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 3.00pm 

All Roads Lead to Rome 
 

Royal Academy of Music Song Circle 

 Angharad Rowlands mezzo-soprano • Chunmeng Ge piano 

 Samuel Stopford tenor • Daniel Peter Silcock piano 

 Clara Orif soprano • Jiewei Yu piano 

 Johannes Moore baritone • Zany Denyer piano 

 

 Angharad Rowlands mezzo-soprano • Chunmeng Ge piano 

Gabriel Fauré  (1845-1924) 5 mélodies 'de Venise' Op. 58 (1891)   
            Mandoline • En sourdine • Green • A Clymène • C'est l'extase 

  

 Samuel Stopford tenor • Daniel Peter Silcock piano 

Franz Liszt  (1811-1886) 3 sonetti di Petrarca S270/1 (1842-6)   
            Pace non trovo (Sonnet No. 104) • Benedetto sia'l giorno  
            (Sonnet No. 47) • I' vidi in terra angelici costumi (Sonnet 
            No. 123) 

  

 Clara Orif soprano • Jiewei Yu piano 

Claude Debussy  (1862-1918) Ariettes oubliées (1885-7, rev. 1903)   
            C'est l'extase • Il pleure dans mon cœur • L'ombre des arbres • 
            Chevaux de bois • Green • Spleen 

  

 Johannes Moore baritone • Zany Denyer piano 

Ralph Vaughan Williams 
        (1872-1958) 

From The House of Life (1903) 

            Love-sight • Silent Noon • Death in love • Love's last gift 
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This afternoon’s recital is devoted to songs that were 

inspired by Italian culture. Fauré began his 5 mélodies 'de 
Venise’ while visiting La Serenissima in 1891; Debussy 

started his Ariettes oubliées just before his stay at the 

Villa Medici in Rome between 1885-7 as part of his Prix de 

Rome scholarship; Liszt visited Italy three years before 

composing the Petrarch sonnets, which he set to music 

in a quasi-operatic style; and Vaughan Williams chose six 

sonnets from Dante Gabriel Rossetti’s The House of Life. 

Rossetti was the son of an Italian patriot who came to 

England in 1824 as a political exile, and though educated 

at King’s College School, spoke Italian at home. 

Fauré’s 5 mélodies ‘de Venise’ (‘Mandoline’ was 

composed in Venice itself) are settings of Verlaine at his 

immoral best. The piano part of 'Mandoline' bristles with 

staccato chords which simulate the plucked instrument 

that accompanies the flirtations in Verlaine’s poem. The 

rustling movement of the dancers in ‘Mandoline’ yields in 

'En sourdine' to the silence of a chiaroscuro landscape 

where two lovers abandon themselves to their passion. 

'Green' creates a different mood: a breathless lover 

hurries through the dawn to be at his beloved’s side. He 

arrives with the dew frozen to his brow, bearing fruits, 

flowers, leaves and branches as gifts. 'A Clymène' is a 

deliciously light description of the seductive power of a 

court beauty. The crescendo of rapture is wonderfully 

caught by Fauré in the change of rhythm in the second 

verse, where 9/8 gives way to a 4/4 metre, marked un 
poco più mosso. 'C’est l’extase', the final song of the 

group, reflects Verlaine’s sadness and longing for 

reconciliation with his young wife Mathilde after his affair 

with Rimbaud, and Fauré responds with a setting which 

combines both languor (especially in the piano 

introduction) and ecstasy (in the syncopated 

accompaniment). Fauré was thrilled with the song, as he 

wrote to the Princesse de Polignac in 1891, telling her how 

it incorporated material heard in ‘Green’ and ‘En 

sourdine’, earlier in the cycle. 

Liszt’s sonnetti di Petrarca are dedicated to the opera 

singer Giovanni Battista Rubini, and require a singer with 

an enormous range (the highest notes are given ossia 
versions). The accompaniment is highly demanding 

throughout, and reminds us that Liszt came to Lieder by 

way of the piano – in a similar way to Schumann. His first 

original songs were composed immediately after his 

transcriptions of melodies by Rossini and Schubert. That 

he was aware of the excessive virtuosic nature of the 

piano writing in these early songs is clear from a letter to 

the composer Josef Dessauer in the early 1850s: ‘My 

earlier songs are often too inflatedly sentimental and 

frequently too overladen in the accompaniment’. They 

are, nonetheless, wonderfully enjoyable and highly 

expressive in a Romantic way. Though dedicated to 

Rubini, they were clearly kindled by the Countess Marie 

d'Agoult, who bore Liszt three children. What better way 

to express his love than to set to music these love poems 

that were written in 1327 by Petrarch, inspired by his love 

for Laura? 

Verlaine’s Ariettes oubliées from Romances sans 
paroles, written between 1872 and 1873, reflect his 

troubled emotional state over the break with his wife and 

his liaison with Rimbaud. Debussy initially published the 

six songs individually in 1888, calling them simply 

Ariettes; 15 years later in 1903 he published them (in 

revised form) for a second time as Ariettes oubliées and 

dedicated them to Mary Garden, the Scottish soprano 

who created the role of Mélisande in Pelléas et 
Mélisande. This new set ushers in the mélodies of the 

mature Debussy. 'C’est l’extase langoureuse', marked 

‘rêveusement’, conveys its voluptuous message through 

sliding chords of the ninth and a vocal line that has the 

freedom of natural speech; 'Il pleure dans mon cœur', a 

poem written in London where Rimbaud and Verlaine 

spent several months together from September 1872 

until April 1873, reflects with its throbbing assonance 

Verlaine’s sadness and uncertainty – a mood perfectly 

captured by Debussy’s obsessive and soft-pedalled 

semiquavers that he instructs the pianist to play sadly 

and monotonously; 'L’ombre des arbres' displays some 

striking modulations that illustrate the disparity between 

illusion and reality in the poem. In 'Chevaux de bois' 

Debussy suggests the circular motion of the wooden 

horses by using the round-like tunes of old-fashioned 

carousels and whirling arpeggios – until the final bars, 

that is, when the noisy trills cease and twilight asserts 

itself in an extraordinarily impressionistic way. Debussy’s 

reading of 'Green' sees the poem as a passionate and 

successful declaration of love, and indicates that the 

song should be performed in a mood that is joyeusement 
animé. The cycle ends with 'Spleen', one of the most 

tormented songs in the repertoire. The obstinately 

recurring theme of the accompaniment mirrors the 

obsessive nature of the poem which describes how the 

poet has grown tired of everything, ‘except you, alas!’ As 

the song limps to a close, we sense that Verlaine, having 

left his wife to indulge his passion for Rimbaud, now 

realises that the young poet does not fully return his love. 

For The House of Life (we hear four of the songs), 

Vaughan Williams chose six of Rossetti’s 101 sonnets and 

fashioned from them a cycle that deals not only with the 

poet's love for Lizzie Siddal and his infatuation with Jane 

Morris, but also expresses views on art and beauty. The 

themes of ‘tenderness of love’, ‘death-in-love’ and 

‘attained spirituality’, adumbrated in the opening 'Love-

sight', reappear throughout the work and fuse in the final 

line of the final song, 'Love’s last gift', at ‘Take my last gift; 

thy heart hath sung my praise’. 'Silent Noon', like 

Debussy’s ‘Green’, is a description of amorous fatigue 

and has, with its softly pulsating accompaniment, 

arpeggiated bass line, expressive rests and that 

wonderfully suspended moment at ‘the dragonfly/Hangs 

like a blue thread’, rarely been surpassed as an 

expression of langourous content. Stephen Banfield in 

Sensitivity and English Song describes 'Death in love' as 

Vaughan Williams’s most Wagnerian song. 

© Richard Stokes 2023 

Reproduction and distribution is strictly prohibited.



Angharad Rowlands mezzo-soprano 

Chunmeng Ge piano

 

  

 (1845-1924)  

 (1891) 
Paul Verlaine 

 

 

 

 

 

 

 

 

 

 

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



 

 

 

 

 

 

Samuel Stopford tenor 

Daniel Peter Silcock piano
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Clara Orif soprano 

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



 

 

 

 

 

 

 

 

 
 
 
 
 
 
 
 
 
 
 



 

 

 

 

 

 

Johannes Moore baritone 

Zany Denyer piano

 

 

 (1872-1958)  
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Please do not turn the page until the song and its accompaniment 
have ended. 



  

 

  

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Translations of Fauré and Debussy by Richard Stokes from A French 
Song Companion (Johnson/Stokes) published by OUP. Liszt by Richard 
Stokes. 

 


