk out with me toward the unknown region”. In our
speaker’s opinion, Vaughan Williams’ command of orchestral and
choral forces is wonderful in its relevance to the words of Whitman.
The composer manages to warm the music at the words “touch of
human hand”, and later, when the poem speaks of “that inaccessible
land”, there comes a cold foretaste of the Sinfonia Antartica.
A climax is reached as the choir holds the word “Then…”,
surrounded by orchestral fanfares, before continuing with the words
“…we burst forth”. At all times Vaughan Williams matches the
music to the mood of the words.This work was a major achievement.
No wonder it led to another commission from the Leeds Festival!

In contrast, the setting of A.E. Housman’s poetry in the song cycle
On Wenlock Edge, completed in 1909, is a more intimate piece. It is
scored for tenor, piano, and string quartet. Once again the
composer handles the marriage of words and music wonderfully,
subtly reproducing the atmosphere of the poems and using music
to enhance the story, further evidence of his continuing
development as a composer. This is particularly true in the third
song, “Is my team ploughing?”, where Vaughan Williams uses the
string quartet to set the scene before the entry of the voice. The
music becomes agitated and louder as the whole ensemble is used
to convey the anguish and tension within the poem. The following
song, in complete contrast, is a light setting of “Oh, when I was in
love with you”. In “Bredon Hill”, Vaughan Williams sets the scene
using muted chords played softly in the strings, conjuring up a
magical vision of the Shropshire landscape. It is clear that this
work is a marvellous milestone.

We looked at two other compositions dating from 1911 and 1912.
Five Mystical Songs sets words of George Herbert for baritone and
optional chorus and was a commission for the Three Choirs
Festival, meeting at Worcester in 1911. The Phantasy Quintet, for
string quartet plus an extra viola, was written for the members of
the London String Quartet and dedicated to William Wilson
Cobbett, a patron of music who commissioned a series of
“phantasy” pieces from different composers. The scoring follows
examples of music by Mozart and Brahms.
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The final session of the weekend investigated the other important
first performance in 1910, the Fantasia on a Theme by Thomas
Tallis, written for the Gloucester meeting of the Three Choirs
Festival. It had its first performance on 6 September, with the
composer conducting. The work is based on the Third Mode
melody that Vaughan Williams found when he was editing the
English Hymnal. A Third – Phrygian – Mode tune is not very
frequently encountered, so it attracted Vaughan Williams’ interest.
The scoring is for a large string orchestra, a smaller one and a string
quartet. In the score the composer asks for the smaller orchestra to
be set apart from the large one, if possible. The music is glorious:
Vaughan Williams had once more produced a work unlike any
other and yet recognisable as being his.

So what conclusions can we draw from our study of Vaughan

Williams’ music within the period we examined? Certain facts
were apparent. He was determined to be a good composer. In order
to achieve this he wrote in every genre of music possible. He was
not afraid of learning from others, whether friends, like Holst, or
others, such as Ravel. He was ruthlessly self-critical, and withheld
from publication music with which he was not totally satisfied. And
he would often revise works, sometimes years later, and even after
they had been published.

The study of his music showed that he was able to learn and use
techniques that enabled him to express himself in music in a way
that was unique to him. Gerald Finzi wrote about composing as
follows: “Some curious force compels us to preserve and project
into the future the essence of our individuality…” Vaughan
Williams achieved this, and showed us his genius.
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English Composers and the Great War
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TERRY BARFOOT writes widely on music

for Britain’s leading journals, orchestras,

festivals and record companies. A founder

member of the Ralph Vaughan Williams

Society, he lectures at Oxford University,

is Publications Consultant to the

Bournemouth Symphony Orchestra, and

Director of Arts in Residence.

TREVOR MAGEE works as a tour guide

for Galina International Battlefield Tours.

He has lectured in English Literature in

further and higher education, specialising

in the literature of World War One.

EVENING: The Western Front and the Great War:
Myth and Reality – English Composers and the
Great War

MORNING: Vaughan Williams, The Lark
Ascending; Butterworth, A Shropshire Lad

MORNING VISIT: Ecoivres and Vimy Ridge

LUNCH in Arras

AFTERNOON VISIT: Northern Somme: Sheffield
Memorial Park (Serre), Auchonvilliers Cellars &
Newfoundland Memorial Park

AFTERNOON: Vaughan Williams, A Pastoral
Symphony

EVENING TALK OR FILM: 1st July 1916

MORNING: The progress of the battle

MORNING VISIT: Ulster Tower, Thiepval
Memorial, Pozières, La Boisselle Crater

LUNCH in Albert

AFTERNOON VISIT: Mansel Copse, Longueval,
Delville Wood, Flers

AFTERNOON: Music by Coles, Gurney,
Butterworth, Ravel

EVENING: Bliss, Morning Heroes

Departure after breakfast

DAY FOUR

DAY THREE

DAY TWO

DAY ONE Full details and Booking:
Arts in Residence,
25, Mulberry Lane,
Cosham,
Portsmouth,
PO6 2QU.

PRICE
Half-board accommodation including
dinner with wine:
£345.00 per person (twin/double rooms),
£395.00 (single rooms)
£50.00 per person deposit with booking.

Cheques payable to Arts in Residence.
Enquiries: 02392 383356
Email: info@artsinresidence.co.uk
www.artsinresidence.co.uk

Tuesday 25 – Friday 28 October 2011

This short trip to the Somme will visit the places where Vaughan Williams, Butterworth and other

composers served, while also featuring their music associated with the Great War. The Hôtel Le

Prieuré at Rancourt will be our location, and coach transport will be provided from the U.K. and

throughout the trip.
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In 2009, I purchased Vaughan Williams’ old silver
pocket watch from Michael Harling. Michael
was the nephew of Edna Harling. Edna

was housekeeper and cook to Ralph
and Ursula Vaughan Williams at
10, Hanover Terrace in London, for
four years until the composer’s
death in August 1958. She is
fondly remembered in Ursula’s
biography of her husband, and
also by Michael Kennedy.

The watch was either left to
Edna in Vaughan Williams’will
or given directly to her by
Ursula. After her employment
ceased she left London for New
York. A devout Christian and
trombone player, she worked for the
Salvation Army in the United Nations
building, rising to the rank of Major.
She eventually returned because she
preferred to die in England. At some stage she
passed the watch on to her brother, a railway
signalman, who used it at work before giving it to
his son, Michael.

It is a key-wound, solid silver, half-
hunter pocket watch with a flat enamel
dial and a likely Swiss-made bar lever
movement. The inside of the case
carries the name of the famous watch
and clock makers, Dent & Co., 61,
Strand and 34, Royal Exchange,
London. There is also the mark of the
silversmith – “JS” – whom I haven’t
been able to identify, as well as the
serial number 61275. The cartouche has
the initials “RVW” rather ornately
inscribed on it. The watch is in very good
condition for its age. It has now been fully
cleaned and serviced and keeps perfect time.

I believe the provenance of the watch is strong. Michael
Kennedy has confirmed that Vaughan Williams always used a
pocket watch, that he does not remember his ever having a
wristwatch, and that Ursula had indeed given the watch to Edna.
The watch, which had been in the Harling family for over fifty
years, is genuine.

Michael Harling recalls a childhood memory. “I did in fact visit
there once with my twin sister and my parents and peeped

around the door when my aunt said ‘Keep quiet, the
master is coming!’ I saw him walking past the door

and along a corridor. I remember that he was
dressed in a dinner suit (I had never seen

one before.) This was in, I believe,
Regent’s Park Terrace or thereabouts,

and I would have been five or six
years old.”

The exact dating of the watch has so far
proved problematical, as I can find no clear
hallmarks on the case. It is probably late
Victorian. The triangular trademark was
employed by Dent from 1876, so the
watch could not have been made before
then. In 1884 the firm moved to a new
address, 4, Royal Exchange, and so new

watches would be marked with this
address. It is therefore likely that the watch

was made between 1876 and 1884. It is
probable, however, that the watch was

assembled abroad to Dent specifications and
then engraved by them after examination.

I’d be happy to hear from any readers with knowledge about
dating such watches.

SOURCES

Dent of London, website: www.dentlondon.com/about/history.ph

Harling, Michael: personal correspondence

Kennedy, Michael: personal correspondence

Vaughan Williams, Ursula: R.V.W., A Biography of Ralph Vaughan Williams,

1988, O.U.P.
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This article constitutes a second installment of a larger checklist
I am compiling of Vaughan Williams’ published folk song
arrangements. The first installment of ninety-three carol
arrangements appeared in the October 2010 issue of the Journal
as part of a special issue focusing on the composer and the
musical amateur. The size of the complete checklist –
comprising 309 itemsi – prohibited publication all at once,
however, and the decision was made to begin with a digestible
portion and expand the offerings in later ones. Hence this second
installment of 158 items. A third installment, presenting the
remaining fifty-seven items, will appear later.

The sudden increase is neither arbitrary nor accidental. This
installment of the checklist surveys Vaughan Williams’
arrangements of English folk songs, easily the most prolific of
the various subgenres of English traditional music, and the one
to which he devoted most of his attention as collector and
arranger. Encompassing the long narrative ballad as well as the
short lyric, the folk song differs from the folk carol, chantey
(work song) or singing game in that it is not connected to any
particular season, occasion or ceremony. Existing independently
of any specific social custom or practical need, the folk song is
essentially “functionless,” the product of a purely artistic desire
for self-expression on the part of the singer. Such, at least, is how
the early collectors of the folk revival, Vaughan Williams
included, viewed such songs, and it explains why they focused so
heavily on them in their collecting and arranging work. Roughly
85% of the 889 separate itemsii in Vaughan Williams’ manuscript
collection are made up of ballads and lyric songs, for example. It
is true that songs make up only slightly more than half of his
published arrangements (158 out of 309 total); but then again the
number of settings he made of other forms of folk music –
carols, dance tunes – comes nowhere close to this mark. (The
closest competitor, folk carols, totals only ninety by
comparison.) Favoring those specimens of the folk singing art
that showed the rhapsodic beauty of English traditional music to
fullest advantage, Vaughan Williams naturally concentrated on
songs when repackaging this material for the musical amateur.

The table below places Vaughan Williams’ 158 folksong
arrangements in alphabetical order by title while also
distinguishing between melodic variants that share the same or a
similar text and any competing arrangements made of a specific
version of a song. The two tunes for the different variants of
“The Cuckoo” – nos. 30-31 in the checklist – offer an example
of the former, while the three settings of the same version of “An
Acre of Land” – nos. 1-3 in the checklist – an example of the
latter. The second and third columns provide information about
the source melody, explaining who originally collected it and
where the composer found it. The fifth and sixth columns clarify
the publication history of each setting, distinguishing between
initial printings and subsequent reissues. Titles of published

sources and of arrangement publications found in these columns
are abbreviated and keyed to a list.

The format, in short, exactly duplicates that of the earlier
checklist of carol arrangements published in the October 2010
issue. Readers are encouraged to turn to that issue, the
explanatory essay particularly, for an overview of the modus
operandi and rationale I have employed for the project as a
whole. The picture of Vaughan Williams’ arranging activities
that we saw there is wholly confirmed here – the breadth of his
knowledge of contemporary and antiquarian musical sources,
the variety of the performing forces he wrote for and types of
arrangements he created, the energy with which he contracted
with publishers to print and reissue his settings, and above all the
sheer determination and hard work that went into what was
clearly a life-long labor of love.

The editorial decisions informing the compilation of the first
installment of the checklist have naturally also impacted this
one. Thus the checklist admits only published settings, in
particular those that focus on a single melody presented
strophically; omits more ambitious arrangements that treat a
tune as part of a larger compositional design; counts hymn tunes
derived from folksongs, even those for which the composer may
have been only tangentially responsible;iii and includes among
the list of reissues and reprints those that appeared after Vaughan
Williams’ death, this to encourage as many future performances
as possible. Again, readers are referred back to the October 2010
issue for full details.

The inclusion or omission of specific songs requires some
explanation. The fluid nature of traditional music – the give and
take between orality and literacy, the propensity of folk
repertories to travel with their singers – has stymied many a
scholar seeking to pin down the provenance of a given song, and
Vaughan Williams was no exception. “Greensleeves,” for
example, though likely composed by a literate (if anonymous)
musician in the 1570s, entered the folk tradition soon thereafter
– a “mixed” legacy that seemingly influenced the vacillating
designations that the composer gave the song over the course of
his career. Similarly, the well-known “Pride of Kildare”,
popularized in England by nineteenth-century Irish immigrants,
would seem best to be labeled as Irish; yet Vaughan Williams
included it among the arrangements he grouped together as Six
Studies in English Folk Song (1927). Clearly, attribution can go
either way in cases like these, and perhaps the only way to
maintain uniformity is to limit the table to those songs that the
composer consistently labeled as both “English” and
“traditional.” Thus the table admits the dubious “Summer is A-
Coming In” and “Who’s the Fool Now”, probably composed
works but repeatedly identified by him as “English folk songs,”
and omits hymn tunes like “Valor” and “Bamberg”, that he
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inconsistently labeled as such.iv Likewise, “Greensleeves,” variously
called a “folk-song” and an “English traditional song” but also an
“old air” in his four arrangements of the tune,v has had to be left off
the table (though it will appear among the list of anonymous “Old
English Songs” in the third installment of the checklist.)

A few last points about the table should be made. As before, the
“Folk Song Name” column gives the various forms of the title
that Vaughan Williams used in his publications, with the most
common placed first. Square brackets enclose titles that appear in
manuscript or in the original published source where those differ
from other titles given in the column. Second, in the effort to
avoid misleading arrangement descriptions, only those keyboard
accompaniments specifically designated in the score as being for
“piano” or “organ” are identified as such in the fourth column.
(All others, even those almost certainly intended for those
instruments, are described as “keyboard accompaniments”).
Finally, note that the table includes two hymn tunes, “De
Profundis” and “Lew Trenchard” (nos. 144-5), and one choral
arrangement, “The Winter is Gone” (No. 153), whose folk song
originals I have failed to identify, despite exhaustive search. If
any reader should recognize them, I would be delighted to be
contacted about the discovery at JOnderdonk@wcupa.edu.vi

NOTES

i 309 increases by one the total number of Vaughan Williams arrangements that
I initially reported in the Journal, issue 49, page 3. Since then, I discovered
another carol arrangement that I had somehow overlooked, “Angelus ad
virginem” in The First Nowell (1959), where it appears as no. 3 (repeated as
no. 5). The setting of this fourteenth-century composed but anonymous carol
would appear to come from a version that Vaughan Williams found in British
Library Manuscript Arundel 248. I have also slightly revised my earlier
estimates of the distribution of Vaughan Williams’ settings among the various
subgenres of English traditional music. I now count 260 arrangements of
English folk songs, dance and carols, and twenty-nine of British (i.e. non-
English) and continental folk songs and carols. I have also reduced the
number of “old English” songs (i.e. composed but still anonymous songs
standing just outside the folk tradition) from twenty-one to twenty.

ii This differs from the numbers Michael Kennedy presents in his Catalogue of
the Works of Ralph Vaughan Williams, 2nd ed. (O.U.P., 1996), pages 245-81,
and counts all items collected by Vaughan Williams, including songs, carols,
chanteys, singing games and dance tunes as well as individual texts collected
without tunes.

iii Note that this installment of the checklist, unlike the last one, includes a few
hymn tunes that were published in the 1906 edition of The English Hymnal but
left off the second (1933) edition. They are identified with the words “1906 only”
in the fifth column of the table.

iv “Valor” is described as an “English traditional melody” in SP No. 163(2), an
“Irish traditional melody” in the index of SPE, p. 888, and “from an
[unspecified] traditional melody” in EH No. 91 (1933 ed. only). “Bamberg” is
described as an “English traditional melody” in SP No. 440 but as a “17th
century melody” in SPE No. 6.

v The first two designations come from Vaughan Williams’ 1934 (voice and
piano) and 1945 (unaccompanied SATB voices) settings, respectively, while
“old air” was used for both his 1954 (SA with piano accompaniment) and
1957 (unaccompanied TTBB voices) arrangements.

vi I would like to thank Oliver Neighbour, Hugh Cobbe, Martin Graebe, Roy
Palmer, John Roberts, Dr. Dorothy De Val, Dr. Bea M. McCray and especially
Tracie Meloy and Gail Dotson of the West Chester University Interlibrary
Loan Department for much help and advice with this project.

ABBREVIATIONS USED IN TABLE
(All publications are London and Oxford University Press unless otherwise noted)

Published Sources of Folk Song Melodies

Butterworth = George S.K. Butterworth, Folk Songs from Sussex (Augener Ltd., 1913)
Chappell = William Chappell, Popular Music of the Olden Time, 2 vols. (1853-9;
reprinted New York: Dover, 1965)

CSCEFS = Cecil Sharp’s Collection of English Folk Songs, ed. Maud Karpeles (2
Vols., 1974)
EFSSA = English Folk Songs from the Southern Appalachians, collected by Cecil
Sharp, ed. Maud Karpeles (2 Vols., 1932; reissued 1952)
English County = English County Songs, ed. Lucy Broadwood and J.A. Fuller
Maitland (JB Cramer and Son, 1893)
English Traditional = English Traditional Songs and Carols, ed. Lucy Broadwood
(Boosey, 1908)
JFSS = Journal of the Folk Song Society (1899-1931)
Somerset = Folk Songs from Somerset, ed. with piano accompaniments by Cecil J.
Sharp & C.L. Marson (Five Series; London: Simpkin, Marshall; Taunton: Barnicott
and Pearce; 1904-1909) [Marson was co-editor only for the first three series]
West = Songs of the West: Folk Songs of Devon and Cornwall, collected and
arranged by Rev. Sabine Baring-Gould, Rev. H. Fleetwood Sheppard and Rev. F.W.
Bussell; new and revised edition under the musical editorship of Cecil J. Sharp
(Methuen, n.d. [1905])
Wooldridge = William Chappell, Old English Popular Music; new edition, with a
preface and notes, and the earlier examples entirely revised by H. E. Wooldridge
(Chappell & Co., 1893)

Arrangements

Classic = Classic English Folk Songs, ed. RVW, A.L. Lloyd and Malcolm Douglas
(English Folk Dance & Song Society, 2003) [Revised edition of The Penguin Book
of English Folk Songs]
Eastern = Folk Songs from the Eastern Counties, collected and set with an
accompaniment by RVW (Vol. 2 of Folk Songs of England, ed. Cecil Sharp;
Novello, 1908)
ECFS = English County Folk Songs, ed. Cecil Sharp (Novello, 1961) [A reprinting
under one cover of the five volumes of Folk Songs of England (Novello, 1908-
1912)]
EH = The English Hymnal, ed. Percy Dearmer and RVW (1906; rev. ed. 1933)
FEFS = Five English Folk Songs, freely arranged for unaccompanied chorus by
RVW (Stainer & Bell, 1913)
Fifteen = Fifteen Folk Songs from Newfoundland, collected and ed. Maud Karpeles,
with pianoforte accompaniments by RVW (1968) [Arranged by RVW c. 1938]
FSI = A Selection of Collected Folk-Songs, Vol. 1, arranged by Cecil J. Sharp and
RVW (London: Novello, n.d. [1914?]
FSII = A Selection of Some Less Well-Known Folk-Songs, Vol. 2, arranged by Cecil
J. Sharp, RVW and Others, compiled by Cyril Winn (London: Novello, n.d.
[1935?])
MSB = The Motherland Song Book for Unison and Mixed Voices, Official
Publication of the League of the Arts for National and Civic Ceremony (4 Vols.,
Stainer & Bell, 1919) [RVW edited Vols. II (Part 1), III and IV]
NEFSSAM = Nine English Folk Songs from the Southern Appalachian Mountains,
collected by Cecil Sharp and Maud Karpeles, with piano accompaniments by RVW
(1967) [Arranged by RVW c. 1938]
Newfoundland = Folk Songs from Newfoundland, collected and ed. by Maud
Karpeles, with pianoforte accompaniments by RVW, Clive Carey, Hubert Foss and
Michael Mullinar (2 Vols., 1934)
OBC = The Oxford Book of Carols, ed. Percy Dearmer, RVW and Martin Shaw
(1928)
OBCS = Oxford Book of Carols for Schools, ed. Percy Dearmer, RVW and Martin
Shaw (1956) [Carols slightly adapted from OBC by RVW’s student Leslie Russell]
Penguin = The Penguin Book of English Folk Songs, ed. RVW and A.L. Lloyd
(Harmondsworth: Penguin Books, 1958) [reprinted, as English Folk Songs (2009)]
Seasons = R Vaughan Williams, Folk Songs of the Four Seasons (1950) [Each item
issued separately 1950; whole work reissued by OUP in 2006, with revised piano
accompaniment by Michael Mullinar]
Schools = Folk Songs for Schools, arranged by RVW (Book 232 of Novello’s School
Songs, general editor W.G. McNaught; Novello, 1912)
SEFS = Six English Folk Songs, arranged for voice and piano by RVW (1935)
SP = Songs of Praise, ed. Percy Dearmer, RVW and Martin Shaw (1925)
SPBG = Songs of Praise for Boys and Girls, ed. Percy Dearmer, RVW and Martin
Shaw (1929)
SPE = Songs of Praise Enlarged, ed. Percy Dearmer, RVW and Martin Shaw (1931)
[The ‘enlarged’ edition of Songs of Praise (1925)]
Studies = RVW, Six Studies in English Folk Song for violoncello and pianoforte;
alternative versions for violin, viola or clarinet (Stainer & Bell, 1927)
Sussex = Folk Songs from Sussex, collected by W.P. Merrick with pianoforte
accompaniments by RVW (Vol. 5 of Folk Songs of England, ed. Cecil Sharp;
Novello, 1912)
TEFS = Two English Folk Songs, arranged for voice and violin by RVW (1935)
Winter = RVW, Two Songs of Winter, for unison voices and descant with piano
accompaniment (1990) [Reprinted from Folk Songs of the Four Seasons]
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Folk Song Name Collector Folk Song Melody Arrangement Description First Publication Separate Issues/
Later Reprints

1 Acre of Land, An RVW RVW manuscript
collection (JFSS 8, p. 212)

TTBB voices w/ piano
accompaniment ad lib.

Oxford Choral Song No. 636
(OUP, 1934)

2 Unaccompanied SATB voices Oxford Folk Song Series F.26
(OUP, 1934)

3 Unison women’s voices w/ piano
or orchestral accompaniment

Seasons Part III, No. 3 Issued separately by OUP
(1950); reissued 1993, 2007

4 As I Walked Out RVW RVW manuscript
collection (JFSS 8, p. 152)

Solo voice (or unison voices)
w/ keyboard accompaniment

Eastern No. 5 ECFS pp. 58-60

5 As I Walked Over London
Bridge

RVW JFSS 8, p. 208 Cello (or violin, viola or
clarinet) and piano

Studies No. 6

(manuscript missing)
6 As I Went to Walsingham Unknown Chappell, p. 123 Four-part SATB keyboard

arrangement (for unison
congregational singing)

EH No. 388 (tune name: ST.
ISSEY)

SP No. 231

SPE No. 490

7 Bailiff’s Daughter, The
(1st tune)

RVW RVW manuscript
collection (unpublished)

Four-part SATB keyboard
arrangement (for unison
congregational singing)

EH No. 525(1) (tune name:
FARNHAM)

SP No. 156

SPBG No. 109(2)

SPE No. 285

8 Bailiff’s Daughter, The
(2nd tune)

RVW RVW manuscript
collection (unpublished)

Four-part SATB keyboard
arrangement (for unison
congregational singing)

EH Nos. 186 (1906 only), 611
(tune name: RODMELL)

SP No. 441

SPBG No. 23

SPE No. 221

9 Banks of Green Willow,
The

Cecil Sharp JFSS 6, p. 34 Solo voice w/ keyboard
accompaniment

Penguin, pp.11-12 Classic, p. xxi

10 Barbara Ellen [Mary
Ellen]

Cecil Sharp
& Maud
Karpeles

EFSSA No. 24M Solo voice (or unison voices)
w/ piano accompaniment

NEFSSAM No. 7

11 Basket of Eggs, The RVW RVW manuscript
collection

Solo voice (or unison voices)
w/ keyboard accompaniment

Penguin, p.12 Classic, p. xxii

(JFSS 7, p. 102)
12 Bedlam City JA Fuller

Maitland?
English County, p. 71 Four-part SATB keyboard

arrangement (for unison
congregational singing)

EH No. 390, 599 (tune name:
SHIPSTON)

SP No. 430

SPBG No. 8

SPE No. 364
13 Black Decree, The Cecil Sharp JFSS 31, p. 31 Four-part SATB keyboard

arrangement (for unison
congregational singing)

SPE No. 484 (tune name:
DECREE)

14 Bloody Gardener, The Maud
Karpeles

Karpeles manuscript
collection (unpublished)

Solo voice (or unison voices)
w/ piano accompaniment

Newfoundland Vol. I No. 7 Fifteen No. 4

15 Bold General Wolfe WP
Merrick

JFSS 3, p. 107 Solo voice (or unison voices)
w/ piano accompaniment

Sussex No. 1 ECFS pp. 183-5

16 Bold Princess Royal, The RVW RVW manuscript
collection (JFSS 8, p. 170)

Solo voice (or unison voices)
w/ keyboard accompaniment

Eastern No. 11 Novello School Songs No.
1192 (1926)
FSII No. 7
ECFS pp. 82-3

17 Bold Young Farmer, A
[Bold Young Farmer, The]

RVW RVW manuscript
collection (JFSS 8, p. 155)

Solo voice (or unison voices)
w/ keyboard accompaniment

Eastern No. 3 ECFS pp. 51-3

18 Brewer, The HED
Hammond

Hammond manuscript
collection (unpublished)

Solo voice w/ piano
accompaniment

SEFS No. 4

19 Brisk Young Farmer, A RVW RVW manuscript
collection (unpublished)

Four-part SATB keyboard
arrangement (for unison
congregational singing)

EH No. 295 (tune name:
DANBY)

20 Three-part SAB keyboard
arrangement (for unison
congregational singing)

SP No. 12 [tune name: DANBY] SPE No. 16

Issued separately by OUP
(1925)

21 Brisk Young Lively Lad,
The

RVW RVW manuscript
collection (unpublished)

Four-part SATB keyboard
arrangement (for unison
congregational singing)

EH Nos. 299, 572, 594 [tune
name: GOSTERWOOD]

SP No. 107(1)

SPBG No. 80
SPE No. 21

22 Bushes and Briars RVW RVW manuscript
collection

Solo voice (or unison voices)
w/ keyboard accompaniment

Eastern No. 1 ECFS pp. 43-7

23 (JFSS 8, p. 143) Unaccompanied TTBB voices The Orpheus (New Series) No.
447 (Novello, 1908)

Novello’s Tonic Sol-Fa Series
No. 2405 (1923)
Orpheus version reissued 1956

24 Unaccompanied SATB voices Novello’s Part-Song Book
(2nd Series) No. 1416 (1924)

25 Captain Grant WP
Merrick

JFSS 3, p. 109 Solo voice (or unison voices)
w/ piano accompaniment

Sussex No. 7 ECFS pp. 204-6

26 Captain’s Apprentice, The RVW RVW manuscript
collection (JFSS 8, p. 161)

Solo voice (or unison voices)
w/ keyboard accompaniment

Eastern No. 8 ECFS pp. 68-71

27 Carter, The [Joggin’
Along]

RVW RVW manuscript
collection (unpublished)

Solo voice (or unison voices)
w/ keyboard accompaniment

Schools No. 5 Novello’s School Songs No.
1132 (1912)
FSI No. 22

28 Come All Ye Worthy
Christian Men [Maria
Martin or The Red Barn
or Come All Ye Worthy
Christians]

RVW RVW manuscript
collection (JFSS 7, p. 118)

Four-part SATB keyboard
arrangement (for unison
congregational singing)

OBC App. 6(2)
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Folk Song Name Collector Folk Song Melody Arrangement Description First Publication Separate Issues/ Later
Reprints

29 Cruel Mother, The Maud
Karpeles

Karpeles manuscript
collection (unpublished)

Solo voice (or unison voices)
w/ piano accompaniment

Newfoundland Vol. I No. 2 Fifteen No. 2

30 Cuckoo, The (1st tune) Cecil Sharp Somerset Series 3, No.
72 (1906)

Unison women’s voices and SA
semi-chorus w/ piano or
orchestral accompaniment

Seasons Part II, No. 1 [w/
‘Summer is a-coming in’]

Issued separately by OUP
(1950)

31 Cuckoo, The (2nd tune) Maud
Karpeles

Karpeles manuscript
collection (unpublished)

Solo voice (or unison voices)
w/ piano accompaniment

Newfoundland Vol. II No. 11 Fifteen No. 14

32 Cuckoo and the
Nightingale, The or Early
in the Spring

RVW RVW manuscript
collection (unpublished)

Solo voice (or unison voices)
w/ keyboard accompaniment

Schools No. 2 Novello’s School Songs No.
1129 (1912)

33 Unaccompanied SSA voices Seasons Part I, No. 1 Issued separately by OUP
(1950); reissued 2007

34 Dark Eyed Sailor, The RVW RVW manuscript
collection (unpublished)

Unaccompanied SATB voices
(w/ divisi)

FEFS No. 1 Stainer &Bell Choral Library
No. 128 (1920)

35 Unison voices w/ piano
accompaniment

Stainer & Bell Unison Songs
No. 141 (1935)

36 Died for Love of You [I
was Brought up in
Sheffield]

RVW RVW manuscript
collection (unpublished)

Four-part SATB keyboard
arrangement (for unison
congregational singing)

EH No. 607 [tune name:
INGRAVE]

37 Down By the Riverside HED
Hammond

Hammond manuscript
collection (unpublished)

Solo voice (or unison voices)
w/ keyboard accompaniment

Schools No. 8 Novello’s School Songs No.
1135 (1912)
FSI No. 8

38 Black Decree, The Cecil Sharp JFSS 31, p. 31 Four-part SATB keyboard
arrangement (for unison
congregational singing)

SPE No. 484 (tune name:
DECREE)

39 Earl Brand Maud
Karpeles

Karpeles manuscript
collection (unpublished)

Solo voice (or unison voices)
w/ piano accompaniment

Newfoundland Vol. II No. 2 Fifteen No. 6

40 Evening Prayer, The or
Matthew, Mark, Luke and
John

Sabine
Baring-
Gould

West, No. 121 Four-part SATB keyboard
arrangement (for unison
congregational singing)

SPBG No. 9 (tune name:
TAVISTOCK)

41 Fair Margaret and Sweet
William

Cecil Sharp
& Maud
Karpeles

EFSSA No. 20L Solo voice (or unison voices)
and piano accompaniment

NEFSSA No. 6

42 Farewell, Lads WP
Merrick

JFSS 5, p. 273 Solo voice (or unison voices)
w/ piano accompaniment

Sussex No. 8 ECFS pp. 207-9

43 Farmer’s Son So Sweet, A Cecil Sharp Somerset Series 3, No.
57 (1906)

TBari.B voices w/ keyboard
accompaniment ad lib.

Stainer & Bell’s Male Voice
Choir No. 84 (1923)

44 Unaccompanied SSATBari.B
voices

Stainer & Bell Choral Library
No. 215 (1926)

45 Farmyard Song HED
Hammond

Hammond manuscript
collection (unpublished)

Solo voice (or unison voices)
w/ keyboard accompaniment

Schools No. 10 Novello’s School Songs No.
1137 (1912)
FSI No. 9

46 Female Highwayman, The
[Silvy]

RVW RVW manuscript
collection (unpublished)

Solo voice (or unison voices)
w/ keyboard accompaniment

Schools No. 4 Novello’s School Songs No.
1131 (1912)

FSI No. 25

47 Fisherman, The RVW RVW manuscript
collection (unpublished)

Four-part SATB keyboard
arrangement (for unison
congregational singing)

EH No. 595 [tune name: EAST
HORNDON]

SP No. 427

48 Fortune My Foe Unknown Chappell, p. 162 Four-part SATB keyboard
arrangement (for unison
congregational singing)

EH No. 579 [tune name:
FORTUNATUS]

49 Fox, The HED
Hammond

Hammond manuscript
collection (unpublished)

Solo voice (or unison voices)
w/ keyboard accompaniment

Schools No. 9 Novello’s School Songs No.
1136 (1912)

FSI No. 26

50 Geordie [Georgie] RVW RVW manuscript
collection (unpublished)

Solo voice (or unison voices)
w/ keyboard accompaniment

Eastern No. 14 ECFS pp. 89-91

51 Golden Vanity, The RVW RVW manuscript
collection (unpublished)

Solo voice (or unison voices)
and SATB choral refrain ad lib.
w/ piano accompaniment

MSB Vol. IV, No. 1

52 Green Meadow, The [The
Lawyer – close variant of
No. 75 below]

RVW RVW manuscript
collection (unpublished)

Unison women’s voices w/
keyboard or orchestral
accompaniment

Seasons Part II, No. 4 Issued separately by OUP
(1950)

53 Gypsie Laddie, The Maud
Karpeles

Karpeles manuscript
collection (unpublished)

Solo voice (or unison voices)
w/ piano accompaniment

Newfoundland Vol. I No. 3 Fifteen No. 3

54 Harry the Tailor to the
tune of The Tailor [The
Lousy Tailor]

RVW RVW manuscript
collection (unpublished)

Solo voice (or unison voices)
w/ keyboard accompaniment

Eastern No. 15 ECFS pp. 92-4

55 Here’s Adieu to All Judges
and Juries

WP
Merrick

JFSS 3, p. 135 Solo voice (or unison voices)
w/ piano accompaniment

Sussex No. 13 ECFS pp. 226-8

56 High Germany Cecil Sharp JFSS 6, p. 27; also
Somerset Series 1, No.
21 (1904)

TTBB voices w/ piano
accompaniment ad lib.

Stainer & Bell’s Male Voice
Choir No. 82 (1923)
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57 House Carpenter, The or
The Daemon Lover

Cecil Sharp
& Maud
Karpeles

EFSSA No. 35M Solo voice (or unison voices)
and piano accompaniment

NEFSSA No. 8

58 If There Be Danger EJ Moeran JFSS 26, p. 14 Four-part SATB keyboard
arrangement (for unison
congregational singing)

SPE No. 393(1) [tune name:
STALHAM]

EH (1933) No. 638(3)

59 In Jessie’s City RVW RVW manuscript
collection (JFSS 8, p. 159)

Four-part SATB keyboard
arrangement (for unison
congregational singing)

EH No. 597 [tune name:
HERONGATE]

SP No. 321

SPBG No. 64

SPE No. 602

60 In Peascod Time Unknown Chappell, p. 198 Four-part SATB keyboard
arrangement (for unison
congregational singing)

EH No. 638(1) [tune name: ST.
AUSTIN]

SP No. 446(1)
OBC No. 132

SPBG No. 109(1)

SPE No. 395(1)

61 I Will Give My Love an
Apple

HED
Hammond

JFSS 11, p. 114-5 Solo voice (or unison voices)
w/ keyboard accompaniment

Schools No. 6 Novello’s School Songs No.
1133 (1912)

FSI No. 12
62 Jack the Sailor [So Late It

Was]
RVW RVW manuscript

collection (JFSS 15, p. 188)
TTBB voices w/ piano
accompaniment ad lib.

MSB Vol. III, No. 6

63 Jog On, Jog On or Eighty-
Eight or Hanskin

Unknown Chappell, p. 212 Four-part SATB keyboard
arrangement (for unison
congregational singing)

EH No. 591(1), 654 [tune
name: FARNABY]

SP No. 423(2)

SPE No. 362

64 Jolly Ploughboy, The
[Come All You Young
Ploughboys]

RVW RVW manuscript
collection (JFSS 8, p. 208)

Unaccompanied TTBB voices The Orpheus New Series No.
448 (Novello, 1908)

65 Solo voice (or unison voices)
w/ keyboard accompaniment

Schools No. 1 Novello’s School Songs No.
1128 (1912)
FSII No. 18

66 Unison women’s voices and
SA descant w/ keyboard or
orchestral accompaniment

Seasons Prologue Issued separately by OUP
(1988; reissued 2007)

67 John Barleycorn Cecil Sharp Somerset Series 3, No. 58
(1906)

Unison women’s voices and
SA semi-chorus w/ keyboard
or orchestral accompaniment

Seasons Part III, No. 1 Issued separately by OUP
(1950; reissued 1996)

68 John Dory Unknown Chappell, p. 68 Unaccompanied SATB (w/
divisi) voices

Oxford Folk Song Series No.
F.25 (OUP, 1934)

Reissued by OUP (1990)

69 John Randolph (Lord
Randal)

Cecil Sharp
& Maud
Karpeles

EFSSA No. 7H Solo voice (or unison voices)
and piano accompaniment

NEFSSA No. 5

70 Just as the Tide Was
Flowing

RVW RVW manuscript
collection (unpublished)

Unaccompanied SATB (w/
divisi) voices

FEFS No. 3 Stainer &Bell Choral Library
No. 130 (1920)

71 Solo voice (or unison voices)
and SATB choral refrain ad lib.
w/ piano accompaniment

MSB Vol. IV, No. 3

72 King William HED
Hammond

Hammond manuscript
collection (unpublished)

Solo voice w/ piano
accompaniment

SEFS No. 6

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

RVW RVW manuscript
collection (JFSS 8, p. 154)

Solo voice (or unison voices)
w/ keyboard accompaniment

Eastern No. 6 ECFS pp. 61-2

74 SA voices w/ keyboard or
orchestral accompaniment

Seasons Part I, No. 2 Issued separately by OUP
(1950)

75 Lawyer, The [A Lawyer He
Went Out]

Francis
Jekyll

Butterworth, No. 4 Solo voice and violin TEFS No. 2

76 Lincolnshire Farmer, The
[The Lincolnshire (or
Yorkshire) Farmer]

RVW RVW manuscript
collection (JFSS 8, p. 174)

Solo voice (or unison voices)
w/ keyboard accompaniment

Eastern No. 12 ECFS pp. 84-5

77 Little Sir William MH
Mason?

English County, p. 86 Four-part SATB keyboard
arrangement (for unison
congregational singing)

EH No. 606 [tune name: ST.
HUGH]

SP No. 437

SPBG No. 76

SPE No. 371

78 Lord Akeman or Lord
Bateman

Maud
Karpeles

Karpeles manuscript
collection (unpublished)

Solo voice (or unison voices)
w/ piano accompaniment

Newfoundland Vol. II No. 3 Fifteen No. 7

79 Lord Rendal Cecil Sharp JFSS 6, p. 29-30; also
Somerset Series 1, No. 23
(1904)

Four-part SATB keyboard
arrangement (for unison
congregational singing)

EH No. 656(2) [tune name:
LANGPORT]

SPBG No. 29(2)

80 Lord Thomas and Fair
Ellinor

Cecil Sharp
& Maud
Karpeles

EFSSA No. 19M Solo voice (or unison voices)
and piano accompaniment

NEFSSA No. 3a

81 Solo voice (or unison voices)
and piano accompaniment

NEFSSA No. 3b

82 Lost Lady Found, The
[Down in the Valley]

RVW RVW manuscript
collection (JFSS 7, p. 100)

Solo voice (or unison voices)
w/ keyboard accompaniment

Eastern No. 4 ECFS pp. 54-7
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83 Lovely Joan [One Noble
Knight]

WP Merrick JFSS 5, p. 270 Solo voice (or unison voices)
w/ piano accompaniment

Sussex No. 14 ECFS pp. 229-31

84 Lover’s Ghost, The [Well
Met, Well Met, My Own
True Love or The
Distressed Carpenter’s
Wife] (1st tune)

HED
Hammond

Hammond manuscript
collection (JFSS 11, p. 84)

Unaccompanied SATB (w/
divisi) voices

FEFS No. 4 Stainer & Bell Choral Library
No. 131 (1920)

85 Lover’s Ghost, The (2nd
tune)

Maud
Karpeles

Karpeles manuscript
collection (unpublished)

Solo voice (or unison voices)
w/ piano accompaniment

Newfoundland Vol. II No. 7 Fifteen No. 8

86 Lovers’ Tasks, The or The
Elfin Knight

Cecil Sharp
& Maud
Karpeles

EFSSA No. 1A Solo voice (or unison voices)
and piano accompaniment

NEFSSA No. 4

87 Low Down in the Broom WP Merrick JFSS 3, p. 94 Solo voice (or unison voices)
w/ piano accompaniment

Sussex No. 2 ECFS pp. 186-7

88 Maid of Islington, The
[The Bailiff’s Daughter of
Islington]

WP Merrick JFSS 3, p. 125 Solo voice (or unison voices)
w/ piano accompaniment

Sussex No. 12 ECFS pp. 223-5

89 Maiden’s Lament, The Maud
Karpeles

Karpeles manuscript
collection (unpublished)

Solo voice (or unison voices)
w/ piano accompaniment

Newfoundland Vol. I No. 8 Fifteen No. 10

90 Merchant’s Daughter,
The [or Constant
Farmer’s Son]

Lucy Broad-
wood

JFSS 4, p. 160-1 Four-part SATB keyboard
arrangement (for unison
congregational singing)

EH No. 379 [tune name:
RUSPER]

91 Miller’s Apprentice, The
or The Oxford Girl

Cecil Sharp Sharp manuscript
collection (unpublished)

Four-part SATB keyboard
arrangement (for unison
congregational singing)

EH No. 498 [tune name:
MENDIP]

SP No. 125

[see CSCEFS No. 65A] SPE No. 201

92 Morning Dew, The Maud
Karpeles

Karpeles manuscript
collection (unpublished)

Solo voice (or unison voices)
w/ piano accompaniment

Newfoundland Vol. I No. 10 Fifteen No. 12

93 My Boy Billy or Where
Have You Been

RVW RVW manuscript
collection (unpublished)

Solo voice (or unison voices)
w/ keyboard accompaniment

Schools No. 7 Novello’s School Songs No.
1134 (1912)
FSI No. 15

94 Newport Street RVW RVW manuscript
collection (JFSS 8, p. 157)

Four-part SATB keyboard
arrangement (for unison
congregational singing)

SP No. 352(2) [tune name:
ESSEX]

SPE No. 637(2)

95 On Board a Ninety-Eight RVW RVW manuscript
collection (JFSS 8, p. 176)

Solo voice (or unison voices)
w/ keyboard accompaniment

Eastern No. 7 ECFS pp. 63-7

96 One Man, Two Men [One
Man Came Over the Plain]

HED
Hammond

JFSS 27, p. 88 Solo voice w/ piano
accompaniment

SEFS No. 3

97 Our Captain Calls RVW RVW manuscript
collection (JFSS 8, p.
202)

Four-part SATB keyboard
arrangement (for unison
congregational singing)

EH No. 402 [tune name:
MONKS GATE]

SP No. 255

SPBG No. 56
SPE No. 515

98 O Who is that Raps at
My Window?

WP Merrick JFSS 5, p. 269-70 Solo voice (or unison voices)
w/ piano accompaniment

Sussex No. 5 ECFS pp. 194-7

99 Painful Plough, The RVW RVW manuscript
collection (unpublished)

Solo voice (or unison voices)
w/ keyboard accompaniment

Schools No. 11 Novello’s School Songs No.
1138 (1912)
FSI No. 31

100 Ploughboy’s Dream, The RVW RVW manuscript
collection (JFSS 8, p.
203)

Four-part SATB keyboard
arrangement (for unison
congregational singing)

EH No. 15 [tune name:
FOREST GREEN]

SP No. 53

OBC No. 138
SPE No. 79(1)
OBCS No. 32

101 Ploughman, The [Pretty
Wench]

RVW RVW manuscript
collection (JFSS 8, p. 190)

TTBB voices w/ keyboard
accompaniment ad lib.

Oxford Choral Song No. 639
(OUP, 1934)

102 Solo voice w/ piano
accompaniment

SEFS No. 2

103 Pretty Ploughboy, The
[It’s of a Pretty
Ploughboy]

WP Merrick JFSS 3, p. 132-3 Solo voice (or unison voices)
w/ piano accompaniment

Sussex No. 4 ECFS pp. 192-3

104 Pride of Kildare, The RVW RVW manuscript
collection (unpublished)

Cello (or violin, viola or
clarinet) and piano

Studies No. 5

105 Proud Nancy Maud
Karpeles

Karpeles manuscript
collection (unpublished)

Solo voice (or unison voices)
w/ piano accompaniment

Newfoundland Vol. I No. 9 Fifteen No. 11

106 Psalm Tune RVW RVW manuscript
collection (JFSS 10, p. 45)

Four-part SATB keyboard
arrangement (for unison
congregational singing)

EH (1933) No. 638(4)

107 Queen Eleanor’s
Confession

Unknown Chappell, p. 174 Four-part SATB keyboard
arrangement (for unison
congregational singing)

SP No. 226 [tune name:
REGINA]

108 Four-part SATB keyboard
arrangement (for unison
congregational singing)

SPE No. 205 [tune name:
DORKING]

109 Rich Old Lady, The Cecil Sharp
& Maud
Karpeles

EFFSA No. 55A Solo voice (or unison voices)
and piano accompaniment

NEFSSA No. 1 Oxford Choral Songs U.135
(OUP, 1968)
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110 Robin Hood and the
Pedlar [Robing Wood
(Robin Hood) and the
Pedlar]

RVW JFSS 8, p. 156
(manuscript missing)

Solo voice w/ piano
accompaniment

SEFS No. 1

111 Rogero Unknown Chappell, p. 94 Four-part SATB keyboard
arrangement (for unison
congregational singing)

EH No. 448 [tune name:
FITZWILLIAM]

SPE No. 539

112 Rolling in the Dew RVW RVW manuscript
collection

Solo voice w/ piano
accompaniment

SEFS No. 5

(JFSS 17, p. 284)

113 Royal George, The RVW RVW manuscript
collection (unpublished)

Four-part SATB keyboard
arrangement (for unison
congregational singing)

EH Nos. 239, 385 [tune name:
SUSSEX]

SP No. 190

SPE No. 321

114 Salisbury Plain RVW RVW manuscript collection
(JFSS 8, p. 196-7)

Solo voice w/ keyboard
accompaniment

Penguin, p.11 Classic, p. xxi

115 Saucy Bold Robber, The
[The Bold Robber]

RVW RVW manuscript
collection (JFSS 8, p. 165)

Solo voice (or unison voices)
w/ keyboard accompaniment

Eastern No. 10 Novello’s School Songs No.
1756 (1936)

ECFS pp. 76-81

116 Searching for Lambs Cecil Sharp Somerset Vol. 4 No. 96
(1908)

Solo voice w/ violin
accompaniment

TEFS No. 1

117 Seeds of Love, The (1st

tune)
WP
Merrick

JFSS 3, p. 88 Solo voice (or unison voices)
and violin ad lib. w/ piano
accompaniment

Sussex No. 11 ECFS pp. 216-222

118 Seeds of Love, The (2nd

tune)
Cecil Sharp JFSS 6, p. 23; also

Somerset Series 1, No. 1
(1904)

TTB voices w/ piano
accompaniment ad lib.

Stainer & Bell’s Male Voice
Choir No. 83 (1923)

119 Servant Man and
Husbandman

HED
Hammond

Hammond manuscript
collection (unpublished)

Solo voice (or unison voices)
w/ keyboard accompaniment

Schools No. 3 Novello’s School Songs No.
1130 (1912)

120 She Borrowed Some of
Her Father’s Gold

RVW RVW manuscript
collection (JFSS 15, p. 123)

Cello (or violin, viola or
clarinet) and piano

Studies No. 4

121 Sheep Shearing, The Cecil Sharp Somerset Series 1, No. 18
(1904)

Unaccompanied SA voices Seasons Part II, No. 3 Issued separately by OUP
(1950)

122 Sheffield Apprentice, The
[Sheffield Apprentice]

RVW RVW manuscript
collection (JFSS 8, p. 169)

Solo voice (or unison voices)
w/ keyboard accompaniment

Eastern No. 13 ECFS pp. 86-88

123 She’s Like the Swallow Maud
Karpeles

Karpeles manuscript
collection (unpublished)

Solo voice (or unison voices)
w/ piano accompaniment

Newfoundland Vol. II No. 8 Oxford Choral Songs U47
(1934; reissued 1937, 1959,
1990, 2008)

Fifteen No. 9

124 Spanish Ladies, The RVW RVW manuscript
collection (JFSS 8, p. 179)

Solo voice (or unison voices)
w/ piano accompaniment

Boosey & Co. H.7442 (1912)

125 Solo voice (or unison voices)
and SATB choral refrain ad lib.
w/ keyboard accompaniment

MSB Vol. IV, No. 9

126 Sprig of Thyme, The [or
The Seeds of Love]

‘Mrs.
Wilson’

English County, p. 58,
altered in phrases 3 and
4 by RVW

Unison women’s voices and
Soprano descant w/ piano or
orchestral accompaniment

Seasons Part II, No. 2 Issued separately by OUP
(1950)

127 Springtime of the Year
[Lovely on the Water]

RVW RVW manuscript
collection (JFSS 15, p. 84)

Unaccompanied SATB voices
(w/ divisi)

FEFS No. 2 Stainer & Bell Choral Library
No. 129 (1920)

128 Cello (or violin, viola or
clarinet) and piano

Studies No. 1

129 Spurn Point [or Come
People All]

RVW RVW manuscript
collection (JFSS 8, p. 178)

Cello (or violin, viola or
clarinet) and piano

Studies No. 2

130 Stinson the Deserter Lucy
Broad-
wood

JFSS 4, p. 168 Four-part SATB keyboard
arrangement (for unison
congregational singing)

EH No. 344, 609 (1906 only)
[tune name: HORSHAM]

SP No. 139

SPBG No. 5

SPE No. 258

131 Summer is A-Coming In Unknown Wooldridge, pp. 10-13 Unison women’s voices and
SSAA semi-chorus w/
keyboard or orchestral
accompaniment

Seasons Part II, No. 1 [w/ ‘The
Cuckoo’]

Issued separately by OUP
(1950)

132 Sweet Europe Cecil Sharp Somerset Series 2, No. 46
(1905)

Four-part SATB keyboard
arrangement (for unison
congregational singing)

EH No. 656(1) [tune name:
BRIDGWATER]

SPBG No.29(1)

133 Unison voices w/ keyboard
accompaniment

SP No. 426 [tune name:
STOWEY]

OBC No. 142

SPBG No. 58

SPE No. 377

OBCS No. 20

134 Sweet William’s Ghost Maud
Karpeles

Karpeles manuscript
collection (unpublished)

Solo voice (or unison voices)
w/ piano accompaniment

Newfoundland Vol. I, No. 1 Fifteen No. 1
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135 Tarry Trowsers (1st tune) Cecil Sharp Somerset Series 2, No. 41
(1905)

Four-part SATB keyboard
arrangement (for unison
congregational singing)

EH No. 389 [tune name:
SHEPTON-BEAUCHAMP]

136 Tarry Trowsers (2nd tune) RVW RVW manuscript
collection (JFSS 8, p. 153)

Solo voice (or unison voices)
w/ keyboard accompaniment

Eastern No. 2 Novello’s School Songs No.
1472 (1927)

ECFS pp. 48-50

137 Tarry Woo RVW RVW manuscript
collection (JFSS 8, p. 215)

Four-part SATB keyboard
arrangement (for unison
congregational singing)

EH No. 23 [tune name: DENT
DALE]

SP No. 248

SPE No. 88

138 Thresherman and the
Squire, The

WP Merrick JFSS 3, p. 79-80 Solo voice (or unison voices)
w/ piano accompaniment

Sussex No. 3 ECFS pp. 188-191

139 Tree in the Wood, The Cecil Sharp
& Maud
Karpeles

EFFSA No. 206B Solo voice (or unison voices)
and piano accompaniment

NEFSSA No. 2 Oxford Choral Songs U.136
(OUP, 1968)

140 Turkish Lady, The WP Merrick JFSS 3, p. 113 Solo voice (or unison voices)
w/ piano accompaniment

Sussex No. 10 ECFS pp. 214-15

141 Turtle Dove, The RVW RVW manuscript
collection (JFSS 17, p.
287)

TTBB voices w/ piano
accompaniment ad lib.

The Apollo Club Series No.
570 (J. Curwen & Sons, 1919)

Reissued by
Curwen/Roberton (1947)

142 Unaccompanied SSATB voices
w/ Baritone solo

J. Curwen & Sons CE61175
(1924)

Reissued by Curwen (1952)

143 Unison voices w/ piano or
orchestral accompaniment

J. Curwen & Sons CE71872
(1934)

144 Unknown Unknown Chappell or comparable
antiquarian source?

Four-part SATB keyboard
arrangement (for unison
congregational singing)

EH No. 90 [tune name: DE
PROFUNDIS]

145 Unknown Sabine
Baring-
Gould

Unknown Four-part SATB keyboard
arrangement (for unison
congregational singing)

EH No. 591(2) [tune name:
LEW TRENCHARD]

SP No. 234

SPE No. 493

146 Unquiet Grave, The or
Cold Blows the Wind or
How Cold the Winds do
Blow (1st tune)

Lucy
Broad-
wood

JFSS 4, p. 192; also
English Traditional, pp.54-
5

Four-part SATB keyboard
arrangement (for unison
congregational singing)

EH No. 294 [tune name:
DEVONSHIRE]

SP No.211(1)

SPE No. 459(1)

147 Unquiet Grave, The [or
Cold Blows the Wind or
How Cold the Winds do
Blow] (2nd tune)

Cecil Sharp JFSS 6, p. 6; also
Somerset Series 1, No. 7
(1904)

Four-part SATB keyboard
arrangement (for unison
congregational singing)

EH No. 355 [tune name:
HAMBRIDGE]

SP No. 11

SPBG No. 72

SPE No. 15

148 Unaccompanied SSA voices Seasons Part III, No. 2 Issued separately by OUP
(1950)

149 Unquiet Grave, The or
How Cold the Wind Doth
Blow (3rd tune)

WP Merrick JFSS 3, p. 119 Four-part SATB keyboard
arrangement (for unison
congregational singing)

EH No. 275 [tune name:
LODSWORTH]

SP No. 407(2)

SPE No. 336

150 Solo voice (or unison voices)
and violin ad lib. w/ piano
accompaniment

Sussex No. 6 ECFS pp. 198-203

151 Ward the Pirate RVW RVW manuscript
collection (JFSS 8, p. 163-4)

Solo voice (or unison voices)
w/ keyboard accompaniment

Eastern No. 9 Novello’s School Songs No.
1473 (1927)

FSII No. 32

ECFS pp. 72-5

152 Unaccompanied TTBB voices The Apollo Club Series No.
518 (J. Curwen & Sons, 1912)

153 Winter is Gone, The Unknown Chappell or comparable
antiquarian source?

Unaccompanied TTBB chorus The Orpheus New Series No.
536 (Novello, 1912)

154 Winter’s Gone and Past,
The

Maud
Karpeles

Karpeles manuscript
collection (unpublished)

Solo voice (or unison voices)
w/ piano accompaniment

Newfoundland Vol. I No. 10 Fifteen No. 13

155 Who’s the Fool Now? Unknown Chappell, p. 76 Four-part SATB keyboard
arrangement (for unison
congregational singing)

SP No. 408 [tune name:
MARINERS]

156 Young Floro Maud
Karpeles

Karpeles manuscript
collection (unpublished)

Solo voice (or unison voices)
w/ piano accompaniment

Newfoundland Vol. I No. 9 Fifteen No. 15

157 Young Henry the
Poacher [or Van
Diemen’s Land]

RVW RVW manuscript
collection (JFSS 8, p. 166)

Unison voices w/ keyboard
accompaniment

EH No. 562 [tune name:
KINGS LYNN]

MSB Vol. I, No. 13

SP No. 177

SPE No. 308

158 Cello (or violin, viola or
clarinet) and piano

Studies No. 3
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The recent, much to be welcomed Albion Records release
of a recording of the transcription for two pianos of
Vaughan Williams’ Sixth Symphony, giving a flavour of

the working versions of his music that the composer used as part
of the process of refining and completing his works, and the
celebrations marking the centenary of the first performance of
the Fantasia on a theme by Thomas Tallis, have both put me in
mind of the close personal and professional friendship that
existed between Vaughan Williams and his younger
contemporary, Herbert Howells, and in particular of two hitherto
unpublished extracts from the writings of Howells on Vaughan
Williams which may be of interest to members of the Ralph
Vaughan Williams Society and which are presented here for the
first time. Howells was a lifelong admirer of Vaughan Williams’
music, and wrote about it perceptively on a number of occasions.
His important article on the Pastoral Symphony, published in
April 1922 only a few weeks after the first performance, is a tour
de force of musical analysis demonstrating a very close
knowledge not only of the score, but also of what Vaughan
Williams set out to achieve in that much misunderstood
masterpiece. This was followed in 1928 with an article (shorter
and less analytical) on the Concerto Accademico, and the first of
his many BBC radio talks, introducing an evening concert on 10
November 1935, was mainly concerned with Vaughan Williams’
Fourth Symphony.

This first extract comes from the script for a radio talk for
schools: “Listening to the Orchestra”, broadcast on 21 May,
1942. At the meeting of the Three Choirs Festival held in
Gloucester in 1910, Howells heard for the first time not only
Elgar’s The Dream of Gerontius and intimations of the same
composer’s Violin Concerto, but also the first performance of
the Fantasia on a Theme by Thomas Tallis, a work which had a
profound and lasting effect on his own music. Howells never
tired of telling the story of the 1910 Festival, and all his
biographers print a version of it. At the time, Howells, aged
seventeen, was an articled pupil of Herbert Brewer, the
cathedral organist, and this was his first serious encounter with
Vaughan Williams’ music. The story of the effect that this work
had both on Howells, and on his fellow pupil Ivor Gurney, such
that unable to sleep, they paced the streets of Gloucester all
night in wakeful excitement, is well known. Intriguingly, in this
account, Howells does not mention this nocturnal
perambulation of the city, but instead gives us some other details
not published elsewhere.

Throughout that year in the Gloucester Cathedral organ loft, Ivor
Gurney and I sat twiddling our young and envious thumbs while Dr
Brewer played superb Bach Fugues and Handel Concertos. All sorts
of rumours flew about. The Cathedral was full of echoes - a
whispering gallery about famous musicians. To me – a village

organist in that day, with a diminutive salary and a still narrower
acquaintance with musicians of the time – to me it was exciting to
hear somebody remark that “Elgar was in the loft last Monday”. I
had never seen that great man. And they were talking of Kreisler –
an almost legendary figure, and saying he might be coming to the
Festival. There was rumour too of a strange incomprehensible
composer called Vaughan Williams. He was (I gathered) living and
composing remotely in far-away Chelsea, and was going to bring a
“queer” new tune to the Festival: so it was said. The weeks went by;
with rumour on one side and Ivor Gurney on the other aflame with
enthusiasm for Elgar, explaining, expounding and playing bits of
The Dream of Gerontius.

Rumours settled into confirmed facts.

Elgar would be there. Kreisler – at the peak of his fame – was
coming. And the strange new composer, whose work (so it was said)
was so “queer” - he too wd. be there.

A Fantasia and a Symphony:
Herbert Howells on Vaughan Williams

Paul Andrews

Herbert Howells and Vaughan Williams – Gloucester 1956
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But what really smashed 1066 [as the
most memorable date in history] and
substituted 1910 was all a matter of 24
hours that began at 8pm on that first
Tuesday in September.

On the previous Sunday I had heard and
accompanied my village choir
[Aylburton, near Howells’ home town of
Lydney] in singing a humdrum
Magnificat by Caleb Simper. The next
music I heard – at 8.10 on the Tuesday
night was this: [musical illustration,
presumably the opening, from the Tallis
Fantasia].

Such was the “queer” new work, by the
strange new English composer with the
old Welsh name – Vaughan Williams – a
Fantasy for Strings on a theme by a great
English musician of the 16 c. – Thomas
Tallis. And there conducting it was
V-Williams himself. Maybe that to many
of the 2000 listeners that night he spoke a
bewildering language. But to a few rarer
spirits it must have come as a fierce, dark,
passionate commentary on the whole
spirit of Tudor music…

But that Tuesday night didn't end for me with the Tallis Fantasy!
There was a vacant chair beside me. A copy of Gerontius lay on it.
Presently it was Vaughan Williams who came and sat there, and
rather shyly invited me to look over his copy of The Dream. But it
was at Elgar I was looking – seeing him for the first time: the
legendary figure become the mere but impressive fact – an ordinary
man: conducting Gerontius with galvanic but irritable authority…

The next day – Wednesday – threatened to be an anti-climax. It
wasn't. It was saved by a telegram that arrived at Dr Brewer’s house.
It was addressed to Sir Edward Elgar. Dr Brewer asked me to deliver
it, at the quiet-fronted Georgian house over in the corner of College
Green – Elgar’s house for just that week, and (therefore) the centre of
the universe. I cd. have rung the bell of Buckingham Palace with a
quieter pulse. Music was going on in the house – a series of
anonymous unknown strains: a piano and a violin. I rang: only to be
told by the Keeper of the Door: “Sir Edward Elgar and Mr Kreisler
are playing: I don't think I can disturb them.” Waiting in the hall I
heard what I now know to be the latter part of the slow movement of
the Elgar Violin Concerto.

As a counterpoint to this, Howells’ diary entry for Tuesday 18
March 1919, included: “And tonight, at Miss Knocker’s, Plunket
Greene and I squirmed for three quarters of an hour while a little
Jewess played the Elgar fiddle concerto which I cannot stand!”

It will be very well known to readers of the Journal that in later
years Vaughan Williams made a practice of summoning those
musicians whose musical advice he trusted to hear preliminary
run-throughs of new works, played in piano reductions. Howells
was part of this group on a number of occasions and has left a
diary fragment describing one of them. The work in question was
the Eighth Symphony. The extract is undated, but Ursula Vaughan
Williams records that “…Roy Douglas came to play [the

symphony] to the ‘usual committee’ in April
[1955].” Howells’ fragment suggests that
“the usual committee” met on a Bank
Holiday Monday. Easter Day fell on 10
April in 1955, making it likely that this
unveiling of the symphony took place on 11
April. Here, Howells provides a rare and
quite possibly unique insight into this
unusual facet of Vaughan Williams’ creative
process.

3 Days ago by ’phone, RVW invited me to join a
group of his friends to his house (10 Hanover
Terrace, Regent's Park) to hear a new Symphony
– the 8th of the line.

At 3 o'c. there converged on the place the
summoned group: Bliss, Rubbra, Finzi, Alan
Frank, Scott Goddard, Frank Howes and myself
[...] We congregated at once, received by RVW
and Ursula in the upstairs drawing [room], cool
but brilliant in the bright sunshine – and framing
through its tall windows and the pillars outside, a
typical Bank Holiday crowd, with the
predominant yellow of toy boats on the lake.

Almost formally, VW addressed us, bestowed us
positions of his choice – Bliss and Rubbra and

Finzi surrounding Roy Douglas at the piano; Alan Frank and I on the
sofa with the almost legible full score on a low occasional table
before us: Scott G and Howes looking rather lost with no score.
RVW himself chose the smallest chair – hardly his match! We
listened for 25 minutes to a first play-through of its four movements:
Variations without a theme: March (wind only) Cavatina (strings
only): Finale (almost a carillon). Then Ralph said “I'll go to my study
now so that you can all say what you like!” Which he did.

At tea AB seemed frankly pessimistic. There was a sort of
uneasiness. We drank iced coffee warmly. [...] VW summoned us to
another hearing. The criticism became active...a revision (in 1st
movt.) was universally queried. Ralph defended it – after hearing the
original version. Later in the movement we suggested (and he
accepted) a cut. He was (it seemed) anxious for a frank estimate. He
told us (early on) “It may sound conceited, but I cannot afford, at my
advanced age, to put forth an unworthy work.”

We broke up at 5.30. Bliss had said to me “Let's walk in the park”
and Rubbra said “Come down to the country with me.” But I had left
Dorothy [Mrs Howells] at home by herself, and wanted to get back.
So I got into Howes’ car as far as Notting Hill Gate, and went off
home – a little puzzled and thrilled, and yet in doubt.

“The almost legible full score” is a delicious detail for all who
know and love Vaughan Williams’ indecipherable handwriting! It
is certainly fascinating to realise how much the great man really
wanted to know what his colleagues thought about his music,
how much he was prepared to go in taking their advice, and to see
the reason he gave for doing so. But I for one would have loved
Howells to have unpacked those last four words a little!

[Paul Andrews is a priest in the Church of England. He wrote his

doctoral dissertation on the music of Herbert Howells, and is a Vice-

President of the Herbert Howells Society.]
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Aforthcoming Albion Records release will see the premiere
recording of Vaughan Williams’ early setting of
Swinburne’s The Garden of Proserpine. This brief note

provides some context for this release in the spring of 2011 which
I hope readers of the Journal will find interesting.

The Garden of Proserpine is one of the most famous poems by
A. C. Swinburne (1837-1909), friend of the Pre-Raphaelites and
one of the most important poet/critics in English in the second half
of the nineteenth century. The poem was published in Swinburne’s
controversial Poems and Ballads (1866) which attained notoriety

for its eroticism, republicanism, and anti-theism. Vaughan
Williams was born six years after its publication and to the literary-
minded and artistic young men of the 1890s Swinburne’s book
was still a flag of rebellion and modernity. Poems and Ballads cast
a long shadow across English poetry for the remainder of the
nineteenth century, and was frequently reprinted up to the First
World War. For fifty years it continued to find new readers, its air
of youthful but lyrical rebellion continuing to appeal to the young.

The Garden of Proserpine is one of Swinburne’s most anthologised
poems and its lines “even the weariest river/Winds somewhere safe
to sea” are among his most frequently quoted. Vaughan Williams
sets all twelve eight-line stanzas. Its theme is an emotion of world-
weariness (“I am tired of tears and laughter/And men that laugh
and weep”) and longing for the oblivion of death imagined as a
sterile garden presided over by the figure of Proserpine. The
weariness is partly expressed through the three-beat lines, as though
the speaker has not the energy to say more. The poem’s nihilism
(“That no life lives for ever/That dead men rise up never”), a willing
acceptance of the notion of death as the end to all human
consciousness and endeavour, was shocking in 1866.

Whether the young Vaughan Williams subscribed to the poem’s
view is unknown, but it is not hard to see why it would present
itself to him for a musical setting.

The lyrical nature of Swinburne’s verse tempted many composers
to put his poetry to music, often as songs. Vaughan Williams set
the rondel Kissing Her Hair (Poems and Ballads) in 1895 for
baritone and piano. He also had the example of larger Swinburne
settings in the form of works by his teachers at the Royal College
of Music: Parry’s setting of Eton. An Ode (1891) for chorus and
orchestra, and Stanford’s setting of East to West (1893) for mixed
choir and orchestra. Other notable musical responses to Swinburne
include Granville Bantock’s choral symphony based on
Swinburne’s tragedy of 1865, Atalanta in Calydon (1911).
Swinburne’s late poem A Nympholept was a key inspiration for
Arnold Bax’s 1912-15 tone poems Spring Fire and Nympholept. In
1920 Edgar Bainton set three poems from Songs Before Sunrise for
solo, chorus and orchestra.

Michael Kennedy has suggested Vaughan Williams started setting
the poem around 1897 or 1898 and finished it in 1899. The work
is a substantial one: scored for soprano, chorus and orchestra, and
489 bars long (about twenty-four minutes). In 1903 Vaughan
Williams listed it for a correspondent as one of his “most
important works”. Although it does not sound much like the
Vaughan Williams of 1910 and beyond, it is an attractive work in
its own right, reminding this listener at least of a cross between
Parry and a less chromatic Delius.

The Garden of Proserpine starts with an instrumental prologue
of forty-seven bars which contains several important motifs. The
first is a bare octave A for four bars, which we might mistake for
the key note. But it is finally “placed” in F major (as the third of
the chord of F) when the harmony enters. At bars 9 and 37 a
melodic motif using the notes A-C-A-D-A is heard which will
return throughout. The music starts in a benign F major but often
modulates to flatter keys, including F minor. Section 1 comprises
the first two stanzas with the setting returning to F major on the
word “sleep” (CD timing 5:08) with the ACADA motif and the
unaccompanied As from the opening bars. The second section is
launched with the brief bustling energy of the Allegro illustrating
wind and wave imagery in stanza 3, but this soon subsides. The
soprano takes stanza 4 solo, which ends with an unexpected
modulation to E major for Proserpine’s “deadly wine”, with the
ACADA transposed into this key. The soprano also has the first
half of stanza 5, with a move to E minor leading to a beautiful E
major at 8:34 immediately cancelled out by chords of G and B
minor (a typical Vaughan Williams gesture). In stanza 5 the
soprano sings half the stanza, with sparing accompaniment to
stress the bleak words, until at the fifth line the orchestra returns
with the ACADA motif ending this second section.

Ralph Vaughan Williams and
The Garden of Proserpine

Rikky Rooksby

Algernon Charles Swinburne
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A third section starts at stanza 6 with tenors and basses and a
shift into C minor. Stanza 7 is sung by the soprano without the
chorus. Stanza 8 has mostly unison for two lines and much
parallel rhythm in the parts. On the word “scorn” it modulates to
D major, with a typical Vaughan Williams phrase on the cellos
(15:12-19). For stanza 9 there is a division of voices into six
parts, the music closing here in a radiant G major.

For the fourth section, stanza 10 increases the tempo and returns
to three flats, the soprano and oboe weaving melodic phrases
together. The soprano dominates the sombre stanza 11, with its
stark and gloomy phrasing for “brief thanksgiving”. The climax
of the setting is a quasi-liturgical monotonal chant on the note A
by which the choir sing almost the entire stanza, from bars 431-
455, (20:29-22:09). Insofar as this could be taken as a parodic
gesture, it is one which the young Swinburne would have
probably enjoyed. This stanza also has the A octave figure
appearing in the accompaniment. Finally, with the penultimate
line “only the sleep eternal”, the melody moves off the note A
and the music reaches the home key of F major, with the
ACADA motif. Despite the coda’s unsettling chromatic
additions to that F major key, the ACADA motif is heard in the
flute and strings. But Vaughan Williams respects the poem
enough not to allow the music to end quite so affirmatively. The
music thins out, leaving the bare octave A in the horns, without
harmony, untethered.

Two main points arise from Vaughan Williams’ setting of The
Garden of Proserpine. First, it has the effect of playing down the
prominent, repetitive metrical effects which typify Swinburne’s
poetry, making it sound more fluid and modern. It damps down

the poetry’s aspiration to be musical in its own right. Second,
there is the question of how Vaughan Williams has engaged with
the poem’s distinctly desperate and bitter consolation. I would
argue that he has strengthened the element of consolation. There
is nothing in Swinburne’s poem that matches the reassuring
warmth of Vaughan Williams’ key centre of F major and lyrical
motif. The best Swinburne’s poem offers is a relief from the pain
of selfhood and existence. Vaughan Williams’ music presents this
in a more attractive light, throughout the setting and in the
closing stanza. The aesthetic beauty of the human voice singing
trumps the aesthetic beauty of the verse. The nascent bright
visionary in Vaughan Williams’ art has half-rescued the poem
from the dark vision of its own despair.

Nevertheless, and this is a testament to Vaughan Williams’
artistry even at twenty-seven, the setting’s end does acknowledge
Swinburne’s bleakness. This setting leaves us with only the bare
A octave motif, implying via its removal of harmony a cancelling
out of existence. In terms of subject matter it is hard not to think
of the end of the Sixth Symphony. There is no resemblance of
sound, but it is perhaps possible to see The Garden of Proserpine
as Vaughan Williams’ earliest attempt to render a vision of non-
existence into music.

[Rikky Rooksby is the author of A. C. Swinburne: A Poet’s Life (1997),

the most recent biography, editor of the Swinburne volume in Lives of

Victorian Literary Figures (Pickering and Chatto 2009), and co-editor

and contributor to The Whole Music of Passion: New Writings on

Swinburne (1993). His most recent essay on Swinburne was published

in A. C. Swinburne and the Singing Word (2010) edited byYisrael Levin.]
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A Century On
Simon Coombs

Fantasia on a Theme by Thomas Tallis

This is the first of Ralph Vaughan Williams’ incomparably
great works, and the large number of recordings reflects
this. The first performance was given by the strings of the

London Symphony Orchestra in Gloucester Cathedral on 6
September 1910, with the composer conducting. It has become
the stuff of legend.

The correspondent of the London Times wrote “The work is
wonderful because it seems to lift one into some unknown
region of musical thought and feeling…One is never sure
whether one is listening to something very old or very new.” In
the audience, who had mostly come to hear Elgar’s The Dream
of Gerontius, were the young Herbert Howells and Ivor Gurney,
who, after obtaining Vaughan Williams’ autograph, haunted the
city’s darkened streets discussing rapturously what they had
heard. Despite this hugely successful debut, the work did not
receive its first London performance until 11 February 1913,
when the composer conducted the New Symphony Orchestra at
the Queen’s Hall.

I cannot believe that any member of the Society needs advice on
suitable recordings of the Fantasia. Choice may be influenced
by helpful couplings, but nobody should be without Barbirolli’s
classic recording from EMI. Other conductors well worth a
mention are Christopher Warren-Green and Andrew Davis on
Warner Apex, Bernard Haitink on EMI and William Boughton
on Nimbus.

Finally, I should mention the version of the Fantasia for two
pianos by Maurice Jacobson, which dates from 1947. One would
like to think that Albion Records may have this in mind one day!

A Sea Symphony

By the time he came to conduct his first symphony on his
thirty-eighth birthday, 12 October 1910, at the Leeds
Festival, Vaughan Williams had been working on it for

seven years. The concert also included the first performance of
Stanford’s Songs of the Fleet and Rachmaninov playing his
Second Piano Concerto! The first London performance came
more than two years later, on 4 February 1913, a week before
that of the Tallis Fantasia. Campbell McInnes was the baritone
on both occasions, Cicely Gleeson-White and Agnes Nicholls
were the first sopranos, and Hugh Allen conducted in London.
The work was revised in 1918, and as late as 1945 the composer
was making minor changes to the instrumentation.

Whatever musicologists may say about the Sea Symphony, it is a
work which grips the heart and soul of those who hear it, and
especially those who perform it, from its magnificent, powerful
beginning to its ethereal, rapt conclusion. Sir Adrian Boult was
associated with it for most of his career, and his recording of the
work, made for EMI in 1968, with Sheila Armstrong and John
Carol Case and the LPO, is an easy first choice. Boult’s earlier
set, with Isobel Baillie and John Cameron, is also in the frame,
while André Previn, Bernard Haitink and Vernon Handley each
has his supporters.

[Simon Coombs’ discussion of these two works was due to
appear in the October 2010 edition of the Journal, but was
omitted owing to an editorial error.]

Sir Adrian BoultSir John Barbirolli A
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From the Publicity Officer

During 2010 we witnessed the
premiere of the reconstruction of
the first movement of the Cello
Concerto at the BBC Proms, and
the recording of the Sixth
Symphony for two pianos on
Albion, as well as centenary
performances of the Sea Symphony
in Leeds and the Fantasia on a
Theme by Thomas Tallis at the
Three Choirs Festival. Opera
productions included The Poisoned
Kiss in Birmingham, and Hugh the
Drover in Sussex and London.

Naxos reported that Vaughan
Williams’music had been
consistently popular, with recordings
of the Piano Concerto at no. 12,
“Choral Music” at no. 8 and Sancta
Civitas and Dona Nobis Pacem at
no. 6 in their “best-seller” list.

This year we can look forward to
the premiere performances of A
Cambridge Mass on 3 March at
Fairfield Halls, Croydon, and The
Garden of Proserpine at the English
Music Festival on 27 – 30 May.

We continue to encourage
performances of Vaughan Williams’
music and have been successful in
obtaining complimentary
advertising for the Society in a
number of concert programmes.
This also helps to establish good
relations between the Society and
orchestras and artists. If you are
involved in a Vaughan Williams
performance and are able to offer
the Society advertising or editorial
space, or can display membership
leaflets, please let me know. The
Society now has a promotional
banner which can be used at events
where we have a presence.

� World Premiere Performance:
A Cambridge Mass
3 March, Fairfield Halls, Croydon,
7:30pm
The conductor Alan Tongue has
unearthed an unpublished and
unperformed early work by Vaughan
Williams, the exercise for his
Cambridge Doctor of Music degree.
Submitted in 1899, this is a three-
movement mass for soloists, double
chorus and orchestra. The work,
which lasts about forty-five minutes,
has been described by Michael
Kennedy as “amazingly good”.

The score was composed to a strict
brief requiring students to write
partly in fugue and canon, but
Vaughan Williams’own personality
comes through. A Cambridge Mass

is being published by Stainer & Bell.
Visit http://www.stainer.co.uk/rvw.html
to hear an extract.

The concert also includes Parry’s
Blest Pair of Sirens and Elgar’s
“Enigma” Variations. The New
Queen’s Hall Orchestra and the
Bach Choir will be conducted by
Alan Tongue.

The Society will have a strong
presence at this event, with a display
area and a private drinks reception
for members. Details are being
confirmed currently and will be
included in future publicity e-mails.

Website for bookings:
http://fairfield123.tripod.com/classi
cal/id21.html

� “Vaughan Williams and the
English Musical Renaissance”
Day School,
9 April, 10am – 4pm, W.E.A.
Leeds, St Andrew’s United
Reformed Church, Shaftesbury
Avenue, Roundhay, Leeds LS8
1DS. £18.00. Tutor: Charles Rose.
Please contact Enid Wilson for
information and booking:
38 Cookridge Drive, Leeds
LS16 7HW; 0113 267 1274.

� Three Choirs Festival,
Worcester 6 – 13 August 2011
Vaughan Williams secular part-
songs will be featured in a concert
by Musica Beata on the morning of
Saturday 13 in St George’s Church,
Worcester. A concert entitled
“English Music and Song” will take
place in Huntingdon Hall at 11am
on Friday 12 and will feature
Vaughan Williams, Elgar, Howells
and Gurney. An Oxford Elegy will
be performed on Friday 12 by the
Philharmonia Orchestra.
www.3choirs.org/2011-
worcester/worcester-2011.html

� The Concerto Grosso: a world
record attempt!
On 12 February, South West
Camerata + J.U.T.P. Music are
attempting a world record by
inviting as many young string
players as possible to play the first
movement of Vaughan Williams’
Concerto Grosso.
www.makingmusic-
southwest.org.uk/worldrecord.html

� Vaughan Williams Festival in
Massachusetts
Cantata Singers, Massachusetts,
U.S.A. are half-way through a series
of Vaughan Williams concerts. A

splendid 120-page illustrated
programme has been produced to
accompany the series, and is
available to Society members. Visit
www.cantatasingers.org.

� Vaughan Williams and BBC
Radio 3
During the Society’s A.G.M., some
members raised the question again
about the need to encourage BBC
Radio 3 to broadcast more of
Vaughan Williams’ music. If you
have views on this please let me
know and I will include them in a
communication to Roger Wright,
Controller of BBC Radio 3.

� Vaughan Williams’ Letters
Please remember when ordering
this book from the Oxford
University Press website that in
order to obtain the Society’s 20%
discount you will need the code:
websocrvw.
http://ukcatalogue.oup.com/categor
y/academic/promotions/humanities/
websocrvw.do

� Selected concerts
12 March, 7:30pm
London – St. John’s, Smith Square
A Pastoral Symphony
Martinü: Memorial to Lidice
Stravinsky: Symphony in Three
Movements
Kensington Symphony Orchestra,
Andrew Gourlay (conductor)

23 March, 7:30pm
Poole – The Lighthouse, also
Basingstoke and Portsmouth, 24
and 25 March
Fantasia on a Theme by Thomas
Tallis
MacMillan: The Sacrifice: Three
Interludes
Walton: Viola Concerto
MacMillan: The Confession of
Isobel Gowdie
Bournemouth Symphony
Orchestra, James MacMillan
(conductor); Lawrence Power (viola)

23 and 24 March, 8pm
Toronto – Roy Thomson Hall, and
26 March, New York, Carnegie Hall
Symphony No. 4
Britten: Four Sea Interludes
Bruch: Violin Concerto No. 1
John Estacio: Frenergy
Toronto Symphony Orchestra, Peter
Oundjian (conductor); Karen
Gomyo (violin)

29 March, 7:30pm
London – Queen Elizabeth Hall
Symphony No.5 in D
Elgar: Introduction and Allegro

Schumann: Cello Concerto in A
minor
Southbank Sinfonia, Vladimir
Ashkenazy (conductor); Raphael
Wallfisch (cello)

2 April, 7:30pm
Bristol – Victoria Rooms
A Pastoral Symphony
Butterworth: The Banks of Green
Willow
Holst: The Planets
Brunel Sinfonia, Tom Gauterin
(conductor)

7 April, 7:30pm
Dorking Halls – Leith Hill Musical
Festival
In Windsor Forest
Beethoven, Mass in C major, Op.86
Brahms, Alto Rhapsody, Op.53
The English Festival Orchestra,
Brian Kay (conductor)

6 May, 7:45pm
Belfast, Ulster Hall
Symphony No.5 in D
Nielsen: Helios Overture
Walton: Viola Concerto
Ulster Orchestra, Paul Watkins
(conductor); Maxim Rysanov (viola)
7pm: pre-concert talk by Paul Watkins

11 May, 2pm
BBC Hoddinott Hall, Cardiff
Symphony 4
Britten: Nocturne
BBC National Orchestra of Wales,
David Atherton (conductor);
Andrew Kennedy (tenor)
Wales Millennium Centre Box
Office: 029 2063 6464

27 – 30 May
Dorchester-on-Thames, Oxfordshire
– English Music Festival
World premiere performance: The
Garden of Proserpine (date to be
announced)
www.englishmusicfestival.org.uk

All details are subject to change, so
please check with venue before
making a special journey. For other
concerts visit
www.rvwsociety.com/concerts.html.
And please send details of
forthcoming Vaughan Williams
concerts to
rvwinformation@hotmail.com.

If you are not already receiving
publicity updates from me, please
let me have your e-mail address.
You can contact me at
archerypromos@btinternet.com or
via Em Marshall’s postal address.

Karen Fletcher



When I was first a member of the
Ralph Vaughan Williams Society,
“Music You Might Like” –

snappy title! – was one of the features I
always looked forward to when the Journal
dropped through the letter box. The fact that
it hasn’t appeared for a long time is a
reflection of what is submitted rather than
editorial policy, and it is a pity. So here is a
relaunch, and I’m setting the ball rolling
myself with an article about one of my
favourite pieces of music. The Swiss
composer Frank Martin was born in 1890
and died in 1974. His music tends to be very
serious, and some find it austere. If these
words are likely to put you off, they
shouldn’t. His Mass for Double Choir is a
masterpiece, and will, I feel sure, appeal to
most of those who love the music of
Vaughan Williams.

When the Journal devoted itself, some time ago and at considerable
length, to the subject of Vaughan Williams and religion, one
quotation was frequently evoked. “There is no reason why an atheist
could not write a good Mass,” Vaughan Williams said, and the
statement can hardly be denied. Frank Martin was not an atheist; he
was, on the contrary, an intensely devout man. He did not compose
his Mass for public performance, but wrote that it was meant as
“something between God and me”. Most of the work was composed
in 1922, but then the composer set it aside until 1926. Once
completed, he withheld it for nearly four decades, the first
performance only taking place in 1963. It is one of the greatest
works in the unaccompanied choral repertoire.

Vaughan Williams’Mass in G minor is undoubtedly a “good Mass”,
its tranquil and rather impersonal beauty evoking the Tudor church
music the composer loved so much. It is a challenge, however, even
for a fine choir. The notes are not too difficult, but there are
substantial parts for soloists, and the double choir textures require
careful balancing if everything is to sound as it should. Martin’s
Mass is even more difficult, in eight real parts throughout, and with
frequent divisions within each part. Considerable virtuosity is
required, and many of the harmonies require a keen ear. Top Bs are
demanded from the sopranos, and bottom Ds from the second
basses. But the challenge is more than worth it.

As I read through the score now, for this article, I am struck by the
wonders that occur on every page, and regret that there is space to
evoke only a few of them. The undulating, opening Kyrie from the
altos is gradually taken up, one by one, by other voices, rising by
the interval of a fourth. The Christe brings a new theme, passionate
and beseeching. Great excitement mounts with the return of the
Kyrie, but the movement ends in sudden calm with a ravishing
theme from the sopranos and altos of the first choir. The Dominus

Deus passage in the Gloria has the basses
solemnly chanting their bottom Ds,
supporting a widely spread open chord, with
the first choir in unison over the top, a most
striking effect. The Credo is frequently the
least compelling part of a Mass setting;
perhaps the untroubled affirmation inherent
in the words limits the composer’s dramatic
response. Not so here. The Et incarnatus is
one of the most beautiful passages of choral
music I know, and the cries of Cruxifixus that
follow are harrowing. Et resurrexit, on the
other hand, often grandiose and resplendent,
is here truly happy music, like small children
scampering around a school playground. The
bells at the opening of the Sanctus are
atmospheric and serene, and lead to a
passage of remarkable, sensuous beauty. But
it is perhaps the Benedictus which is the most
extraordinary passage of the whole work.
The lower voices of the second choir chant,

rapidly and repeatedly, the word Benedictus, whilst the first choir
intones the word on a sinuous theme. The sopranos of each choir
add a further element to the texture, and all this leads to the series
of sensational hosannas to close the movement.

The choral texture of the Agnus Dei, composed after a break of four
years, returns to that of the Dominus Deus.The second choir intones
the first phrase of the text throughout, on slow moving, repeated
crotchet chords, whilst the first choir explores the whole text with a
gorgeous melody in unison. This rises to an almost unbearable
climax before subsiding into calm, but not untroubled, acceptance.

One of the characteristics of Vaughan Williams’ music that I admire
is his ability to express immense and profound emotion with what I
think of, perhaps wrongly, as a very British restraint. So it is here,
with a Swiss composer. Martin engages profoundly with both the
letter and the spirit of the Mass text, but to show this too overtly
would be unseemly. The emotion is so contained that the music
frequently threatens to burst its own boundaries, yet there are no
facile gestures, not a trace of histrionics.

If you can’t catch a live performance of this wonderful work in the
near future, there are many excellent recordings to choose from. Of
these, the finest easily available version is probably that on
Hyperion, from the Choir of Westminster Cathedral under James
O’Donnell. The boys’ voices seem perfectly suited to the nature of
the music, and their upper register is absolutely thrilling. Of all the
readings I have heard, though, the one that comes closest to that
extraordinary amalgam of passion and restraint is in fact a live
performance, from the BBC Singers under John Poole, recorded in
1980 and once available on BBC Radio Classics label. This more
than merits a reissue, but until then I can only recommend members
look out for a second hand copy.

Music You Might Like
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NINE OR TEN?
This is just a short note ruminating over the London Symphony
which I heard given by the Hallé Orchestra in Sheffield City Hall
on 24 September, and which has to back to my mind a number
of times since.

Firstly, the concert itself was excellent. As you would expect,
Mark Elder had the Hallé working very hard in phrasing the
opening of the work with great care, sympathetic to the slow and
soft introduction, then working up to the “Piccadilly” fanfare with
gusto. The other characteristic sections of the work, the lavender
seller in the second movement, the buskers in the third, the
opening lament of the fourth movement, and not forgetting the
chimes, all combined with their respective movements to a level
where each grew naturally from the whole texture, rather than
being the pin-pointed moments of brilliance in an otherwise less
valuable work – as is sadly the way I have often heard the work
perceived.

This great symphony was the concert’s second half, and was only
the fourth Vaughan Williams symphony to be played in Sheffield
in the past twenty years, by my calculations, alongside the
Pastoral, the Fifth, and the Sinfonia Antartica. All these have been
given one performance each, also all by the Hallé, I think. The
first half was given over to Elgar’s Cello Concerto and Bax’s
Tintagel. These pieces were also given spirited readings which
made the Vaughan Williams, the only pre-World War 1 piece,
seem even more notable as its wistful and yet noble mien was
very much in sympathy with Bax’s mystical poem and the
plaintive emotion of the concerto – both pieces being at least
partial responses to the Great War, Bax’s in escaping it, Elgar’s in
grieving over it.

Musing on these links I then listened to the Hallé’s concert with
the London Symphony given the week afterwards at the
Bridgewater Hall and broadcast on Radio 3. There the symphony
was in the first half, with Elgar’s Violin Concerto in the second
half. The symphony had the same excellent reading that it
received in Sheffield, yet the pairing didn’t work as well. The
concerto being more grandiose of construction and so much less
in content, there was a real imbalance in the programme. I then
began to wonder if I would have felt the same if the programme
had been reversed.

Knowing that Vaughan Williams had heavily revised the work on
a number of occasions, is it possible that its seeming tautness in
the revised version comes from its original exposure alongside
other works which made it seem too diffuse and languid, like the
contrast between Elgar’s two concertos? This question was then
partly answered by the BBC’s re-airing of the Ralph Vaughan
Williams “Composer of the Week” feature from a couple of years
ago, which included the symphony’s original fourth movement.
This original movement is more diffuse, in the mode of the Sea
Symphony, yet it is still strong music. But the revised final version
is stronger still, I would argue.

I then went back to the Richard Hickox recording of the original
version. In his defence of the original, Hickox talked of its

originality and clear Mahlerian and Ravelian touches. The radio
programme’s presenter stated that Vaughan Williams had consulted
Butterworth and Bax after the first performance about what to cut
and that all the dissonant “modern” sections were the victims of
this revision. Richard Hickox felt that the full piece deserved a
hearing and went on to make his superb recording of the work. It
is undoubtedly a great work, but this quality comes from a place
not quite akin to that of the revised version, the one we almost
always hear. The “tautness” of the revised version, not its
traditional mode, is its strength. All the ideas have precise
functions within the programme, and this can be heard in
performance and followed in the score. The original version is
much more organic and moves from one section to the next with
a far broader style – a more programmatic and less symphonic
one, if you like, certainly a more Mahlerian style.

This then brought me to my final thought. Richard Hickox felt that
he could have made a case to the composer to allow the original
version of the London Symphony to be performed alongside the
revised version, giving both equal honours. I am reminded in this
case of Prokofiev’s revision of his Fourth Symphony. This is a
hugely different piece, with more than twenty-five per cent extra
music, the same process as Vaughan Williams but in reverse.
Prokofiev was so pleased with his revision that the new symphony
got its own opus number and he did not withdraw the other work;
indeed, there is quite strong discussion over which version should
be played, and which is the finer work. The compromise on this is
to be found in sets of the Prokofiev symphonies: both versions are
included in the set I have by Neeme Järvi and the Royal Scottish
National Orchestra. I wonder if such a decision could be taken
over Vaughan Williams’ symphonies next time someone records a
full cycle? Since 24 September I have not been plunged into
artistic confusion, but rather have re-evaluated a work and elevated
its standing in my mind as a result. Should we be arguing that
Vaughan Williams wrote ten, rather than nine, symphonies?

Michael Williams,
Sheffield, U.K.

LEITH HILL MUSICAL FESTIVAL
Bach’s St. Matthew Passion was first performed at the Leith Hill
Musical Festival in 1931 with a special massed choir of around
seven hundred singers under the Festival’s founding conductor,
Ralph Vaughan Williams. Eighty years on, the St. Matthew
Passion will open this year’s L.H.M.F. season on Sunday 13
March, with Festival Conductor Brian Kay at the helm. It is with
immense pleasure that we fulfil Vaughan Williams’ request that
we should continue to perform this great music.

The main Festival will take place before Easter this year, 7 – 9
April. The opening concert on Thursday 7 April gives the men’s
voices and the women’s voices a chance to shine independently,
the women in Vaughan Williams’ and Guthrie Foote’s
arrangement of Vaughan Williams’ set of songs In Windsor Forest,
and the men as accompaniment to the soloist, the wonderful
Diana Moore, in Brahms’ Alto Rhapsody. These will be
performed alongside Beethoven’s Mass in C.

Letters



Letters

31

The Friday night concert on 8 April combines Mozart’s Vesperae de
Dominica with a recent setting of the Requiem by Sir Philip Ledger.

Verdi’s Te Deum and Stabat Mater, two of his Four Sacred Pieces,
with some thrilling passages for eight-part choir, will form part of
the grand finale on Saturday 9 April. This, alongside Finzi’s
celebration For St. Cecilia, the patron saint of music and
musicians, should raise the roof at the climax of the Festival.

We do hope that members of the Ralph Vaughan Williams Society
will be able to join us for what promises to be a musical and
spiritual treat.

Jo Forrest,
Publicity Manager,
Leith Hill Musical Festival.

MAKING ARRANGEMENTS
During the trawl of the Internet when I discovered the oddity
reviewed in the CD pages, I found a number of previously
unknown (to me) arrangements of works by Ralph Vaughan
Williams. None of the following are in my copy of Kennedy’s
Catalogue (1996 edition). However it is probably nearly
impossible to keep track of these arrangements. It appears like a
bit of a free for all. The Six Studies in English Folk Song in
particular seems fair game. I found versions for bassoon, and
various saxophones, with piano or harp accompaniment. The
Romanza of the Fifth Symphony turns up in a version for organ,
and The Roadside Fire has been transcribed for clarinet, by one
Clinton Company (from the U.S.A.) On this recording he
accompanies a clarinettist from Tenerife. The only one of these I
have heard is the bassoon piece.

To close, and on a completely different tack, may I say how much
I enjoyed and appreciated Julian Onderdonk’s checklist of the
different carol versions in the October issue. This sort of thing
has long been required.

Michael J. Gainsford
Burbage, Leicestershire, U.K.

FROM LEEDS
I think I wrote to you some time ago to tell you that Vaughan
Williams’ Sea Symphony was being performed in Leeds to
commemorate its centenary. It was, in fact, performed last night at
the Town Hall, the same venue as in 1910. I thought members
might like to have some information about last night, so here goes!

I went to the pre-concert talk to find out what the speaker, a
University lecturer, would say about the work’s history but she
made no mention whatsoever about the Leeds Triennial Festival
or about the symphony’s centenary. She spent but five minutes
discussing the work, although she devoted ten minutes to Elgar’s
Cockaigne Overture.

Nevertheless, the performance of the symphony, by the Royal
Liverpool Philharmonic Orchestra conducted by David Hill, was
superb. The soloists were Joan Rodgers and Roderick Williams
and they were joined by some two hundred singers, the Leeds
Festival Chorus and the Leeds Philharmonic Chorus. The chorus
was in especially splendid voice and when I heard their

declamation “The Sea!”, I knew we were to have a really
memorable performance.

Roderick Williams also was the soloist in Five Mystical Songs
and again this was most enjoyable. It’s a pity I went to the pre-
concert talk, otherwise I would have had no complaint
whatsoever.

Cecil Bloom,
Alwoodley, Leeds, U.K.

FROM BIRMINGHAM
In connection with Jeffrey Davis’ article “Ralph Vaughan
Williams: Images in Art” in the October Journal, it should be
mentioned that the bronze by Epstein was produced in several
casts, one of which has been on display in the Birmingham
Conservatoire for many years, appropriately close to the entrance
to the Adrian Boult Hall. I don’t know whether the bronze head
by David McFall was also given more than one cast but I’m sure
the bronze that has been on display in the British Library in St.
Pancras since it opened is by him. This one is in the entrance to
the Rare Books and Music Department, where it could be seen
by members of the general public if they knew it was there.

I attended the opening night of The Poisoned Kiss at Birmingham
University. The first act was interrupted by severe lighting
problems caused by a computer failure, but the performance as a
whole was still much enjoyed. It should be mentioned that several
of the male soloists, including Joseph Kennedy as Dipsacus, were
“imported” from the Birmingham Conservatoire. Looking at the
original vocal score of 1936 is a reminder of how much music
was cut from it in the later revisions, and thus from the Hickox
recording. In the theatre the length of the version staged does
seem about right, however, so I suppose we are doomed never to
hear several of the original numbers any more.

The conductor of the performance of Concerto Grosso reviewed
by Michael Gainsford asked if any of the amateur players had
heard it before. I was the only one who had, but it was a new
experience to take part – and in Symphony Hall! – and very
pleasing to read such a good review of the performance. I should
add that with a smaller ensemble than originally planned the
concertino parts were taken by a quintet of soloists rather than
the larger group envisaged by Vaughan Williams, but to me this
worked very well as an effective contrast, and also gives it a closer
kinship with the Tallis Fantasia.

Robert Allan
Edgbaston, Birmingham, U.K.

FROM NEW ZEALAND
Each New Year’s Day the Concert radio station here in New
Zealand broadcasts – from 8am to 8pm – the results of a listeners’
poll of favourite classical works. I’m sure members will be pleased
to know that Vaughan Williams has topped the list yet again. The
Lark Ascending has consistently made no.1 for the past eight years,
with the sole exception of 2006, when it temporarily slipped to
no. 3. Close rivals clustering in the top handful usually include
Strauss’s Four Last Songs, Bach’s B Minor Mass and Bruch’s First
Violin Concerto, and it was Bruch and Bach who pipped our man
to the post in 2006. Good company!
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It would of course be nice to see something else by Vaughan
Williams high in the charts. The Tallis Fantasia sometimes makes
a modest appearance but that’s all. I myself always vote for the
Fifth Symphony, my unchanging Number One by any composer
for the last forty years, along with Elgar’s Enigma and Delius’s
Cuckoo – we’re allowed three votes – but so far my contribution
has been unable to shift this one into the top thirty.

An interesting new rival in this year’s poll is Douglas Lilburn’s
Aotearoa Overture at no. 4, the first time, I think, that any piece
by a home-grown composer has ever made it into the top twenty.
The name “Aotearoa”, which can be construed as meaning “Long
White Cloud” in Maori, was originally used to refer to the North
Island of New Zealand, but is increasingly being applied to the
country as a whole with the prospect of eventually replacing the
present European name. I suspect that this political association
will serve to keep Lilburn’s enjoyable overture bobbing around
the top ten in coming years. The work has been around since
1940, and was actually a student piece written when Lilburn was
in his early twenties studying at the Royal College of Music in
London. He was in fact tutored in composition there by Vaughan
Williams, with whom he apparently became life-long friends.

Members unfamiliar with Douglas Lilburn’s music might like to
try two very good Naxos CDs, certainly worth a go at the bargain
Naxos price: an album of his orchestral music including
Aotearoa, and another of all three of his symphonies. Both are
performed by our brilliant New Zealand Symphony Orchestra
conducted by James Judd.

Ron Hoares,
Birkenhead, Auckland, New Zealand

ANOTHER OUTING FOR THE CONCERTO GROSSO
Michael Gainsford wrote in the October Journal of a performance
of Vaughan Williams’ Concerto Grosso given in Birmingham
Symphony Hall last September. Members may also have read
about the planned attempt, taking place in Devon, to enter the
Guinness Book of Records by getting the largest ever string
orchestra together to play the first movement of the Concerto
Grosso. At the time of writing I have no idea whether they
succeeded, but to hear a massed performance with players of all

abilities and ages, playing all three parts, including I guess a lot
of open strings, would be quite something, even if not perhaps
the most subtle of performances, but I am sure it would have
delighted the composer immensely. Evidently, according to
Ursula, he thoroughly enjoyed writing it.

I have long admired the piece. The Tallis Fantasia it is not and
was not meant to be, but it does show the composer’s great
mastery in writing for strings, even towards the end of his life.
The five-movement work, with its powerful introduction and
beautiful third movement, certainly deserves more performances.
Perhaps because it was written for the twenty-first anniversary of
the Rural Music Schools’ Association, it has been largely
dismissed, rather in the same way the operas have, due to their
first performances with amateur groups.

If you want a powerful advocacy of the work, look no further
than the recording by Bryden Thompson with a full-sized
London Symphony Orchestra on Chandos, but with the open
string part omitted! However if you’d like to hear a live
performance then come to St Mary’s Parish Church, Woodbridge,
Suffolk on 28 May 2011, when as part of the Woodbridge
Chamber Concerts series, it will be performed by the Royal
College of Music Strings under Mark Messenger, joined by the
advanced players from both Farlingaye and Woodbridge
schools....but with no open strings!

John Treadway,
Laxfield, Suffolk, U.K.

A GRATEFUL MEMBER
In my short article in the October Journal about Vaughan
Williams and Thomas Hardy, I acknowledged David Tolley’s
efforts in enhancing the letters for publication. In fact they
required considerable further work by Tadeusz Kasa to put them
in a condition for reproduction in the Journal.

I would like to add my thanks to Mr. Kasa for his further efforts
on my behalf.

Michael J Gainsford,
Burbage, Leicestershire, U.K.

Throughout Britain there are Recorded Music Societies which provide
an opportunity for making new friends with whom to share a love
of music.

These Societies exist to further an appreciation of music of all periods
and styles through the medium of recorded sound. Much can be learnt
from the programmes, which are interesting and informative, and are
presented voluntarily by members and guest speakers according to their
own musical enthusiasms and ideas.

Some Societies also organise outings to hear live music, have annual
dinners and other activities. These Societies are about exploring,
discovering and sharing exciting music, through regular, informative
and interesting programmes.

New members and visitors are always warmly welcome.

For more information about the Societies nearest to your home,
please contact the Secretary, Federation of Recorded Music Societies :-

Tony Baines, FRMS Secretary,
18,Albany Road,
Hartshill,
Stoke-on-Trent,
ST4 6BB.

Telephone: 01782 251460
E-mail: secretary@thefrms.co.uk

Are you interested in music ?



PETER SMITH PLAYS THE TUBA CONCERTO
On 25 September 2010 the Bardi Symphony Orchestra under
Claus Efland performed a Vaughan Williams rarity at Leicester’s
De Montfort Hall. The Tuba Concerto was sandwiched between
two more substantial works by Elgar and Holst.

The Bardi Orchestra is celebrating its twenty-fifth birthday this
year. It is a non-professional group playing to professional
standards, and able therefore to attract top soloists. Nikolai
Demidenko is to appear with them later this season. The soloist
in the Tuba Concerto was Peter Smith, principal tuba in the
London Symphony Orchestra.

Like the Concerto Grosso, which I heard earlier in September,
this work cannot be very often performed. It was good to hear
this sunny piece live, and superbly performed as well, by both
soloist and orchestra. The slow movement is truly beautiful, the
tuba for once abandoning its usual role as buffoon of the
orchestra. The work, lasting under twelve minutes, will not have
been familiar to the vast majority of the audience, but it was
received with rapturous applause.

The concerto was preceded by Elgar’s In the South, not one of
my favourite pieces by this composer, and at times the
performance seemed a little ragged, especially during the very
noisy bit in the middle (which always seems rather confused to
me anyway!)

Holst’s The Planets was given a largely very good performance.
“Mars” was truly menacing. By an odd coincidence Boult’s
version was played on Radio 3 the following morning, and
sounded rather tame in comparison! “Venus” was a bit ragged at
times. There are many exposed instruments in this movement.
“Uranus” improved as it went on, and “Neptune” was suitably
mystical, with the ladies of the Leicestershire Choral singing off
stage through an open door. Efland’s timing for the whole work
was the same as that of Boult – fifty-two minutes. Amazingly the
performance from 1926 with Holst himself at the helm runs for
just forty-three minutes!

The performance was most enthusiastically received, the
conductor calling the various sections of the orchestra to their
feet. Sadly, however the ladies of the Chorale were not called
into view, a not unusual fate in the performances I have attended.
Perhaps they don’t bother to dress for the occasion.

To end on a sobering note, Leicester City Council in its wisdom
– or lack of it – is considering terminating the residencies of the
Bardi Symphony Orchestra and the Leicester Symphony
Orchestra at De Montfort Hall, presumably as a cost-cutting
exercise, although neither orchestra is subsidised and both pay
“room fees” and attract large audiences. Not only that, but both
tour successfully abroad, which must be good for the city’s
standing.

Michael Gainsford

HUGH THE DROVER REACHES WORTHING

With fond memories of The Poisoned Kiss receiving a fine
performance by New Sussex Opera a couple of years back, this
company again tempted me to Worthing on 25 November for the
delights of Vaughan Williams’ first operatic venture, the only
one which I had not seen in a staged production.

I was well aware that on this occasion, as in the earlier
production, Hugh The Drover would be part of the company’s
touring cycle and my expectations as far as set, lighting and
design were concerned were not raised too high. However, any
reservations that I may have nurtured were soon swept aside as
the music got underway and, in the comfort of the splendid
Connaught Theatre, the audience was quickly transported to the
early nineteenth century Cotswolds. The three principals,
Celeste Lazarenko (Mary), Simon Thorpe (John the Butcher)
and Daniel Norman (Hugh), were excellent, with fine vocal and
dramatic presence, together with a goodly team of supporting
characters and chorus. Movement, costumes and design also
worked well.

But for me, the element that really came over strongly was the
quality of the music! The musical director, Nicholas Jenkins,
must be congratulated in achieving such top quality singing and
playing with the orchestra in particular, bringing this often
underrated score to such magnificent life. After all, this opera
came from the composer’s early maturity when the diverse
elements in his musical make up came together. Yet again, Ralph
Vaughan Williams astounded me with his wonderful scoring
which this conductor and orchestra managed to illuminate. I
trust that the other performances on this tour were as good.

The ending in this production left me in a slightly ambiguous
state with Mary and Hugh exiting separately (the composer is
very specific in his directions in the score about them casting off
together.) However, with this sort of advocacy, Hugh and indeed
the other Vaughan Williams operas will have an assured future,
and it will not be too long before this body of work is recognised
as being among the very best in twentieth-century British opera.

Graham Muncy
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Ralph Vaughan Williams: Symphony No. 6 in E minor
with Edward Elgar: Variations on an Original Theme, Op. 36,
“Enigma”
Bavarian Radio Symphony Orchestra conducted by Colin Davis
BR KLASSIK 900705

Sir Colin Davis’s 2001 live recordings of Elgar’s symphonies with
the London Symphony Orchestra were received with wild enthusiasm
in many quarters, so I was surprised that they struck me as self-
indulgent and lacking in drive. I was also distracted by conductor’s
vocalising. Here he is, some eighteen years earlier, with the German
orchestra of which he was Chief Conductor from 1983 until 1993.

Davis’ reading of the “Enigma” Variations certainly features some
slow tempi, but compared to the later symphony performances, this is
Elgar relatively “straight”. Happily, for this listener, only the first
variation, dedicated to the composer’s wife, provokes a really audible
groan from the conductor. Mr. Steuart-Powell (Variation II) is a bit
more boisterous than usual, and none the worse for that, whereas
Matthew Arnold’s son (Variation V) is significantly slower than the
metronome mark, the wandering, unison string theme sounding very
romantic indeed, and not a little melancholy. “Ysobel” features very
reedy, un-English sounding bassoons, and is very sincere and tender.
Has there ever been a more moving musical tribute that “Nimrod”? It
is superbly done here. Elgar’s cellist friend is in danger of sounding
effete in Variation XII (B.G.N.) in what seems to me the only
damagingly slow tempo in the whole performance. The final
variation, a portrait of the composer himself, is the least successful.
The brass playing lacks the last degree of refinement, and the
reading doesn’t quite swagger as it should. In that respect, Barbirolli
is incomparable. Overall, though, this is a very fine performance
indeed, and reminds the listener what a masterpiece the work is.

Although Sir Colin has conducted Elgar’s music throughout his
career, he has neglected that of Vaughan Williams. Indeed, the only
other recorded Davis-conducted Vaughan Williams work I have
heard is The Lark Ascending, beautifully played by Hilary Hahn,
and all but ruined by the conductor’s over-expressive
accompaniment. Here, in live performances from Munich in 1987,
he tackles Vaughan Williams’ most pessimistic symphony.

The first movement begins very well, very broad and powerful. The
rushing, syncopated semiquavers are brilliantly done and for a while
everything is very convincing. But compared to the conductor’s
finest rivals, there is a certain lack of menace. The power is there,

and plenty of surface excitement, but it’s not threatening enough. In
the finest performances, when the big tune arrives near the end of
the movement, we are not fooled: we know, from the outset, that this
is not what it seems. In the present performance it sounds almost –
but not quite – like a waltz, and the transformation of this tune, over
only a couple of bars, into the music of the symphony’s opening,
does not horrify as it should. I will nail my colours to the mast:
Andrew Davis gives the finest recorded performance of this
symphony I have heard, and he contrives to make this big tune an
oasis of hope, broad and noble, and the only one in the work, so that
its transformation is horrifying, a door slammed in the face, never to
be reopened. He is more successful in the second movement too,
where he keeps a strict metrical approach to the horrible, repeated
rhythmic figure. Sir Colin is freer with this, and some of the horror
is dissipated. He is, however, absolutely superb in the central
section, with all those divided strings, the concentration and
intensity of the playing really quite remarkable. He and the Bavarian
players are very fine in the scherzo too, though the saxophone
soloist doesn’t manage the same sick, sleazy swing as his London
counterpart. He begins too loudly, too – it is marked piano in the
score – and is balanced rather too far forward. The final movement
is superb, as lacking in human warmth and human presence as any
of the finest performances. Inevitably a few coughs are heard from
the audience, but they do not break the atmosphere. I wonder how
many in the audience were familiar with the work, and what they
made of it?

I recommend this disc to members interested in alternative views
of Vaughan Williams’ symphonies. The orchestra seems totally
convinced by the idiom of both works.

William Hedley

Ralph Vaughan Williams: Songs of Travel
with Srul Irving Glick: South of North – Images of Canada;
Paul Bowles: Blue Mountain Ballads; Samuel Barber: Three
Songs, Op. 45
Joshua Hopkins, baritone; Jerad Mosbey, piano
ATMA ACD2 2615

The title of this disc, Let Beauty Awake, comes from the second
song of Vaughan Williams’ adorable cycle to words by Robert
Louis Stevenson, Songs of Travel. The songs were composed in
1904, but published later in two volumes in what seems to be an

CD Reviews



CD Reviews

35

almost random order. Or rather, most of the songs were. The last
song of the nine, which most touchingly sums up the whole cycle,
was apparently withheld by the composer, and only discovered in
1960. With that song in place, and the others in the now-established
order, the cycle is a most rewarding twentieth-century counterpart to
such earlier “wanderer” cycles as Schubert’s Die Winterreise.

Canadian baritone Joshua Hopkins gives a most satisfying
performance of this lovely work. The tread of the opening is just
right, though the change of tempo for the third verse will be more
extreme than many members will be familiar with. The song that
gives the disc its title is one of Vaughan Williams’ most beautiful
utterances, and its tenderness is well brought out by these artists.
There is no doubting the sincerity at the words “I will make you
brooches and toys for your delight” in the third song, but I think
some of the fantasy of the song is missing in this artist’s rather too
direct approach. And here we have to evoke the competition. Every
Vaughan Williams enthusiast has his or her favourite versions of
this standard work, but one of the most striking of recent years was
undoubtedly that by Bryn Terfel and Malcolm Martineau on DG.
The very vividness of Terfel’s singing has divided opinion: he uses
his voice to telling effect to illustrate the text, never at odds with the
music, but perhaps going further than the composer intended. My
own view is that Terfel’s reading is sublime, but I come to a
performance such as this one with a certain relief to hear the songs
sung in a less overtly sophisticated way. Even so, there can be no
denying that Terfel makes more of the words than almost any singer
one can name, and certainly more than Hopkins does in this third
song. Hopkins is very successful, on the other hand, in the two love
songs that follow – he is particularly successful with the intense
pathos of “In Dreams” – and indeed in the rest of the cycle. He is
ably accompanied by Jerad Mosbey, but Malcolm Martineau
makes the small cross-references from one song to another at once
more obvious and more subtle.

Composed in 1998, Canadian composer Srul Irving Glick’s cycle is
a real find. The musical vocabulary is scarcely more advanced than
that of Vaughan Williams, and lovers of the earlier cycle will not be
perturbed by this one. The title, Images of Canada, encapsulates
the work very well. The music is highly melodic and memorable,
the piano writing particularly rich and sonorous, and I recommend
this work, which I had never heard, to all lovers of song.

Paul Bowles the composer and Paul Bowles the author of The
Sheltering Sky, amongst other works of fiction, were one and the
same. His cycle Blue Mountain Ballads brings out very well the
gently nostalgic humour of four short texts by Tennessee Williams.
The melodies are straightforward and never overpower the words.
The same might be said of the accompaniment. This does not lead
to blandness; on the contrary, this short cycle is very entertaining,
though profound it is not. One can perhaps imagine a slightly more
unbuttoned style of singing than this, but it’s a fine performance
nonetheless.A slight allowance has to be made for that uncomfortable
feeling that creeps in when a singer adopts a regional accent.

Samuel Barber’s Three Songs, Op. 45 were composed in 1972 for
Dietrich Fischer-Dieskau. All three songs are very fine, but the
second, in particular, “A Green Lowland of Pianos”, a quirky,
humorous evocation of events in the lives of “herds of black
pianos”, is sweetly beautiful in typical Barber fashion. Hopkins and
Mosbey bring great intelligence to their performance which, taken
on its own terms, is a very satisfying one, though lovers of Barber’s
songs will cherish the performances by Thomas Hampson and

John Browning in the complete survey of Barber’s songs that
originally appeared on DG.

William Hedley

[These two reviews, slightly edited for publication in the
Journal, first appeared at www.musicweb-international.com and
are reproduced here with their kind permission.]

Ralph Vaughan Williams: Fantasia on a Theme by Thomas
Tallis (arranged for percussion ensemble)
with works by Rob Smith, Donald Grantham, Bruce Hamilton,
Kevin Erickson and Blake M. Wilkins
University of Houston Percussion Ensemble conducted by
Blake Wilkins
ALBANY TROY 816

I have often heard it said that one should treat with caution
information obtained from the Internet. So when trawling the Net
just before Christmas, looking for recordings of Vaughan
Williams works I do not have in my collection, I had severe
doubts when I found an American recording of the Fantasia on a
Theme by Thomas Tallis arranged for tuned percussion ensemble.

Curiosity got the better of me and I forked out the necessary £13, and
the CD arrived early in the New Year. It was recorded in 2004. The
title of the CD is Surge, the name of the first work on the disc, a jazzy
piece by Rob Smith (b 1968). There are four other pieces on the disc,
all by modern composers and composed specifically for the forces
here used. One is by the director of the group, Dr. Blake M. Wilkins
(b 1965), who made the arrangement of the Vaughan Williams work.

Wilkins states that “the very nature of the monochromaticism of
the string orchestra makes the Fantasia a suitable candidate for a
keyboard percussion ensemble... by virtue of its fairly uniform
timbral quality.” It was transcribed in 2002 for five marimbas
(four of them shared) and two vibraphones. In the course of
transcription it was shortened to just over eight and a half
minutes. The “proper” version lasts some fifteen minutes.
Wilkins omits a great chunk out of the middle, but knits the
remaining bits together very smoothly.

This may sound like disloyalty of the worst kind, but I quite like
it, although what Vaughan Williams would have made of it is
another matter altogether. I excuse myself on the grounds that in
the Toccata of his Eighth Symphony RVW called for “all the
available hitting instruments that can make definite notes”.
However his score omits the marimba.

Michael Gainsford
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From the Chairman

Another successful year has
ended, and a new one has
begun – already promising

to be exciting as far as the music
of Vaughan Williams is concerned.
The 2010 A.G.M. concluded with a
superb concert given by James
Gilchrist, Stephen Varcoe and
pianist Penelope Thwaites. If the
Swiss Church, Covent Garden, was
slightly awkward in acoustic terms,
it nonetheless provided us with a
smart and intimate venue. James,
Stephen and Penelope roused us to
laughter and reduced us to tears
alternately, in a recital where each song seemed an indubitable masterpiece of beauty, poignancy
or humour. Passionate, moving, sometimes rowdy – all were exquisitely executed and vividly
brought to life. This coming year’s A.G.M. will be back at Denbies, with more Vaughan
Williams songs. The group we plan to use for the recital this year is the same Oxford
Liedertafel who gave us such an enjoyable evening at the Oxford and Cambridge Club in the
winter of 2009. (They have, incidentally, recently released a new disc entitled Paradise on Earth.
It includes some of theVaughan Williams songs they perform so beautifully, as well as quite a few
pieces that will probably be new to many members. Colin Dexter also appears. Intrigued? So was I.)

The disappointing news is that there are no further developments to report on Leith Hill Place.
The National Trust rejected their local team’s initial proposals, so it’s back to the drawing board
for them, while we continue to keep our fingers crossed and hope that we will be able to create
links of some sort with this historic house.

On a more positive note, fascinating forthcoming
events include the premiere of Vaughan Williams’
youthful A Cambridge Mass at Fairfield Halls in
Croydon in March. When Alan Tongue first discovered
the work, I was treated to a “play-through” of the score
on Sibelius – the music notation software programme,
not the composer! – and now am eagerly looking
forward to hearing it performed by living musicians
rather than computerised electronics. We are also
impatient to hear the new Albion Records release of
The Garden of Proserpine, to be launched at this year’s
English Music Festival, where we will be performing
the work live for the first time. Although the disc
features a different conductor, Paul Daniel, we will
hear the same Bournemouth Symphony Orchestra, this
time under the skilful baton of David Hill. I very much
hope that you will be keen to celebrate the disc’s release,
and might also be able to join me at this ground-breaking event – it always means so much to
me to recognise familiar Society faces at the E.M.F. Until then, however, happy listening!

Em Marshall

www.rvwsociety.com
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