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Annelies is a 75-minute choral work for soprano soloist, choir, and instrumentalists. The libretto is 
compiled and translated by Melanie Challenger from The Diary of Anne Frank. Music is by James 
Whitbourn. Annelies is the full forename of Anne Frank, now commonly referred to by her 
abbreviated forename, Anne. The piece is divided into fourteen movements. 
 
The world premiere of Annelies was given on April 5, 2005 at Cadogan Hall, London. Leonard 
Slatkin conducted the Royal Philharmonic Orchestra, Choir of Clare College Cambridge, and 
soprano Louise Kateck. The US premiere was on April 28, 2007 at Westminster Choir College, 
Princeton, NJ with James Jordan and James Whitbourn conducting the Westminster Williamson 
Voices, an instrumental ensemble, and soprano Lynn Eustis. 
 
The world premiere of Annelies in its completed chamber version was given on June 12, 2009 in 
the German Church, The Hague, The Netherlands. Violinist Daniel Hope led the ensemble, 
with the Residentie Chamber Choir, conducted by Jos Vermunt, and soprano Arianna 
Zukerman. 
 

This is a free concert and no tickets are required.  



BRIDGES TO BRITAIN, AND BEYOND 

Autumn, H.162  Frank Bridge (1879–1941) 

Music, When Soft Voices Die, H.76  

The Bee, H. 110  

The Modern Man I Sing Bob Chilcott (b. 1955) 

I. The Runner 

II. The Last Invocation 

II. One’s Self I Sing  

Two Unaccompanied Partsongs Frederick Delius (1862–1934) 

I. To be sung of a summer night on the water 

Songs and Sonnets George Shearing (1919–2011) 

1. Live with me and be my love 

2. When daffodils begin to peer 

3. It was a lover and his lass 

4. Spring 

5. Who is Silvia? 

6. Fie on sinful fantasy 

7. Hey, ho, the wind and the rain 

James Albright, Bass 

Geoffrey Wilcken, Piano 

Fear No More Geoffrey Wilcken (b. 1972) 

From A.M.D.G. (Ad majorem Dei gloriam) Benjamin Britten (1913–1976) 

1. Prayer 1 

2. Rosa Mystica 

My Love’s an Arbutus Charles Villiers Stanford (1852–1924) 

The Coulin Arr. David Mooney (b. 1964) 

Irish Tune from County Derry Percy Grainger (1882–1961) 
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PROGRAM NOTES WITH TEXTS AND TRANSLATIONS 

The United States of America and Britain have shared a fruitful partnership over the years, 
encompassing social, political, and artistic movements. The growth of economic ties in the late 
19th century—and the wars of the first half of the 20th century—led some British musicians to 
spend time in America. Whether they stayed for a few weeks or spent multiple years in the States, 
a significant number of British composers participated in a “cross-pollination” with American 
composers and American musical styles. When these new styles were sent back across the 
Atlantic, they impacted British music, too. Remarkable choral compositions were the result. 
 
This concert explores some of the most fruitful—and easily overlooked—musical bridges across 
the Atlantic linking America and the United Kingdom. Each of the works in this program 
explores this cross-pollination. 
 
Though well-regarded in his time, Frank Bridge is little-known to modern audiences except 
through Benjamin Britten’s 1932 instrumental work Variations on a Theme by Frank Bridge.  Britten 
sought out Bridge’s tutelage while still a teenager, becoming the only student Bridge ever 
formally taught. Variations was testament to the five formative years Britten spent as Bridge’s 
student, and their close relationship which endured until Bridge’s death.  Britten pointed to these 
years of study as profoundly impacting his career as both a performer and composer.   
 
Bridge’s choral works display full mastery of vocal writing, bearing the thumbprint of two 
profound influences:  his Edwardian teacher, Sir Charles Villers Stanford, and Brahms, whom he 
admired greatly.  His writing employs more chromaticism than Stanford or Brahms, and notably 
features substantial musical epilogues that repeat the final lines of poetry in extended musical 
depiction.  
 
Autumn is a lament for the passing of seasons set in two near-identical verses. Though the 
composer repeats the first verse’s musical material verbatim, the second verse is intriguing; 
Bridge’s expressive style is so unique that one is grateful for a second hearing.  Autumn closes with 
a repetition of the final poetic line in a haunting four-voice unison that pushes the final cadence 
toward a hopeful resolution—perhaps indicating that Spring is on its way.   
 

Autumn: A Dirge 
 
I. 
The warm sun is failing, the bleak wind is wailing, 
The bare boughs are sighing, the pale flowers are dying, 
And the Year 
On the earth her death-bed, in a shroud of leaves dead, 
Is lying. 
Come, Months, come away, 
From November to May, 
In your saddest array; 
Follow the bier 
Of the dead cold Year, 
And like dim shadows watch by her sepulchre. 
 
 
 



II. 
The chill rain is falling, the nipped worm is crawling, 
The rivers are swelling, the thunder is knelling 
For the Year; 
The blithe swallows are flown, and the lizards each gone 
To his dwelling; 
Come, Months, come away; 
Put on white, black, and gray; 
Let your light sisters play— 
Ye, follow the bier 
Of the dead cold Year, 
And make her grave green with tear on tear. 

 
~ Percy Bysshe Shelley (1792–1822) (written in 1819) 

 
Music when soft voices die follows the same clear treatment of poetry, this time with 
rhythmic techniques that elongate the vocal line. Again, the work becomes rhapsodic at the end, 
with an arresting, minute-long rumination on the text “…love itself shall slumber on.”  
 

 "To—" 
 
Music, when soft voices die, 
Vibrates in the memory; 
Odours, when sweet violets sicken, 
Live within the sense they quicken. 
Rose leaves, when the rose is dead, 
Are heap'd for the belovèd's bed; 
And so thy thoughts, when thou art gone, 
Love itself shall slumber on. 

 
~ Percy Bysshe Shelley (1792–1822) (written in 1821) 

 
The Bee is a cheeky setting of Tennyson’s poetry, musically illustrating the busyness of bees, and 

youthful love, at all seasons of the year.  The light-hearted work passes by in a flash.  
 

MARIAN (sings): 
 
The bee buzzed up in the heat, 
“I am faint for your honey, my sweet.” 
The flower said, “Take it, my dear, 
For now is the spring of the year. 
So come, come!” 
“Hum!” 
And the bee buzzed down from the heat. 
 
And the bee buzzed up in the cold, 
When the flower was withered and old. 
“Have you still any honey, my dear?” 
She said, “It’s the fall of the year, 



 
But come, come.” 
“Hum.” 
And the bee buzzed off in the cold. 

 
~ Alfred Lord Tennyson (1809–1892) from The Foresters or, Robin Hood and Maid Marian (written in 1892) 
 
Following the Great War, Bridge changed focus to instrumental works that have a thorny, elegiac 
quality, which Britten credited to Bridge’s reaction to the horrors of the conflict. At the start of 
World War II, Bridge implored Britten to flee Europe and seek out safety in America. In 1939, 
Bridge gave Britten his viola as a gift and wished him a good trip. Though they corresponded 
frequently after Britten’s departure for America, they never saw one another again. Bridge died 
in 1941, a year before Britten returned to England.  Britten repeatedly credited Bridge as the 
fundamental influence of his career, writing in 1961 that he was still striving to ‘...come up to the 
technical standards...’ set for him by his teacher.   
 
________________ 
 
Bob Chilcott is one of the most important members of the modern British choral tradition, 
having worked extensively as a singer, arranger, and composer. American audiences may know 
him best for his long tenure with the King’s Singers, or perhaps as a guest conductor or 
commissioned composer for many important American musical institutions.   
 
The Modern Man I Sing is a triptych of poems by American poet Walt Whitman, and was 
penned by Chilcott in 1990. The Runner perfectly depicts Whitman’s four lines from 
Whitman’s collection Leaves of Grass (1867), as an observer watches a running man passing by. 
Non-sung breaths and sung phrases contribute to the overall effect. 
 

The Runner 
 
On a flat road runs the well-train'd runner; 
He is lean and sinewy, with muscular legs; 
He is thinly clothed—he leans forward as he runs, 
With lightly closed fists, and arms partially rais'd. 

 
~ Walt Whitman (1819–1892), from “Leaves of Grass” 

 
The Last Invocation is divided into three sections, like many solo songs. The outer sections use 
the same melodic material, an ethereal soprano melody accompanied by supportive choral 
harmonies from the lower voices. The contrasting middle section uses only the lower three voices 
in blurred tone clusters and asymmetrical rhythms that mirror spoken text, rather than a lyrical 
tune. 
 

The Last Invocation 
 
At the last, tenderly, 
From the walls of the powerful fortress'd house, 
From the clasp of the knitted locks, from the keep of the well-closed doors, 
Let me be wafted. 
 



Let me glide noiselessly forth; 
With the key of softness unlock the locks—with a whisper, 
Set ope the doors, my soul. 
 
Tenderly—be not impatient, 
(Strong is your hold, O mortal flesh, 
Strong is your hold O, love.) 

 
~ Written by Walt Whitman as part of the ‘Whispers of Heavenly Death’ section from “Leaves of Grass” 

 
The final movement, One’s self I sing, relies upon a sturdy structure to express Whitman’s 
poetry. Repeated musical gestures are gradually layered and expanded to other voice parts as the 
work proceeds and becomes more complex—though the basic ingredients are quite simple. The 
music reaches a musical pinnacle highlighting the text “…the Female, equally with the Male, I 
sing.” Then, the work essentially resets, reintroducing the simple pattern first heard at the work’s 
beginning. A second apex soon follows with a jubilant series of expressive florid gestures 
corresponding with the text “…modern man, I sing.” 
 

One’s Self I Sing 
 
One’s-Self I sing, a simple separate person, 
Yet utter the word Democratic, the word En-Masse. 
 
Of physiology from top to toe I sing, 
Not physiognomy alone nor brain alone is worthy for the Muse, 
 I say the Form complete is worthier far, 
The Female equally with the Male I sing. 
 
Of Life immense in passion, pulse, and power, 
Cheerful, for freest action form’d under the laws divine, 
The Modern Man I sing. 

 
~ Written by Walt Whitman in 1867 as part of the ‘Inscriptions” section from “Leaves of Grass” 

 
________________ 
 
Frederick Delius was born in Northern England to prosperous wool merchants who had 
emigrated from Germany just before his birth. His wealthy family hosted many European 
musicians, but encounters with American music were equally important influences upon Delius. 
We know he heard the Fisk Jubilee Singers at least twice in the 1870s, something he spoke often 
about in his final years. While his family were proud patrons of artists and musicians, they were 
unsupportive of Delius’ pursuit of an artistic career.  
 
In 1884, Delius was sent to the family’s orange plantation near Jacksonville, Florida. His family 
expected he would find Jacksonville musically barren and would fully focus his energies on 
business matters, but his time in Florida was musically impactful. Delius was keenly struck by 
what he heard sung throughout the busy port city, especially music sung by black laborers. 
William Randel, an historian and English professor at Florida State University, wrote  
that “…it is hard to imagine conditions less conducive to cultivating oranges—or more conducive 
to composing.” Numerous works are rooted in Delius’ American experiences, including an 



opera, Koanga (1897), that addresses race and class issues in New Orleans and is firmly rooted in 
African American musical traditions.  
 
In 1886, with the support of Edvard Greig, Delius’ family allowed him to pursue formal musical 
training in Leipzig. There, Delius was largely annoyed by the curricular dominance of Beethoven 
and early Classical composers, but had meaningful encounters with then-living composers, 
including Tchaikovsky, Mahler, and Brahms.   
 
The early 20th century was a successful time for Delius. He gained many admirers, including 
Edward Elgar, Béla Bartók, and Zoltán Kodály—though he seldom reciprocated that 
admiration. The particular admiration from Percy Grainger bloomed into a friendship that 
endured through the agonizing final decade of Delius’ life. Delius was blind, paralyzed, and in 
constant pain from tertiary syphilis, but was productive through the work of Eric Fenby (1906-
1997), who volunteered five years of his life to helping Delius compose.  
 
The relationship between Delius and Fenby was often difficult; Delius sang poorly and was 
impatient with the process. Delius was especially derisive of Fenby’s devout Catholicism. Their 
work progressed, but was often interrupted by Delius' health and Fenby’s nervous 
breakdowns. Fenby’s 1936 memoir Delius As I Knew Him chronicles this period and was 
dramatized in the 1968 British film Song of Summer, the title of one of Delius’ most acclaimed 
orchestral works. The film had a profound effect on a generation of British musicians, including 
the popular musician Kate Bush, who released a song and music video in 1980 in tribute to 
Russell's film. 
 
Delius’ music defies easy classification. His rhapsodic and freely-expressive tone poems do not 
conform to standard Classical structure. His harmonies are intensely chromatic and endlessly 
wandering, a feature of the Wagnerian influence. They are also topographically expressive of the 
natural world, part of the influence of Grieg’s distinctive orchestral writing. A number of Delius’ 
works were adapted as film scores, including The Yearling (1946) starring Gregory Peck and Jane 
Wyman.  
 
At the heart of Delius’ vocal music are the influences of American music (especially music of the 
Black tradition), replete with free treatment and ornamentation of melodic gestures. His Two 
Unaccompanied Partsongs are intensely difficult works, and are untexted. While the short 
tunes included in both movements are easily sung and instantly memorable, the endlessly 
wandering harmonies that accompany them, though logical, never settle until the final cadence 
of each song. Each movement was titled To be sung of a summer night upon the water… 
and is likely rooted in what Delius heard in the American South. 
 
________________ 
 
George Shearing shares many traits with Delius: British birth, extensive time in America, 
blindness, and a career that blended Classical music with other non-Classical influences. Unlike 
Delius, who was exclusively a composer, Shearing spent his primary energies as a 
performer. Equally comfortable playing a Bach Concerto or improvising on a Jazz standard, 
Shearing seamlessly married Classical elements and structures with popular and folk forms—a 
hallmark of his ensemble The George Shearing Quintet.   
When he retired from performing in 2004, he had collaborated with virtually all of the Jazz 
greats of his extensive career. Among these are Dizzy Gillespie, Count Basie, Charlie Parker, 
Duke Ellington, Ella Fitzgerald, Sarah Vaughan, Mel Torme, Nat King Cole, and Tito 



Puente. Shearing’s influence was even chronicled by Jack Keruoac in his novel On the Road: 
“[Shearing] played innumerable choruses with amazing chords that mounted higher and higher 
till the sweat splashed all over the piano and everybody listened in awe and fright.”  
 
In fact, Shearing’s playing brought him to Kansas City several times. In addition to numerous 
appearances in Kansas City’s Jazz venues, he also appeared as a soloist with Classical orchestras, 
including a 1981 appearance with the Kansas City Philharmonic (now the Kansas City 
Symphony) in Bach’s D Minor Keyboard Concerto, BWV 1052. 
 
His cycle of choral works, Songs and Sonnets, is a showcase for Shearing’s expansive musical 
acumen. Above all, Songs never eschews or obscures melody, and keeps the tune deliberately at 
the fore. Memorable melodic lines are given extensive, but subtle and sophisticated, 
reharmonization in subsequent verses, including Shearing’s signature block piano 
chords.  Throughout the cycle, he quotes well-known musical themes by other composers, 
including Franz Schubert and Thomas Morley. Shearing spoke often about this penchant for 
quotation: “I don’t like being pigeonholed—I mean, what’s a Jazz musician doing playing a 
Scarlatti sonata that moves into ‘My favorite things’. It's got nothing to do with Jazz at all; it has 
a lot to do with music.”   
 
Songs makes use of a number of well-known Renaissance texts, generally from Shakespeare’s 
dramatic works. While each passage is stable enough to stand on its own merits, framing the 
movements around their original context invites an additional layer of understanding and 
engagement. Live with me and be my love… contains text of both Christopher Marlowe’s 
“The Passionate Shepherd to His Love” and Sir Walter Raleigh’s “The Nymph's Reply to the 
Shepherd.” As a playful dialogue between two young lovers, it acts as a sort of subtext in each 
subsequent movement. 
 

Live with me, and be my love 
And we will all the pleasures prove 
That hills and valleys, dales and field 
And all the craggy mountains yield. 

There will we sit upon the rocks 
And see the shepherds feed their flocks 
By shallow rivers by whose falls 
Melodious birds sing madrigals. 

There will I make thee a bed of roses 
With a thousand fragrant posies, 
A cap of flowers, and a kirtle 
Embroider'd all with leaves of myrtle; 

A belt of straw and ivy buds 
With coral clasps and amber studs; 
And if these pleasures may thee move 
Then live with me, and be my love 

If all the world and love were young 
And truth in every Shepherd’s tongue 
These pretty pleasures might me move 
To live with thee, and be thy love 



If that the world and love were young 
And truth in every Shepherd’s tongue, 
These pretty pleasures might me move 
To live with thee, and be thy love 

~ Utilizes stanzas 2, 3, and 5 from Christopher Marlow’s (1564–1593) “The Passionate Shepherd to His 
Love”, and then uses the first stanza from Sir Walter Raleigh’s (1584–1587) “The Nymph’s Reply to the 

Shepherd” to close out the song. 

The second movement, When daffodils begin to peer… is a sung monologue from The 
Winter’s Tale, in which Autolycus, a thief, ruminates on the first flowers and birds of spring as an 
invitation for larceny. 
 

When daffodils begin to peer 
With heigh! the doxy, over the dale, 
Why, then comes in the sweet o' the year; 
For the red blood reigns in the winter's pale. 
 
The white sheet bleaching on the hedge, 
With heigh! the sweet birds, O, how they sing! 
Doth set my pugging tooth on edge; 
For a quart of ale is a dish for a king. 
 
The lark, that tirra-lira chants 
With heigh! with heigh! the thrush and the jay 
Are summer songs for me and my aunts, 
While we lie tumbling in the hay. 

~ From Shakespeare’s “The Winter’s Tale” (Act 4 Scene 2), written circa 1610 

It was a lover… (from As You Like It), concerns a young pair’s private activities during 
springtime away from prying eyes of authority figures. 
 

It was a lover and his lass, 
      With a hey, and a ho, and a hey nonino, 
That o’er the green cornfield did pass, 
      In the springtime, the only pretty ring time, 
      When birds do sing, hey ding a ding, ding; 
      Sweet lovers love the spring. 
 
This carol they began that hour, 
      With a hey, and a ho, and a hey nonino, 
How that a life was but a flower 
      In the springtime, the only pretty ring time, 
      When birds do sing, hey ding a ding, ding; 
   Sweet lovers love the spring. 
And therefore take the present time, 
      With a hey, and a ho, and a hey nonino, 
For love is crownèd with the prime 
      In the springtime, the only pretty ring time, 
       



When birds do sing, hey ding a ding, ding; 
      Sweet lovers love the spring. 

~ From Shakespeare’s “As You Like It” (Act 5 Scene 3), written circa 1599 

Spring (from Love’s Labour’s Lost) is told from a female perspective. This piece serves as a partner 
to “When daffodils….”, both celebrating the duplicitousness of one sex or the other! 

When daisies pied and violets blue 
      And lady-smocks all silver-white 
And cuckoo-buds of yellow hue 
      Do paint the meadows with delight, 
The cuckoo then, on every tree, 
Mocks married men; for thus sings he:  
“Cuckoo; 
Cuckoo, cuckoo!” O, word of fear, 
Unpleasing to a married ear! 

When shepherds pipe on oaten straws, 
    And merry larks are ploughmen's clocks, 
When turtles tread, and rooks, and daws, 
    And maidens bleach their summer smocks, 
The cuckoo then, on every tree, 
Mocks married men; for thus sings he, 
“Cuckoo; 
Cuckoo, cuckoo!” O, word of fear, 
Unpleasing to a married ear! 

~ From Shakespeare’s “Love's Labor’s Lost” (Act 5 Scene 2), written circa 1592 
 
Who is Sylvia? (from Two Gentlemen of Verona) is at the heart of Shearing’s cycle, portraying a 
healthier balance between men and women. The entire movement is based upon Shearing’s 
reharmonization of Schubert’s famous setting of the same piece. 

Who is Silvia? what is she, 
    That all our swains commend her? 
Holy, fair, and wise is she; 
    The heaven such grace did lend her, 
That she might admirèd be. 

Is she kind as she is fair? 
    For beauty lives with kindness. 
Love doth to her eyes repair, 
    To help him of his blindness; 
And, being helped, inhabits there. 

Then to Silvia let us sing, 
    That Silvia is excelling; 
She excels each mortal thing 
    Upon the dull earth dwelling; 
To her let us garlands bring 

~ From Shakespeare’s “Two Gentlemen of Verona” (Act 4 Scene 2), written circa 1590 



The final two movements are both comedic depictions. Fie on sinful fantasy, from the 
comedy The Merry Wives of Windsor, ridicules John Falstaff, whose antics become a literary trope in 
four of Shakespeare’s works.  
 

Fie on sinful fantasy! 
Fie on lust and luxury! 
Lust is but a bloody fire 
Kindled with unchaste desire. 
 
Fed in heart, whose flames aspire 
As thoughts do blow them, higher and higher 
Pinch him, fairies, mutually; 
Pinch him for his villany; 
Pinch him, and burn him, and turn him about 
Till candles and starlight and moonshine be out. 

 
~ From Shakespeare’s “The Merry Wives of Windsor” (Act 5 Scene 2), written circa 1600 

 
The final movement, Hey, ho, the wind and the rain from Shakespeare’s Twelfth Night, 
serves as a closing fable reminding the audience that despite hardships, life continues.  
 

When that I was and a little tiny boy, 
    With hey, ho, the wind and the rain; 
A foolish thing was but a toy, 
    For the rain it raineth every day. 
 
But when I came to man's estate, 
    With hey, ho, the wind and the rain; 
'Gainst knaves and thieves men shut their gates, 
    For the rain it raineth every day. 
 
But when I came, alas! to wive, 
    With hey, ho, the wind and the rain; 
By swaggering could I never thrive, 
For the rain it raineth every day. 
 
But when I came unto my beds, 
    With hey, ho, the wind and the rain; 
With toss-pots still had drunken heads, 
    For the rain it raineth every day. 
 
 
A great while ago the world begun, 
    With hey, ho, the wind and the rain 
But that's all one, our play is done, 
    And we'll strive to please you every day. 

 
~ From Shakespeare’s “Twelfth Night” (Act 5 Scene 2), written circa 1601 

________________ 
 



In Shakespeare’s late play Cymbeline, Guiderius and Arviragus have decided to bury the 
supposedly dead Fidele (who is actually their sister, Imogen) by laying flowers on him. They take 
turns reciting pieces of their lament.  
 
The passage as a whole comments on the harshness of the working world and the inevitability of 
death. However, at the time this play was staged, ‘golden lad’ and ‘chimney-sweeper’ were 
common nicknames for ‘dandelion.’ The ‘dust’ in the song, then, could represent not only the 
dust we all return to, but also the promise of rebirth, as the ‘dust’ of the dandelion’s seed scatters 
in the wind.  
 
Geoffrey Wilcken’s setting of this poem is neither wholly despondent nor wholly optimistic. 
Rather, through rich harmony and chromatic—yet clear—melodic lines, the piece seems to 
understand how it is possible to hold death in one hand and rebirth in another.  
 
Wilcken’s Fear No More fits right in with Shakespeare’s “Cymbeline,” a play set in ancient 
Britain in the first years of the common era, mere decades before history’s most famous 
resurrection. As such, it’s an apt bridge to the next piece on the program, Benjamin Britten’s 
choral cycle A.M.D.G. (Ad Majorem Dei Gloria). 
 

Fear No More the Heat of the Sun 
 
Guiderius: 
Fear no more the heat of the sun, 
Nor the furious winter’s rages; 
Thou thy worldly task hast done, 
Home art gone, and taken thy wages: 
Golden lads and girls all must, 
As chimney-sweepers, come to dust. 
 
Arviragus: 
Fear no more the frown of the great; 
Thou art past the tyrant’s stroke; 
Care no more to clothe and eat; 
To thee the reed is as the oak: 
The scepter, learning, physic, must 
All follow this, and come to dust. 
 
Guiderius: Fear no more the lightning flash, 
Arviragus: Nor the all-dreaded thunder stone; 
Guiderius: Fear not slander, censure rash; 
Arviragus: Thou hast finished joy and moan: 
Both: All lovers young, all lovers must 
Consign to this, and come to dust. 

 
~ From Shakespeare’s “Cymbeline” (Act 4 Scene 2) (written circa 1610) 

 
________________ 
 
  



Benjamin Britten’s A.M.D.G. (Ad Majorem Dei Gloria) was written during his time in 
America (1939-1942). The piece shows evidence of the more turgid style that characterizes 
Bridge’s own post-Great War instrumental works. Britten’s unique gift for setting English text, 
and an expanded harmonic language, are excellent vehicles for Gerard Manley Hopkins’ (1844-
1889) rhythmically charged and inventive poetry. Though performances of A.M.D.G. were 
scheduled, the works were withdrawn, and the draft versions were shelved without 
explanation. Britten never returned to the pieces, and they were not performed until after 
Britten’s death. Peter Pears, Britten’s partner and the original commissioner of the piece, edited 
the works for a first performance in 1984, and they were subsequently published in 1990. It is 
interesting that these works from so early in Britten’s career that are so typical of his style were 
the last of his works to receive a premier and publication. 
 
While often performed as a complete set of works, each movement is a standalone piece. We are 
excerpting two movements: Prayer I and Rosa Mystica, two works in the set that did not require 
significant editorial extrapolation from Britten’s sketches. 
 
Prayer I is organized around a beautiful chromatic melodic line, first sung by the sopranos, and 
then taken up by the tenors later in the piece. Anchoring this melody are accompanying 
harmonies that feature surprising shifts, eventually vaulting into new key areas throughout the 
work. After a climactic gesture addressing the Holy Spirit, Britten simplifies the final bars of the 
movement into a haunting unison on the text “…to the Glory of the Father” (the English 
translation of the cycle’s title: A.M.D.G.) 
 

Prayer 1 
 
Jesu that dost in Mary dwell, 
Be in thy servants' hearts as well, 
In the spirit of thy holiness, 
In the fulness of thy force and stress, 
In the very ways that thy life goes, 
And virtues that thy pattern shows, 
In the sharing of thy mysteries; 
And every power in us that is 
Against thy power put under feet 
In the Holy Ghost the Paraclete 
To the glory of the Father. Amen. 
 

~ Gerard Manley Hopkins (1844–1889) 
 
Rosa Mystica features another lyrical melodic line, but rather than supporting it with 
interesting harmony, Britten employs repeated vocal interjections anchored on the pitch ‘a’. 
Textually, the work functions like a riddle, with the answer highlighted when all voices come 
together on insistent unisons at the text “Christ Jesus, our Lord, her God and her Son.”   
 

The Rose in a mystery, where is it found? 
Is it anything true? Does it grow upon ground?  
It was made of earth’s mould, 
but it went from men’s eyes, 
 
 



And its place is a secret and shut in the skies. 
    In the Gardens of God, in the daylight Divine, 
    Find me a place by thee, Mother of mine. 
 
But where was it formerly? Which is the spot 
That was blest in it once, though now it is not?  
It is Galilee’s growth: it grew at God’s Will 
And broke into bloom upon Nazareth Hill. 
    In the Gardens of God, in the daylight Divine, 
    I shall keep time with thee, Mother of mine. 
 
Tell me the name now, tell me its name. 
The heart guesses easily: is it the same?  
Mary the Virgin, well the heart knows, 
She is the Mystery, she is that Rose. 
    In the Gardens of God, in the daylight Divine, 
    I shall come home to thee, Mother of mine. 
 
Is Mary that Rose, then? Mary, the tree? 
But the blossom, the blossom there, who can it be? — 
Who can her Rose be? It could be but One: 
Christ Jesus our Lord, her God and her Son. 
    In the Gardens of God, in the daylight Divine, 
    Show me thy Son, Mother, Mother of mine. 
 
Does it smell sweet, too, in that holy place?  
Sweet unto God and the sweetness is grace: 
The Breath of it bathes great Heaven above, 
In grace that is charity, grace that is love. 
To thy breast, to thy glory Divine, 
Draw me by charity, 
Mother of mine. 

 
~ Gerard Manley Hopkins 

 
________________ 
 
Today marks the feast of St. Patrick, a day where all things Irish are celebrated, even by those of 
us with no Hibernian heritage. Despite changing political landscapes—and more than a half-
millennium of conflict—Irishness is an important part of both British identity and American 
identity. While Irish immigrants have contributed to the melting-pot since Colonial times, the 
Great Famine (1845–1852) saw an enormous influx of Irish seeking a better life in America. As 
with prior Irish waves of immigration in the 17th century, many were desperately poor, bringing 
little with them to the New World except for a change of clothes and a powerful sense of identity 
buttressed by a rich musical tradition. Just as music from the African Diaspora has become an 
essential part of American musical identity, music of the Irish Diaspora has similarly influenced 
our shared music. The popularity of American bluegrass in Ireland and Scotland today must 
surely be partly due to a wealth of shared musical inheritance.  
 



Charles Villiers Stanford is someone generally identified as a member of the English choral 
tradition, but he was a decided outsider—an Irishman deeply proud of his heritage. My Love’s 
an Arbutus is a single excerpt from an enormous body of unapologetically Irish music from 
Stanford’s complete body of work. Stanford preserves the original melody and text, but 
harmonizes it with a beautiful and resonant choral texture that owes much to the structure of 
Bach and the expressiveness of Brahms that Stanford himself encouraged in his students’ work, 
and mastered in his own compositions. 
 

My Love’s an Arbutus 
 
My love's an arbutus by the borders of Lene, 
So slender and shapely in her girdle of green 
And I measure the pleasure of her eye's sapphire sheen 
By the blue skies that sparkle thro' the soft branching screen. 

But tho' ruddy the berry and snowy the flow'r, 
That brighten together the arbutus bow'r, 
Perfuming and blooming through sunshine and show'r, 
Give me her bright lips and her laugh's pearly dow'r. 

Alas, fruit and blossom shall be dead on the lea, 
And Time's jealous fingers dim your young charms, Machree 
But unranging, unchanging, you'll still cling to me 
Like the evergeen leaf to the arbutus tree. 

~ A. P Graves (1846 –1931), written in 1880 

________________ 
 
The richness of Irish music remains undiminished a century after Stanford’s death, and the 
numerous arrangements and compositions by David Mooney are evidence that the tradition 
will continue for much longer. The Coulin is a mournful work partnering Thomas Moore’s 19th 
century Irish lament with a much older tune. The text addresses Ireland personified as a youth 
with long flowing hair, from whom the speaker is alienated. The attributes of the youth, Erin (a 
synonym for Ireland), are mementos of a better day, and the prospect of a better day in the 
future. Yearning for the homeland found in Irish music, and striving for the Promised Land in 
African American spirituals, are surely rooted in the same human desire: the desire for belonging 
and remembrance. 
 

The Coulin – Traditional Irish Melody, arr. David Mooney 

Tho’ the last glimpse of Erin with sorrow I see, 
Yet wherever thou art shall seem Erin to me; 
In exile thy bosom shall still be my home, 
And thine eyes make my climate wherever we roam. 

So gaze on thy gold hair as graceful it wreathes, 
And hangs o'er thy soft harp as wildly it breathes; 
Nor dread that the cold-hearted Saxon will tear 
One chord from that harp, or one lock from that hair. 

 
~ Thomas Moore (1779–1852), written in 1810, first published in his “Irish Melodies Part 1” 



________________ 
 
The Australian-born composer Percy Aldrich Grainger has become synonymous with Irish 
music through his arrangements of folk music. His writing for symphonic bands is still an 
important part of musical training and Americans know him best in that vein. However, 
Grainger led a distinguished career as a composer of works in every genre. 
 
Grainger lived most of his life in the United States, becoming a naturalized citizen in 1918. He 
was quickly recognized as a solo pianist of great potential, and he was tirelessly active in the early 
years of the 20th century. His solo career afforded him opportunities to meet many of his musical 
heroes, including Grieg and Delius, both of whom he befriended while still a young man.   
 
In the peaceful years between the two World Wars, Grainger declined appointments as a 
conductor (including an appointment with the Saint Louis Symphony in 1919), preferring to 
continue appearing as a concert pianist and working as a music educator, recording artist, and 
composer. At the outbreak of World War II he moved to Springfield, Missouri, convinced that 
an inland location would be safe in the event of an invasion by the Germans on the Atlantic coast 
or the Japanese on the Pacific coast. His fear of invasion did not prevent him from traveling and 
appearing in nearly 300 concerts for the US Army in both the Asian and European theater.   
 
Grainger’s relentless activity came at a heavy price. Utterly exhausted, he ceased composing from 
1950 onward. He continued to make occasional appearances as a soloist, despite his poor health. 
He died in 1961, reportedly feeling as though he had not achieved all that he had hoped.  
Despite the universal popularity of his instrumental compositions, Grainger considered himself 
primarily a composer of choral works. During his life, only his settings based upon Rudyard 
Kipling’s Jungle Book became popular. Folksongs were a significant influence, and his Irish Tune 
from County Derry was first written as a wordless unaccompanied choral work. Numerous 
other harmonizations and re-arrangements of the tune for instrumental ensembles were created 
by the composer. Unfortunately, these have overshadowed the original, and very artful, choral 
setting of the work. Regardless of how one knows the tune, the texted “O Danny boy…” is likely 
the best known, and most loved, tune from the Irish folk tradition in the United States.  
 

Program notes by Jay Carter and Willie Plaschke 
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Francis Poulenc Un soir de neige 
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us continue to bring beautiful and meaning music to our community. We present 

our concerts without ticket charges and are entirely donor and grant funded. 
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