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THE DEMISE OF TALLIS    

Thomas Tallis  (c.1505-1585)   A Solfing Song 1 

O nata lux de lumine (pub. 1575) 2 

William Byrd  (c.1540-1623)   Te lucis ante terminum1 

Thomas Tallis     Why fum’th in fight (pub. 1567) 3 

William Byrd     Come woeful Orpheus (pub. 1611) 1 

    Fantasia a4 No. 1 in D minor 4 

Ye sacred muses (pub. 1588) 5 

HINTS OF THE EROTIC    

William Byrd     Susanna fair (pub. 1588) 6 

      Though Amaryllis dance in green (pub. 1588) 6 

In fields abroad (pub. 1588) 6 

In Nomine a4 No. 2 4 

La virginella (pub. 1588) 6 

Carlo Gesualdo  (c.1561-1613)   Itene, o miei sospiri (1611) 7 

Interval    

TEARS AND JOYS    

John Dowland  (1563-1626)   From silent night, true register of moanes (pub. 1612) 9 

Flow, my tears (pub. 1600) 9 

Shall I strive with words to move (pub. 1612) 9 

My thoughts are wing'd with hopes (pub. 1597) 9 

Sorrow, stay, lend true repentant tears (pub. 1600) 8,9 

DEVOTION AND PIETY    

William Byrd       Miserere 1 

Lullaby (pub. 1588) 6 

Fantasia a3 No. 1 in F 4 

O Lord, how vain 5  

FALLEN HEROES    

William Byrd     Fair Britain isle 5 

Fantasia a3 No. 2 in F 4 

Fantasia a3 No. 3 in C 4 

My mistress had a little dog 5  
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2edited by Allen Garvin 
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4edited by George Hunter 

5edited by Fretwork Editions 
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7arranged by Laurence Dreyfus 
8arranged by William Wigthorpe 

9arranged and edited by Laurence Dreyfus 

 



 

 

In ‘Byrd compared’, Phantasm presents the complete 

consort music of William Byrd (c.1540-1623) in a 

triptych of programmes heard next to compositions by 

other singular spirits such as JS Bach, Dowland, 

Jenkins, Lawes and Purcell. While six of Byrd’s 

instrumental works are also heard tonight, this second 

programme focuses chiefly on Byrd’s unusual 

repertory of consort songs which are set alongside the 

vocal music of Tallis, Gesualdo and especially, John 

Dowland. 

From the 1580s through to his old age, Byrd 

cultivated a unique English genre in which a single 

voice is accompanied by consort of four viols. Covering 

an astonishing range of styles, these works show Byrd 

going out of his way to ensure the independence of 

each contrapuntal line. Indeed, one of the pleasures in 

listening to consort songs is to notice how the 

instrumental parts manage to ‘articulate’ the words, 

encompassing but never overwhelming the solo voice. 

The pieces in ‘The Demise of Tallis’ reflect on the 

precarious travails of Catholic recusants in Elizabethan 

England, with the inclusion of hymn settings from the 

Roman rite as well as the stern syllabic paraphrases of 

psalms penned by the very Protestant Archbishop 

Parker and set by Tallis. In the 16th Century, a chest of 

viols was often brought into cathedrals and choral 

foundations to help choristers master sightreading, 

and this link between choir and consort inspires Tallis’s 

'Solfing [sol-fa] song', a piece to be either bowed or 

sung to the syllables of the venerable Guidonian 

hexachord. In ‘Ye sacred muses’, marking the death of 

Thomas Tallis in 1586, Byrd fashioned in an 

unforgettable lament graced by an extraordinary text 

setting and an uncanny harmonic flow. While the poem 

indulges in elegiac platitudes, Byrd's music not only 

records his personal loss but elevates the final 

rhetorical figure -‘Tallis is dead and music dies’ - to 

artistic immortality. 

Byrd delights in the eroticism of ‘La virginella’, his 

only song in Italian and set to verses from Ariosto’s 

Orlando furioso often declaimed in Italy at celebrations 

of betrothals. Here Byrd negotiates several Italianate 

manoeuvres - such as the gently undulating harmonies 

- but ignores the obvious gimmicks beloved of his 

Italian contemporaries such as the madrigalian word-

painting he had copied more overtly in 'Come woeful 

Orpheus'. In ‘Susanna fair’, Byrd sets a translation of a 

French text by Gérault (‘Susanne un jour’) first 

‘Englished’ by Ferrabosco. Stemming from the 

apocryphal book of Daniel, the poem retells the biblical 

story of two old men who espy a young married woman 

while she is bathing. Rebuffing their advances, Susanna 

is falsely accused of adultery though eventually she 

establishes her chastity. Visual depictions of this 

narrative were widespread in Italian painting of the 

time, and some (such as those by Tintoretto and 

Veronese) delight in the lascivious gaze upon naked 

flesh while never undermining Susanna’s innocence. 

In the pastoral ‘Though Amaryllis dance in green’, a 

shepherd renounces love after being repeatedly 

denied it by Amaryllis: he’s content – so he 

disingenuously claims – to abandon his lustful 

inclinations. The erotic also marks the ballad ‘In fields 

abroad’, where a tale of military valour ends in a bawdy 

encounter with a ‘gallant lady whose petticoat is 

unlaced’. 

In Philip Sidney’s ‘O Lord, how vain’, the inspired 

devotional verses receive a moving rendition, just as 

does the touching language of ‘Fair Britain Isle’ that 

laments the much-mourned Henry Stuart, Prince of 

Wales, acclaimed at his passing as an ideal monarch 

who might have presided over a new Golden Age. The 

verbal high jinks of ‘My mistress had a little dog’, 

however, are not to be taken literally, but surely intend 

an allegory on the execution of Robert Devereux. The 

Earl of Essex, one of the most dashing if impetuous 

Elizabethans, was the Queen's great favourite before 

his betrayal by Francis Bacon. This amusing text 

relishes not-so-subtle political allusions, and the song 

evokes a surprising sympathy for the murdered ‘dog’: 

notice Byrd’s strangely moving music for ‘But out, alas! 

I'll speak no more’. Notorious as a military daredevil and 

gallant rake, Devereux also protected his Roman 

Catholic friends at a time when religious heterodoxy 

was even more dangerous than sexual impropriety. 

The final part of the song stages a mock trial heard 

before a jury of hounds and beagles - the sympathetic 

Catholic nobility – who condemn the perpetrator, a 

‘beastly man or manly beast’, to Tyburn (at today’s 

Marble Arch), the ghastly venue where Catholic 

martyrs had been publicly executed after being 

tortured some years earlier on Elizabeth's orders. 

Byrd’s love of strict polyphony apparently kept him 

distant from the ‘lute song’ with its more relaxed 

approach to counterpoint, yet he surely esteemed the 

undisputed master of this genre, John Dowland, who 

had converted to Catholicism around 1580. Dowland’s 

masterful Lachrimae collection for lute and viols, 

drenched in tearful melancholy, constituted his only 

foray into consort music, but even here his seven 

‘passionate pavans’ can’t resist a reference to his song 

‘Flow, my tears’, much as two Lachrimae galliards also 

hark back to earlier works for voice and lute. To 

conflate these versions into settings for voice and viols 

is easy, just as it was done in the 17th Century, when 

William Wigthorpe arranged 'Sorrow, stay’ in this way. 

Taking a small step further, we have reconfigured 

‘From silent night’ in similar fashion for four viols, as 

Dowland had already added a treble and bass viol to 

the lute in a kind of ‘broken consort’. Comparing ‘like 

with like’ via these idiomatic arrangements, we can 

appreciate how the musical path pursued by the 

unparalleled tunesmith, John Dowland, contrasts with 

William Byrd’s carefully crafted, if equally inspired 

songs for voice and viol consort. 

© Laurence Dreyfus 2024 

Reproduction and distribution is strictly prohibited.



THE DEMISE OF TALLIS  

 (c.1505-1585)  

 

edited by Laurence Dreyfus 
 

 

 

 

(pub. 1575) 

edited by Allen Garvin 
Anonymous 

 

 

 (c.1540-1623)  

 

edited by Laurence Dreyfus 
 

 

 

  

 (pub. 1567) 

transcribed by Laurence Dreyfus 
Matthew Parker 

 

  

 (pub. 1611) 

edited by Laurence Dreyfus 
Anonymous 

 

 

edited by George Hunter 
 

 

 

 (pub. 1588) 

edited by Fretwork Editions 
Anonymous 

 

HINTS OF THE EROTIC  

  

 (pub. 1588) 

edited by Ian Gammie 
Anonymous, after Guillaume Guéroult 

 

Please do not turn the page until the song and its accompaniment 
have ended. 



 (pub. 1588) 

edited by Ian Gammie 
Anonymous 

 (pub. 1588) 

edited by Ian Gammie 
Anonymous 

 

 

edited by George Hunter 
 

 

 
 
 
 
 

 (pub. 1588) 

edited by Ian Gammie 
Ludovico Ariosto 

 

 

 (c.1561-1613)  

 

(1611) 

arranged by Laurence 

Dreyfus 

 

 

 

 

 

 

  

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



TEARS AND JOYS  

 (1563-1626)  

 

(pub. 1612) 

arranged and edited by Laurence Dreyfus 
Robert Devereux 

 

 (pub. 1600) 

arranged and edited by Laurence Dreyfus 
Anonymous 

 

 (pub. 1612) 

arranged and edited by Laurence Dreyfus 
Anonymous 

 

 (pub. 1597) 

arranged and edited by Laurence Dreyfus 
Anonymous 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Please do not turn the page until the song and its accompaniment 
have ended. 



 

(pub. 1600) 

arranged by William Wigthorpe 

arranged and edited by Laurence Dreyfus 
Anonymous 

 

DEVOTION AND PIETY  

  

 

edited by Laurence Dreyfus 
 

 

 

 (pub. 1588) 

edited by Ian Gammie 
Anonymous 

 

 

edited by George Hunter 
 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 

edited by Fretwork Editions 
Sir Philip Sidney 

 

FALLEN HEROES  

  

 

edited by Fretwork Editions 
 

 

edited by George Hunter 
 

 

 

 

edited by George Hunter 
 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 

edited by Fretwork Editions 
Anonymous 

 

‘O nata lux de lumine’, ‘La virginella’ and ‘Itene, o miei sospiri’ translated 
by Laurence Dreyfus. 
 

 


