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19 Hymn IV – Great Pan RVW 4’29 
20 Now Each Return Unto his Charge Spoken 0’25 
21 Final Music Holst 2’28 

Pan’s Anniversary total: 41’21 

Works by Ralph Vaughan Williams  
22 Margery Wentworth 4’08 
23 Peace, Come Away 3’38 
24 To Sleep! To Sleep! 6’29 

Thomas Tallis (from Archbishop Parker’s Psalter) 
25 Why Fum’th in Sight 1’01 

Ralph Vaughan Williams, arranged for voices and strings by Timothy Burke 
26 Fantasia on a Theme by Thomas Tallis 15’11 

Total playing time: 71’48 

1 Introduction RVW 1’56 
2 Presentation of the Nymphs Traditional 1’51 
3 Well Done My Pretty Ones Spoken 0’44 
4 Loud Music RVW 0’27 
5 Room For an Old Trophy of Time Spoken 1’53 
6 Entry of the Boeotians Trad, RVW 0’30 
7  Antimasque – Three Dances Traditional 1’33 
8  How Like you This, Shepherd Spoken 1’07 
9  Hymn I - Of Pan we Sing RVW 3’24 

10 Entry of the Masquers Holst 0’47 
11 Hymn II - Pan is Our All RVW 5’09 
12 Pavan Holst 2’13 
13 Hymn III – If Yet, If Yet RVW 2’44 
14 The Revels Holst 7’35 
15 Room, Room, There Spoken 0’44 
16 Entry of the Thebans Trad, RVW 0’22 
17 Antimasque – Shepherd’s Hey Traditional 0’36 
18 Now Let Them Return Spoken 0’24 

Ben Jonson’s masque ‘Pan’s Anniversary’, as adapted for the Shakespeare Birthday 
Celebration at Stratford-upon-Avon, Easter Monday 1905, with incidental music by 
Ralph Vaughan Williams and additional arrangements by Gustav Holst

RALPH  

VAUGHAN WILLIAMS  

William Vann  musical director 
Mary Bevan, Sophie Bevan  sopranos    Jess Dandy  contralto (Nymphs 1, 2 and 3) 
Timothy West, Samuel West  (Shepherd and Fencer) 
Choir of Clare College, Cambridge chorus master  Graham Ross 
Britten Sinfonia  leader Thomas Gould 
Johnny Herford  baritone (track 22)
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Pan’s Anniversary and other works 
This album brings together a number of unrelated works, united by being wholly or 
largely by Ralph Vaughan Williams and by being recording premieres. We are 
grateful to P J Clulow, Christopher Gordon and Timothy Burke for transcribing, 
orchestrating and arranging scores to make these performances possible. Had 
Vaughan Williams still been with us, we can be sure that he would have expressed 
his own gratitude to his friend, still known as Gustav von Holst in 1905, who assisted 
with dance arrangements for the masque under considerable time pressure. 

Pan’s Anniversary or The Shepherd’s Holyday 
The masque was written by Ben Jonson and designed by Inigo Jones, for the court of 
King James I of England (James VI of Scotland), for a first performances on Twelfth 
Night 1621 (5 or, more probably, 6 January). The god Pan does not make a direct 
appearance but the choral singers (and probably the instrumentalists) at that 
performance were costumed as priests of Pan, and King James was hailed in the guise 
of Pan. Among the extensive set-designs Inigo Jones made for Stuart court masques, 
one possibly intended for Pan’s Anniversary survives. There would have been music 
then, as now, but no surviving music can be identified with the masque. 

In the early years of the 20th century there was a revival of interest in Stuart masques 
and a number of Jonsonian masques were produced, mainly in London, between 
1903 and 1912. Pan’s Anniversary was given only once, in Stratford-upon-Avon on 
Easter Monday, 24 April 1905 under the aegis of the Stratford-upon-Avon 
Shakespeare Club. In the absence of either Pan or James I, the spectacle was given in 
honour of Shakespeare’s birthday. 

The Shakespeare Club’s secretary, F W Evans, sought advice from the musicologist 
and editor William Barclay Squire, who was in charge of printed music at the British 

Museum. He discouraged them from using ‘original instruments’ in view of the lack 
of competent players, but recommended contacting urgently Nicholas Gatty (‘a very 
clever composer’) or else his friend Ralph Vaughan Williams (‘a very rising and able 
young man’). Vaughan Williams was selected and accepted by letter dated 6 March 
1905, requesting a fee of 12 guineas. Three days later, he rather grumpily accepted a 
fee of £5 ‘not indeed as a payment, for I think you realize that this in no way 
represents the work to be done – but to repay me for any expense that I may be put 
to in preparing the music. The copying of the parts etc to be undertaken by you. Only 
I must insist that the music must be as adequately performed as the short time you 
have allowed for preparation admits of.’ 

There was little time. On 16 March, with less than six weeks to go, Vaughan Williams 
wrote to Evans: ‘I am at work on the dances but I find I cannot proceed without 
consulting with the dancing instructress… also it will save much trouble if I can 
communicate direct with the conductor of the choral union and the stage manager if 
there is one’. Though he had undertaken to prepare all the dances himself, we must 
presume that time ran out, for a number of the arrangements were made by Gustav 
Holst. He would have paid Holst for that work, so perhaps little remained from his 
fee of £5. 

Stratford is about seven miles from Bidford-on-Avon, where there was a Morris 
troupe which the Shakespeare Club Committee thought was just what was needed to 
perform in the ‘Antimasques’ and ‘Revels’ that Jonson’s masque called for. The 
troupe had its own collection of fiddle-and-tabor dance tunes, and these were called 
on in the production. Conveniently for us, John Graham edited and published the 
collection two years later in his book, Shakespearean Bidford Morris Dances. 
Musically, the heart of the masque comprises four ‘Hymns to Pan’ for three Nymphs, 
chorus and orchestra, together with a brief Introduction and ‘Loud Music’ as called 
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The Revels in this recording are necessarily much shorter than they would have been 
in 1905, with less repetition than dancing or folk singing would have justified. We 
know that Jonson’s script was heavily cut in 1905; what the cuts were we don’t know 
but we have cut it to what we think might be a comparable length, removing 
descriptive or repetitive passages while preserving the story. 

Hymn number 2, ‘Pan is Our All’ is of particular musical interest. Vaughan Williams 
was engaged on his musical editorship of The English Hymnal when he wrote this, 
and the tune is evidently closely related to his tune for For All the Saints. The 
opening four notes (already heard in The House of Life in 1904) are rearranged, but 
then the tune develops in the form of the hymn. Instead of the concluding Alleluias 
we hear what sounds very much like an inadvertent quotation from HMS Pinafore: 
‘For he is an Englishman’!  We can only speculate as to whether the composer became 
aware of the similarity before publishing the hymn tune in 1906, but its new ending 
was much better, and was to recur in a number of later works. 

The 1905 production was clearly enjoyed by an audience that comfortably exceeded 
1,000. The London Evening Standard reported that it was beautifully rendered in the 
Bancroft Gardens, with the effective background of the Memorial Theatre Buildings. 
The music conducted by the composer ‘was very tuneful and effective’. It continued: 
‘The maypole dancing of the school children and morris dancing by the old troupe of 
genuine morris dancers from Bidford-on-Avon were enthusiastically received.’ The 
Birmingham Daily Gazette noted that the weather was favourable, though the wind 
was a little chilly, and concluded that ‘having regard to the natural difficulties 
attending open-air performances and to the brevity of time in which the preparations 
had been made, the performance was a genuine success.’ The Revels on this occasion 
included tilting at the quintain, fencing, wrestling and boxing. The Birmingham Mail 
noted that tilting ‘involves many hard knocks on the inexpert performer, whose 
misfortunes provide abundant merriment for the onlookers.’ 

for by Jonson, all this being original music composed by Vaughan Williams. 
Everything else is drawn from Elizabethan or other traditional sources, and (except 
for the Antimasque fiddle-dances) arranged by Holst or Vaughan Williams. 
Manuscript full scores of all their contributions are in the collections of the British 
Library. 

The plot of Pan’s Anniversary is simple enough to follow once one has grasped the 
basic conventions of the Stuart court masque: a high-toned entertainment focused on 
the Monarch or some other grand personage and centring on a sequence of courtly 
dances performed by aristocratic ‘masquers’: their dances framed by appropriate 
dialogue and song and occasionally interrupted by low-toned episodes – farcical, 
satirical, grotesque – which Jonson called Antimasques. Pan’s scene is Arcadia, a 
region in the central Peloponnese, Greece. We shall encounter groups of visitors from 
Boeotia, on the Greek mainland, and from Thebes, the capital of Boeotia. 

An Old Shepherd encourages three Nymphs to dress Pan’s altar with flowers. This 
act of homage leads to a revelation of a Fountain of Light with shepherd-masquers 
sitting around it and priest-musicians of Pan sitting below. Hymns, interspersed with 
dances by the masquers, are sung to Pan, who is ‘our all’; being the best of shepherds, 
hunters, singers and squires. The Third Hymn invites such ‘silver-footed fays’ as 
have been watching the rites to join in the dancing. After a Fourth Hymn seeking 
Pan’s protection, the Old Shepherd dismisses the masquers, reminding them to be 
vigilant over their flocks. However, the rites are twice interrupted by a boastful and 
garrulous Fencer who ushers in a rough gang of Boeotians and later (after ‘The 
Revels’) a group of Thebans, masqued as sheep. The Antimasques and Revels, in the 
Stratford Shakespeare Committee’s interpretation of Jonson’s text, are represented by 
what we think of as folk tunes, contrasting with Elizabethan tunes for the main 
dances. 
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The Morning Post praised Mr von Holst’s dance arrangements and quoted from a 
note in the programme from ‘R.V.W.’, reporting that ‘in the music of the choruses, 
certain characteristic phrases from English folk songs were introduced and cleverly 
indicated by Dr. R. Vaughan Williams, who composed this music and conducted’. 
The four hymns do not quote folk songs directly, and the composer’s note is an 
indication of the way he incorporated folk song idioms into his own style. 

Notes by John Francis, with advice and assistance from Roger Savage, Honorary Fellow 
in English Literature at the University of Edinburgh, and frequent recourse to his book: 
Masques, Mayings and Music Dramas: Vaughan Williams and the Early Twentieth-
Century Stage, Boydell Press, 2014. 

In the presentation that follows we have preserved Jonson’s heading and stage 
directions as far as possible (from the 1897 printing of his text that the Stratford 
Shakespeare Committee almost certainly knew), while adding notes where necessary 
or helpful. 

PAN’S ANNIVERSARY; or, THE SHEPHERD’S HOLYDAY. 
AS IT WAS PRESENTED AT COURT BEFORE KING JAMES. 

The Inventors, INIGO JONES; BEN JONSON. 

Shepherd – Mr Timothy West Fencer – Mr Samuel West 

 
1 Introduction (orchestral, RVW) 

THE SCENE Arcadia. 

The Court being seated, the first presentation is of three NYMPHS, strewing several 
sorts of flowers, followed by an old SHEPHERD, with a censer and perfumes. 

2 Presentation of the Nymphs (three Nymphs, unaccompanied) 

We do not know what folk songs (if any) were used for these verses in 1905, but the 
text here is a good fit for Lovely Joan. 

Ist Nymph. Thus, thus begin the yearly rites 
Are due to Pan on these bright nights; 
His morn now riseth and invites 
To sports, to dances, and delights: 
All envious and profane, away, 
This is the shepherd’s holyday. 

2nd Nymph. Strew, strew the glad and smiling ground 
With every flower, yet not confound: 
The primrose drop, the spring’s own spouse, 
Bright day’s-eyes, and the lips of cows, 
The garden-star, the queen of May, 
The rose, to crown the holyday. 

Mary Bevan, 
Sophie Bevan and  
Jess Dandy as the  
three Nymphs
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3rd Nymph. Drop, drop, you violets; change your hues, 
Now red, now pale, as lovers’ use; 
And in your death go out as well 
As when you lived unto the smell: 
That from your odour all may say, 
This is the shepherd’s holyday. 

 
3 Shepherd. Well done, my pretty ones, rain roses still, 

Until the last be dropt: then hence, and fill 
Your fragrant baskets* for a second shower. 
Bring corn-flag**, tulips, and Adonis’ flower, 
Fair ox-eye, goldy-locks, and columbine, 
Pinks, goulands, king-cups, and sweet sops-in-wine, 
Bring rich carnations, flower-de-luces, lilies, 
The checqued, and purple-ringed daffodillies, 
That when the altar, as it ought, is drest, 
More odour come not from the phoenix’ nest; 
The breath thereof Arabia*** may envy,  
The colours China, and the light the sky. 
 
* baskets – originally ‘prickles’ 
** Flowers: corn-flag, gladiolus; goulands, buttercups; sops-in-wine, pink apples; flower-de-luces, fleurs-de-

lys, or lilies. 
*** Arabia –  originally ‘Panchaia’, which is part of Arabia 

 

4 Loud Music (RVW, for orchestra) 

The Scene opens, and in it are the MASQUERS discovered sitting about the Fountain 
of Light, the Musicians attired like the Priests of Pan, standing in the work beneath 
them, when entereth to the old shepherd 

A FENCER, flourishing. 

5 Fencer. Room for an old trophy of time;  

a son of the sword, a servant of Mars, the minion of the muses, and a master of fence! 
One that hath shown his quarters, and played his prizes at all the games of Greece in 
his time; as fencing, wrestling, leaping, dancing, what not? and hath now ushered 
hither by the light of my long sword, certain bold boys of Boeotia, who are come to 
challenge the Arcadians at their own sports, call them forth on their own holyday, 
and dance them down on their own greensward. 

Shepherd. ‘Tis boldly attempted, and must be a Boeotian enterprise, by the face of it, 
from all the parts of Greece else, especially at this time, when the best and bravest 
spirits of Arcadia are yonder sitting about the Fountain of Light, in consultation of 
what honours they may do the great Pan, by increase of anniversary rites fitted to the 
music of his peace. 

Fencer. Peace to thy Pan, and mum to thy music, swain. What are your sports for the 
purpose - say? If singing, you shall be sung down; if dancing, danced down. There is 
no more to be done with you; and you are in smoke, gone, vapoured, vanished, 
blown, and, as a man would say in a word of two syllables, nothing. 

Shepherd. This is short, though not so sweet. Assuredly [originally ‘Surely’] the better 
part of the solemnity here will be dancing. 

Samuel West as the Fencer



11 12

Fencer. Enough: they shall be met with instantly in their own sphere, the sphere of 
their own activity, a dance. But by whom; expect no Satyrs but, as I said, boys of 
Boeotia, things of Thebes, mad merry Greeks, lads of life that have no gall in us, but 
all air and sweetness. 

Come forth, lads, and do your own turns. 

The BOEOTIANS enter for the ANTIMASQUE, which is danced 

6 Entry of the Boeotians (RVW, Piccolo, Clarinet and Side-drum, based on Bristol Town) 

7 Antimasque – Three Dances  

from the Shakespearean Bidford Morris Dances, collected and edited by John Graham, 
1907: The dances that we selected were No. 2 The Old Woman Tossed up in a Blanket, 
No. 3 Cross Caper or Princes Royal and No. 4 Bluff King Hal. They are played here by 
Thomas Gould, violin. 

After which, 

8 Fencer. How like you this, shepherd? was not this gear gotten on a holyday? 

Shepherd. Faith, your folly may deserve pardon because it hath delighted: but beware 
of presuming, or how you offer comparison with persons so near deities. Behold 
where they are that have now forgiven you, whom should you provoke again with 
the like, they will justly punish that with anger which they now dismiss with 
contempt. Away!  

[They retire 

To the MASQUERS. 

And come, you prime Arcadians forth, that taught  
By Pan the rites of true society, 
From his loud music all your manners wrought, 
And made your commonwealth a harmony; 
Commending so to all posterity 
Your innocence from that fair fount of light, 
As still you sit without the injury 
Of any rudeness folly can, or spite: 
Dance from the top of the Lycaean mountain 
Down to this valley, and with nearer eye 
Enjoy what long in that illumined fountain 
You did far off, but yet with wonder, spy. 
 

THREE HYMNS AND DANCES: 
9 Hymn I – Of Pan we Sing (RVW, Three Nymphs, orchestra and chorus) 

1st Nymph. Of Pan we sing, the best of singers, Pan, 
That taught us swains how first to tune our lays; 
And on the pipe more airs than Phoebus can. 
Chorus. Hear, O you groves, and hills resound his praise. 

  2nd Nymph. Of Pan we sing, the best of leaders, Pan, 
That leads the Naiads and the Dryads forth; 
And to their dances more than Hermes can. 
Chorus. Hear, O you groves, and hills resound his worth. 

  3rd Nymph. Of Pan we sing, the best of hunters, Pan, 
That drives the hart to seek unused ways; 
And in the chase more than Sylvanus can. 
Chorus. Hear, O you groves, and hills resound his praise. 
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2nd Nymph. Of Pan we sing, the best of shepherds, Pan, 
That keeps our flocks and us, and both leads forth 
To better pastures than great Pales* can. 
Chorus. Hear, O you groves, and hills resound his worth. 
And while his powers and praises thus we sing, 
The valleys let rebound, and all the rivers ring.  
* Pales – the Roman goddess of the fields 

The MASQUERS descend, and dance their Entry. 

10 Entry of the Masquers (Holst, Rogero, orchestra) 

The 1905 programme stated: ‘The music for the ‘Masquers’ Entry’, the ‘Pavan’ and 
‘Galliard’ are taken from sixteenth-century dances: Rogero [found in Chappell’s 
Popular Music of the Olden Time (1859)], Mal Sims and Spagnoletta [both by Giles 
Farnaby, The Fitzwilliam Virginal Book], arranged for orchestra by Mr. G. von Holst.’ 

11 Hymn II – Pan is Our All (RVW, Three Nymphs, orchestra and chorus) 

Pan is our All, by him we breathe, we live, 
We move, we are; ‘tis he our lambs doth rear, 
Our flocks doth bless, and from the store doth give 
The warm and finer fleeces that we wear.  
He keeps away all heats and colds, 
Drives all diseases from our folds; 
Makes everywhere the spring to dwell, 
The ewes to feed, their udders swell;  
But if he frown, the sheep, alas! 
The shepherds wither, and the grass.  
Strive, strive to please him then, by still increasing thus 
The rites are due to him, who doth all right for us. 

The MAIN DANCE. 

12 Pavan (Holst, Mal Sims, orchestra) 

13 Hymn III – If Yet, If Yet (RVW, Three Nymphs, orchestra and chorus) 

Nymph 3 leads this hymn, joined by Nymphs 1 and 2 in the words to be echoed by the chorus. 

If yet, if yet, 
Pan’s orgies you will further fit, 
See where the silver-footed fays do sit, 
The nymphs of wood and water; 
Each tree’s and fountain’s daughter! 
Go take them forth, it will be good 
To see some wave it like a wood, 
And others wind it like a flood; 
In springs,  
And rings, 
Till the applause it brings, 
Wakes Echo from her seat, 
The closes to repeat. 
Echo. The closes to repeat. 
Echo the truest oracle on ground, 
Though nothing but a sound. 
Echo. Though nothing but a sound. 
Beloved of Pan, the valleys’ queen. 
Echo. The valleys’ queen. 
And often heard, though never seen. 
Echo. Though never seen. 
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Here the REVELS 

14 The Revels (Holst, orchestra) 

The dances arranged here are Galliard (Spagnoletta, see note for track 10), Maria 
Martin, Spurn Point (Come all Good People), Sellinger’s Round and The Lost Lady. 

After which re-enter the Fencer. 
15 Fencer. Room, room, there;  

where are you, shepherd? I am come again, with my second part of my bold bloods, 
the brave gamesters; who assure you by me, that they perceive no such wonder in all 
is done here but that they dare adventure another trial. They look for some sheepish 
devices here in Arcadia, not these, and therefore a hall! a hall! they demand. 

Shepherd. Nay, then they are past pity, let them come, and not expect the anger of a 
deity to pursue them, but meet them. They have their punishment with their crime: 
they shall be sheep. 

Fencer. O spare me, by the law of nations, I am but their ambassador. 
Shepherd. You speak in time, sir. 

The THEBANS [masked as sheep] enter for the 2 ANTIMASQUE, which is danced. 
16 Entry of the Thebans (RVW, The Jolly Thresherman, Piccolo, Clarinet in A and Side Drum) 

17 Antimasque (Shepherd’s Hey, from the Bidford Morris Dances, Violin and Side Drum) 

18 Shepherd. Now let them return  

with their solid heads, and carry their stupidity into Boeotia, whence they brought it, 
with an emblem of themselves and their country. This is too pure an air for so gross 
brains.  

[They retire 

To the Nymphs. 

Nymphs, end your rites, and so be eased 
Of these, and then great Pan is pleased. 

19 Hymn IV - Great Pan (RVW, Three Nymphs, orchestra and chorus) 

Nymph 1: Great Pan, the father of our peace and pleasure, 
Who givest us all this leisure, 
Hear what thy hallowed troop of herdsmen pray 
For this their holyday, 
And how their vows to thee they in Lycaeus* pay. 
Chorus: So may our ewes receive the mounting rams, 
And we bring thee the earliest of our lambs: 
So may the first of all our fells be thine, 
And both the beestning** of our goats and kine; 
Nymph 2: As thou our folds dost still secure, 
And keep’st our fountains sweet and pure; 
Drivest hence the wolf, the tod***, the brock, 
Or other vermin from the flock. 
Chorus: That we, preserved by thee, and thou observed by us, 
May both live safe in shade of thy loved Maenalus.**** 
Nymphs 1,2,3 & chorus: … safe in shade of thy loved Maenalus. 

 
* Lycaeus – a mountain in Greece where Pan was worshipped. 
** beestning – the first milk given by a cow or goat. 
*** tod – a male fox 
**** Maenalus - a town of ancient Arcadia, possibly near modern Davia. 
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Ralph Vaughan Williams composed Five Tudor Portraits in 1935, setting words from 
John Skelton’s ‘The Tunning of Elinor Rumming’, ‘My Pretty Bess’, ‘Epitaph of John 
Jayberd of Diss’, ‘Philip Sparrow’, and ‘John Rutterkin’. The sketch book for Margery 
Wentworth includes a two-page working-out for My Pretty Bess, and four pages of 
notes for Jayberd; but the bulk of the book is filled with sketches for Margery 
Wentworth and other parts of The Garland of Laurel: an extended preliminary sketch 
of a Prologue (thirty-seven lines in length, taken from lines 768-828 of the poem), 
notes for an Intro to Prologue, a two-bar thought for Isabel Pennel, and three pages of 
sketches for Anne Dacre in 3/2.  

No doubt, during the process of orchestrating, the composer would have made 
minor adjustments and possibly had further ideas. In orchestrating the Margery 
Wentworth sketches it was therefore necessary for the orchestrator to take some 
liberties to bring the work to life. The vocal parts, however, remain essentially 
untouched. 

Margery (or Margaret) Wentworth (c. 1478–1550), the wife of Sir John Seymour, was 
the mother of Henry VIII’s third wife, Jane Seymour, and a cousin of Anne Boleyn 
and Catherine Howard. She was therefore the grandmother of King Edward VI.  

Is it possible that Vaughan Williams set out with the idea of making a cycle from 
‘The Garland of Laurel’, but abandoned it in favour of the varied and often livelier 
tales selected for Five Tudor Portraits? If so, this surviving jewel from the abandoned 
cycle should be appreciated in its own right; it should not be regarded or performed 
as a ‘missing’ part of Five Tudor Portraits – a work which is complete and (we 
suggest) perfect as it stands. 

17

20 Shepherd. Now each return unto his charge, 

And though to-day you’ve lived at large, 
And well your flocks have fed their fill, 
Yet do not trust your hirelings still. 
See yond’ they go, and timely do 
The office you have put them to; 
But if you often give this leave, 
Your sheep and you they will deceive. 

21 Final Music (Sellinger’s Round, Holst, orchestra) 

Thus it ended. 
Ben Jonson, 1572–1637 

Works by Ralph Vaughan Williams 
22 Margery Wentworth (for baritone, choir and orchestra) 

Orchestrated by Christopher Gordon 

Roy Douglas wrote on the manuscript that this piece was presumably considered for 
inclusion in Five Tudor Portraits but rejected later. However, the title, written in the 
composer’s hand, reads ‘Margery Wentworth, No. 2 of The Garland of Laurel’. 

The autobiographical ‘The Garland of Laurel’, written by the Tudor poet, John 
Skelton, in 1523, consists of around 1,600 lines (none of them contributing to the 
Tudor Portraits). The Countess of Surrey and her ladies wove a garland for Skelton, 
and the poet in return is conferring the immortality of fame on each of the eleven 
ladies with short descriptive poems. 
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23 Peace, Come Away (for Voices and Wind Instruments) 
Orchestrated by Christopher Gordon 

Tennyson’s poem of 2,916 lines ‘In Memoriam A.H.H.’ contains some of the poet’s 
most lyrical work; it was written in memory of his friend Arthur Henry Hallam, 
who died aged just 22 in 1833. It was written over 17 years in 133 sections or cantos, 
of which Peace, Come Away is number 57 (or 56 in some published editions, which 
omit number 39). 

Vaughan Williams’s first draft of this setting is dated 27 September 1895. This was 
just two weeks before his 23rd birthday and a few months after commencing his 
studies with Sir Charles Stanford. Stanford had published his own part-song based 
on this poem in 1892, so this ambitious setting may have been a daunting prospect 
for the student composer. Did Stanford suggest the text to him? We shall never 
know! 

The British Library holds two incomplete manuscripts of Peace, Come Away. Only 
four pages, covering bars 1–61, have survived of the earlier draft. The later draft is 
complete in 94 bars apart from the left margin of page one, resulting in the loss of 
bars 1–2 and 12–13. As the second draft contains a number of corrections and 
additional detail, it consequently forms the basis of the edition made for this 
recording, with the first draft being referred to when required. 

Below the title of the first draft is written in pencil: Flutes, Clarinets, Oboes, 
Bassoons, 2 Horns, 2 Trumpets, Violoncello, Bass solo. There is no other indication of 
how Vaughan Williams intended to distribute the orchestral instruments. 

19

Skelton’s Latin preface to ‘The Garland of Laurel’ in translation: 

While the stars shine with eternal day, and while the seas swell, these our laurels shall 
be green; our illustrious name shall be translated to the sky, and everywhere shall 
Skelton be renowned as another Adonis. 

With margerain* gentle, 
The flower of goodlihead, 
Embroidered the mantle 
Is of your maidenhead.  

Plainly I cannot glose**; 
Ye be, as I divine, 
The pretty primrose, 
The goodly columbine.  

With margerain gentle, 
The flower of goodlihead, 
Embroidered the mantle 
Is of your maidenhead.  

Benign, courteous, and meek, 
With words well devised; 
In you, who list to seek, 
Be virtues well comprised.  

With margerain gentle, 
The flower of goodlihead, 
Embroidered the mantle 
Is of your maidenhead.  
* margerain – ‘marjoram’ 
** glose – ‘explain’ 
from ‘The Garland of Laurel’ by John Skelton, c.1460–1529 

Johnny Herford 
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This heartfelt music is firmly planted in the language of late-Victorian England and 
shows little, if anything, of the first steps toward a personal style that can be heard in 
the Serenade in A minor of 1898; so we might assume that it is an earlier work. 

The final clue is to be found in the use of C clefs for the altos and tenors, which 
Vaughan Williams only utilised when under instruction. The newly graduated 
composer returned to the RCM in 1895–6 for further study with Stanford, who was, 
apparently, a stickler for the use of C clefs. This suggests that Vaughan Williams 
composed To Sleep! under the watchful eye of Stanford, and puts the most likely date 
of composition as 1896 or early 1897. 

If this is the correct date of composition then we can consider it to be Vaughan 
Williams’s first work with orchestra, apart from the incomplete student piece, Five 
Valses for Orchestra (1892). 

The poem is drawn from Tennyson’s play ‘The Foresters’ or ‘Robin Hood and Maid 
Marian’, which was first produced in New York in 1892. Arthur Sullivan wrote 
incidental music for the play in nine movements in 1893, so that the setting of this song 
by Vaughan Williams was written not long after Sullivan’s – but it is very different. 

To sleep! to sleep! The long bright day is done, 
And darkness rises from the fallen sun. 
To sleep! to sleep! 
Whate’er thy joys, they vanish with the day; 
Whate’er thy griefs, in sleep they fade away. 
To sleep! to sleep! 
Sleep, mournful heart, and let the past be past! 
Sleep, happy soul! all life will sleep at last. 
To sleep! to sleep! 
from ‘The Foresters’, Act I, Scene III,  Alfred Lord Tennyson, 1809-1892 

Notes on tracks 22 to 24 by Christopher Gordon and John Francis 
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“In Memoriam” (Canto LVII) 

Peace, come away: the song of woe 
Is after all an earthly song; 
Peace, come away: we do him wrong 
To sing so wildly: let us go.  
Come let us go: your cheeks are pale; 
But half my life I leave behind: 
Methinks my friend is richly shrined: 
But I shall pass; my work will fail. 

 

24 To Sleep! To Sleep! for choir and orchestra 
Edited by Christopher Gordon 

Dating the composition of To Sleep! is a process of deduction as the manuscript (British 
Library MS 57270, ff47–52), is undated. The most likely year of composition is 1896, 
though the first months of 1897 are also possible. 

The composer’s earliest setting of poetry by Alfred Lord Tennyson is Crossing the Bar, 
composed in 1892 during his preliminary years of study at the Royal College of Music. 
His last two settings of words by this Victorian poet, Tears, Idle Tears (1903) and The 
Splendour Falls (1905), appear almost incongruously in a period when the composer 
was turning to Christina Rossetti, Robert Louis Stevenson, and, for the first time, Walt 
Whitman for texts. 

Nonetheless, it was in 1895-6 that Vaughan Williams most often turned to Tennyson: 
Peace, Come Away, 27 September 1895; Three Vocal Valses for voice and piano, February 
and March 1896; Claribel, for voice and piano anywhere between 1896 and 1902, 
premiered in December 1904. All this allows 1896 as a possible date for the composition 
of To Sleep! 

Yet in these ears, till hearing dies, 
One set slow bell will seem to toll 
The passing of the sweetest soul 
That ever look’d with human eyes.  
I hear it now, o’er and o’er, 
Eternal greetings to the dead; 
And ‘Ave, Ave, Ave,’ said, 
‘Adieu, adieu,’ for evermore. 
Alfred Lord Tennyson, 1809-1892



24

reunite the Tallis melody with its original poetic text and highlight how Vaughan 
Williams interweaves fragments of that melody to create his texture. 

The digital nature of that original project – remote recording and subsequent 
multitracking – gave me the freedom to be uncompromising in my arrangement. 
Because each singer could be singing an unlimited number of vocal lines in the 
same moment, we could really capture Vaughan Williams’s massed polyphony and 
towering chord structures. It felt like an absolute luxury to stack up no fewer than 
six bass lines, and hear them represent the dense layers of cellos and basses that 
form the foundation of the huge wall of sound that the Fantasia presents. 

The complexity of the vocal arrangement was matched by that of the digital 
‘factory’ that we created in order to combine 650 recordings from 135 different 
singers into the final product: a 15 minute film, The World How Wide. Visually, the 
film explored the empty lockdown landscapes of Northumberland, including both 
millennial and medieval architecture, Hadrian’s Roman Wall and the sea itself – 
echoing the layers of history in our 21st-century arrangement: Vaughan Williams’s 
1910 original and Tallis’s 16th-century hymn based on a psalm from three thousand 
years ago. 

When William Vann asked about recording the piece with a live choir, the score 
existed as hundreds of sheets of paper, each distributed to an individual section of 
the choir, so it was a new layer of reworking to create a version that could be 
performed from beginning to end in real time. I don’t think I could possibly have 
embarked on creating this arrangement from scratch in ‘normal’ times – it had to go 
through that digital birth before it could then grow into a ‘live’ arrangement. In my 
view it stands testament to what we can do when circumstances push us to be 
creative, to work together and to try something new. 

Timothy Burke, Chorus Director, Chorus of Royal Northern Sinfonia 

23

25 Thomas Tallis: Why fum’th in Sight 
Third Mode Melody 

Tallis published nine Tunes for Archbishop Parker’s Psalter in 1567, independently 
of the psalter, which did not include music; this tune for Psalm 2 is the third of 
them. 

Why fum’th in sight the nations’ spite, in fury raging stout? 
Why tak’th in hand the people fond, vain things to bring about? 
The kings arise, the lords devise, in counsels met thereto: 
Against the Lord, with false accord, against his Christ they go. 
Archbishop Parker’s Psalter, 1567 

 
26 Ralph Vaughan Williams: Fantasia on a Theme by Thomas Tallis 

arranged for Voices and String Octet by Timothy Burke 

The idea of re-imagining Vaughan Williams’s Fantasia on a Theme by Thomas Tallis as 
a piece for choir came about as a project for the Chorus of Royal Northern Sinfonia 
during the lockdown restrictions of the Covid-19 pandemic in 2020. We needed a 
project to channel creativity, to stay connected with Sage Gateshead’s community of 
artists and audiences, and to continue to work as a choir. Knowing that the project 
would have to be digital, with any singing recorded on mobile phones, we tried to 
make this a virtue, rather than a necessity. We wanted to create something new, and 
Barber’s reworking of his Adagio as the Agnus Dei sparked the idea to rework an 
instrumental piece for choir.  

When searching for a piece, the Fantasia leapt out at us because it is itself a 
reworking of a vocal piece (track 25). We were fascinated by the symmetry of choral 
music that had become orchestral music becoming choral music again. We could 
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The Lord in fear your service bear, with dread to him rejoice: 
Let rages be, resist not ye, him serve with joyful voice.  
Why fum’th in sight the nations’ spite, in fury raging stout? 
Why tak’th in hand the people fond, vain things to bring about? 
The kings arise, the lords devise, in counsels met thereto: 
Against the Lord, with false accord, against his Christ they go.  
‘Let us’, they say, ‘break down th’array of all their bonds and cords: 
We will renounce that they pronounce, their laws, as stately lords. 
But God of might in heaven so bright shall laugh them all to scorn: 
The Lord on high shall them defy, they shall be once forlorn.  
Then shall his ire speak all in fire to them again therefore: 
He shall with threat their malice beat, in his displeasure sore. 
Yet am I set, a king so great, on Sion hill full fast: 
Though me they kill, yet will that hill my law and word outcast.  
God’s words decreed, I (Christ) will spread, for God thus said to me: 
My son I say, thou art, this day, I have begotten thee. 
Ask thou of me, I will give thee to rule all nations’ lands: 
Thou shalt possess, in sureness, the world how wide it stands.  
With iron rod, as mighty God, all rebels shalt thou bruise: 
And break them all in pieces small, as sherds the potters use. 
Be wise therefore, ye kings, the more, receive ye wisdom’s lore: 
Ye judges strong, of right and wrong, advise you now before.  
The Lord in fear your service bear, with dread to him rejoice: 
Let rages be, resist not ye, him serve with joyful voice. 
The son kiss ye, lest wroth he be, lose not the way of rest: 
For when his ire is set on fire, who trust in him be blest. 
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The text below is the whole of Psalm 2 from Archbishop Parker’s Psalter (1567), with 
modernised spelling. Verse 11 (of 12) was used as an introduction, reappearing in its 
proper place. The words shown in italics were omitted in Timothy Burke’s 
arrangement. 

There is a debate about whether verse 1 begins ‘Why fum’th in sight’ or ‘Why fum’th 
in fight’. The difficulty arises from the similarity between the letters ‘s’ and ‘f’ in 
printed books from the 1560s (see below). David Skinner, author of The Tallis 
Psalter: Psalms and Anthems: Canticles, Preces and Responses, Novello Music, 2013, 
confirms from an examination of Archbishop Parker’s autograph draft (held at 
London’s Inner Temple Library) that Parker wrote ‘sight’. Fumeth is generally 
abbreviated to fum’th to indicate that it is to be sung as a single syllable. 
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Timothy West CBE 
A British actor noted for his great power and command on the classical stage and in 
several other mediums including radio, film and television. His work with the Royal 
Shakespeare Company includes definitive portrayals of Lear, Macbeth, Falstaff and 
Shylock. 

Samuel West 
Samuel West is an English actor, theatre director and voice actor. He has directed on 
stage and radio, and worked as an actor across theatre, film, television and radio. He 
is an Associate Artist of the Royal Shakespeare Company, also a keen birdwatcher. 

William Vann 
William Vann is a conductor and pianist, recognised for his acclaimed revivals of 
neglected works of British choral music and song. He was a Chorister at King’s 
College, Cambridge and a Music Scholar at Bedford School. He read Law at Gonville 
and Caius College, Cambridge, where he was taught the piano by Peter Uppard, and 
studied piano accompaniment at the Royal Academy of Music with Malcolm 
Martineau and Colin Stone. He is a Trustee of the Ralph Vaughan Williams Society, 
Director of Music at the Royal Hospital Chelsea, founder and Artistic Director of the 
London English Song Festival and Musical Director of Dulwich Choral Society. 

Mary Bevan MBE 
Mary Bevan is a winner of the Royal Philharmonic Society’s Young Artist award and 
UK Critics’ Circle Award for Exceptional Young Talent in music. She is a former ENO 
Harewood Artist and an Associate of the Royal Academy of Music. Mary has 
produced distinguished recordings for many labels, including Albion Records. 

Sophie Bevan MBE 

Recognised as one of the leading lyric sopranos of her generation Sophie Bevan 
studied at the Royal College of Music where she was awarded the Queen Mother 
Rose bowl for excellence in performance. She received the 2010 Critics’ Circle award 
for Exceptional Young Talent, The Times Breakthrough Award in 2012, and the 
Young Singer award at the 2013 inaugural International Opera Awards. 

Jess Dandy 
Cumbrian contralto Jess Dandy has been praised for her instrument of velvety 
plangent timbre, and her artistic maturity of remarkable immediacy. She was the 
contralto soloist at the First Night of the BBC Proms 2021, singing Vaughan 
Williams’s Serenade to Music and a new commission by Sir James Macmillan. Jess is 
co-founder of the mental health initiative, SongPath, which encourages creative and 
restorative connection on therapeutically curated musical walking trails.  

Johnny Herford 
As an opera singer, Johnny Herford has premiered leading roles in works by Philip 
Glass, Philip Venables, and Peter Maxwell Davies. Meanwhile, he has enjoyed a long 
and fruitful duo partnership with William Vann, which has included performing 
together on Albion ALBCD029 Purer than Pearl, and winning the Duo Prize at the 
Wigmore Hall International Song Competition. 

Christopher Gordon 
Christopher Gordon is based in Sydney and has composed a number of ballet and 
dance works for Australian companies, including The Happy Prince, The Hedonists, 
Giselle and the Wraith Queen. His film scores, which include June Again, Ladies in 
Black, Adore, Mao’s Last Dancer, Daybreakers and Master and Commander, have 
received wide international acclaim with many awards and nominations including an 
EMMY nomination.  
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Choir of Clare College, Cambridge 
Founded as of a mixed voice choir in 1972, the Choir of Clare College has gained an 
international reputation as one of the world’s leading university choirs. In addition to 
leading services three times a week in the College chapel, the Choir is active in 
recording, broadcasting, and performing. It has been praised for its consistently 
‘thrilling’ and ‘outstanding’ performances worldwide. 

 

The following members of the Choir (including some alumni*) took part in 
the recording: 

Sopranos: Hannah Ambrose, Emily Coatsworth, Hannah Dienes-Williams, Ella Fraser, Alice 
Halstead*, Holly Holt*, Jessica Kinney*, Daphne Pleming, Holly Sewell, Lilly Vadaneaux, 
Emma Williams. 
Altos: Henrietta Box*, Catherine Clark*, Helena Cooke*, Rosina Griffiths, Isabella Guillaume, 
Isaac Jarratt-Barnham*, Frederica Lindsey-Coombs, Theo Normanton 
Tenors: Laurence Booth-Clibborn*, William Harris, Samuel Jones, Daniel Livermore, 
Alexander Porteous*, Samuel Porteous, Jackson Riley*, Dominic Wallis 
Basses: Alexander Carter, Ashley Chow, Conor Farrell-Foster, George Gillow, Arthur Goggin, 
Robert Jones, Julius Kiln, Oscar Simms, Harry Swanson, Luca Zucchi 
Additional basses (not choir members): John Evanson, Andrew Tipple 

Graham Ross  
Graham Ross has established an exceptional reputation as a sought-after conductor 
and composer of a very broad range of repertoire.  His performances around the 
world and his extensive discography have earned consistently high international 
praise, including a Diapason d’Or, Le Choix de France Musique, and a Gramophone 
Award nomination.  He is co-founder and Principal Conductor of The Dmitri 
Ensemble and, since 2010, Fellow and Director of Music at Clare College, Cambridge. 

Timothy Burke 
Timothy Burke is a conductor and arranger based in the North East of England, with 
a reputation for leading innovative projects centred on the human voice. A former 
Royal Opera Jette Parker Young Artist, he is Music Director of opera company Tête à 
Tête, and winner of the Royal Philharmonic Society’s Series and Events award for The 
World How Wide with Chorus of Royal Northern Sinfonia. 

Britten Sinfonia 
Established in 1992, Britten Sinfonia is a flexible ensemble of the UK’s leading soloists 
and chamber musicians, and appears regularly at major UK festivals including the 
Aldeburgh, Brighton, Norfolk and Norwich Festivals and the BBC Proms. The 
orchestra has performed a live broadcast to more than a million people worldwide 
from the Sistine Chapel, and toured to the US, Asia and much of Europe. It is a BBC 
Radio 3 Broadcast Partner and has made a number of award-winning recordings. 

Violinist Thomas Gould was leader of the orchestra for this recording, and played 
solo or with a Side Drum for tracks 7 and 17. He has forged a distinguished career as 
a soloist, leader and director.  With a fluency across a number of different genres, 
Thomas has become a highly sought after collaborator, raising the bar for versatility 
on his instrument.  

Orchestra members in this recording: 
Violin I: Thomas Gould*, Marcus Barcham Stevens*, Róisín Walters*, Fiona McCapra, Clara 
Biss, Katherine Shave, Beatrix Lovejoy, Deborah Preece, Lucy Jeal, Minn Majoe   
Violin II: Miranda Dale*, Alexandra Caldon, Suzanne Loze, Anna Bradley, Judith Stowe, Jo 
Godden, Paula Clifton-Everest   
Violas: Clare Finnimore*, Ian Rathbone*, Bridget Carey, Rachel Byrt   
Cellos: Caroline Dearnley*, Ben Chappell*, Joy Hawley, Julia Vohralik   
Double Basses: Roger Linley, Ben Russell  Flutes: Thomas Hancox, Sarah O’Flynn   
Oboes: Peter Facer, Emma Feilding  Clarinets: Joy Farrall, Oliver Pashley   
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Bassoons: Sarah Burnett, Simon Couzens  Horns: Alex Wide, Andrew Littlemore, 
David McQueen, Matthew Gunner, Jonathan Bareham  Trumpets: Christian Barraclough, 
Charlotte Buchanan  Trombone: Michael Buchanan  Timpani/Percussion: William Lockhart, 
Jeremy Cornes. 
* The players marked with an asterisk made up the octet for track 26. 
William Lockhart played the Side Drum for tracks 6, 16 and 17. The Piccolo and Clarinet for 
tracks 6 and 16 were played by Thomas Hancox and Joy Farrall. 
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