
 

 
 

 

 

 
 

 

Over the past 30 years, Friends have been providing transformational support for the Hall, ensuring this historic 

building remains a home for great music making. Enjoy the benefits of friendship by joining as a Friend today, and 

be a part of the Wigmore story.    

 

Wigmore Hall is a no smoking venue. No recording or photographic equipment may be taken into the auditorium nor used in any other part of the Hall without the prior 
written permission of the management.  
In accordance with the requirements of City of Westminster persons shall not be permitted to stand or sit in any of the gangways intersecting the seating, or to sit in any 
other gangways. If standing is permitted in the gangways at the sides and rear of the seating, it shall be limited to the number indicated in the notices exhibited in those 
positions. 
Disabled Access and Facilities - full details from 020 7935 2141. 
Wigmore Hall is equipped with a ‘Loop’ to help hearing aid users receive clear sound without background noise. Patrons can use this facility by switching hearing aids to 
‘T’. 

 
Please ensure that watch alarms, mobile phones and any other electrical devices which can become audible are switched off. Phones on a vibrate setting can still be heard, 
please switch off. 
 

The Wigmore Hall Trust Registered Charity No. 1024838 

36 Wigmore Street, London W1U 2BP • Wigmore-hall.org.uk • John Gilhooly Director 

 

Wigmore Hall Royal Patron HRH The Duke of Kent, KG 

Honorary Patrons Aubrey Adams OBE; André and Rosalie Hoffmann; Louise Kaye; Kohn  

Foundation; Mr and Mrs Paul Morgan 

Saturday 15 October 2022 

 7.00pm 

 

Serenade to Music 

 
 

Nash Ensemble         

 Amelia Freedman CBE 

   artistic director 

Simon Crawford-Phillips  

   piano 

Philip Moore piano 

Philippa Davies flute 

Stephen Waarts violin 

Jonathan Stone violin 

Lars Anders Tomter viola 

Rosalind Ventris viola 

Adrian Brendel cello 

Sally Pryce harp 

Rebecca Evans soprano 

Lucy Crowe soprano 

Nardus Williams soprano 

Ailish Tynan soprano 

Jess Dandy mezzo-soprano 

Catherine Wyn-Rogers 

    mezzo-soprano 

Grace Durham 

   mezzo-soprano 

Hugh Cutting countertenor 

Benjamin Hulett tenor 

Alessandro Fisher tenor 

Kieran Carrel tenor 

Nick Pritchard tenor 

Theodore Platt baritone 

Julien Van Mellaerts 

   baritone 

Roderick Williams baritone 

Jonathan Lemalu bass 

 

 

Ralph Vaughan Williams  (1872-1958)   Nocturne and Scherzo (1906)   
Nocturne • Scherzo 'founded on an English folk-song'  

Arnold Bax  (1883-1953)    Elegiac Trio for flute, viola and harp (1916)   

Ralph Vaughan Williams    On Wenlock Edge (with Alessandro Fisher) (1908-9)   
On Wenlock Edge • From far, from eve and morning • 
Is my team ploughing? • Oh, when I was in love with you • 
Bredon Hill • Clun  

 

Interval    

 

 

 



Frank Bridge  (1879-1941)    Phantasie Piano Quartet in F sharp minor (1910)   
Andante con moto - Allegro vivace - Andante con moto  

Ralph Vaughan Williams  6 Studies in English Folksong (1926)   
I. Adagio 'Lovely on the water' • II. Andante sostenuto 
'Spurn Point' • III. Larghetto 'Van Diemen's Land' • 
IV. Lento 'She borrowed some of her mother's gold' • 
V. Andante tranquillo 'The lady and the dragon' • 
VI. Allegro vivace 'As I walked over London Bridge'  

Five Mystical Songs for baritone, piano and string quartet (with 

Roderick Williams) (1911) 

Easter • I got me flowers • Love bade me welcome • 
The Call • Antiphon  

Interval    

Ralph Vaughan Williams  Phantasy String Quintet (1912)   
I. Prelude. Lento ma non troppo • II. Scherzo. Prestissimo • 
III. Alla Sarabanda. Lento • IV. Burlesca. Allegro moderato  

Edward Elgar  (1857-1934)    Salut d'amour Op. 12 (1888)   

     La capricieuse Op. 17 (1891)   

Sospiri Op. 70 (1913-4)   

Ralph Vaughan Williams  Serenade to Music (1938) 

 

‘Music must be offered to all… We must speak 

the password to everybody; only in that way can 

we find out who will respond.’ 

– Vaughan Williams, The Making of Music, 1954 

This evening’s performance is a celebration of the life 

and music of Ralph Vaughan Williams, 150 years after his 

birth in the Gloucestershire village of Down Ampney. Over 

the course of our programme, we trace a journey from 

early works, via the compositions of friends and 

colleagues, to end with the composer’s tribute to music 

itself. 

The early Nocturne and Scherzo was composed in the 

first decade of the 20th Century. The Nocturne was 

inspired by Walt Whitman’s poem ‘By the bivouac’s fitful 

flame’ from Leaves of Grass (later the text source of the 

composer’s A Sea Symphony), whilst the Scherzo draws 

on the folk melody ‘As I walked out’. The former is heavy 

with late-Romantic longing, the latter delightfully 

energised by its folksong – though still not quite the 

familiar voice of the older composer. 

Arnold Bax was a little over a decade younger than 

Vaughan Williams and a good friend. Although English by 

birth and ancestry, Bax felt profoundly connected to Irish 

and Celtic culture and supported the foundation of an 

independent Irish Republic. Thus he knew and much 

admired Pádraig Pearse who, in 1916, led the Easter Rising 

in Dublin that was intended to lead to Irish independence. 

The rebellion was quashed and Pearse, along with 15 of 

his comrades, was court-martialled and executed. Bax’s 

Elegiac Trio was written just a few weeks later, one of 

several pieces he composed in mourning and tribute to 

Pearse and his colleagues. The ensemble matches that of 

Debussy’s Sonata of 1915, and although that work had not 

yet been premièred (and Bax’s harmonies are not 

Debussyian), it seems likely that he would have known of 

its existence. Bax's work was premièred in March 1917 by a 

trio including the harpist Miriam Timothy – who had been 

the first harpist to perform here at Wigmore (then 

Bechstein) Hall, on 12 June 1901. 

Vaughan Williams scored his settings for tenor, 

pianoforte and string quartet ad lib., and the full 

instrumental quintet provides him with a rich palette from 

which to conjure ‘atmospheric effects’. These range from 

the whipping wind which blows through the ensemble in 

the opening song, to the ghostly muted strings of ‘Is my 

team ploughing?’. The cycle also alternates strikingly 

between broadly-conceived canvases and punchy 

miniatures. ‘From far, from eve and morning’ and ‘Oh, 

when I was in love with you’ are both vivid and brief; whilst 

the magical tolling bells and ugly funeral knell of ‘Bredon 

Hill’ occupy the greatest space in the set. ‘Is my team 

ploughing?’ contrasts the gentle, hesitant whispers of the 

ghost (over a static string chord – life paused) with the 

passionate, fulsome voice of the living friend and the  

urgent pulsing accompaniment of the blood pumping in 

his veins. The closing song, ‘Clun’, effortlessly weaves 



 

 

British folk-inflected melody with gamelan-like piano 

figurations in its opening bars. There is a constant sense 

of movement downwards, of falling phrases in the 

instruments, but the end seems to offer hope, if only of 

the ultimate promise of peace: we come to rest, at last, in 

A major. 

- 

More than one piece in this evening’s programme 

bears a variant of the word ‘Phantasy’ in its title. The first 

of these is Frank Bridge’s Phantasie Piano Quartet, 

composed in 1910; though the inspiration for this 

descriptor is exactly the same as Vaughan Williams’s 

Quintet that we will hear later. The ‘phantasy’ was an 

Elizabethan form, newly promoted by the businessman 

and chamber musician Walter Wilson Cobbett. Cobbett 

established a chamber competition in 1905 for pieces 

written in this self-consciously non-Austro-German 

genre, hoping to encourage a more obviously British 

approach to chamber music. He also offered 

independent commissions to some of the winners. 

Bridge had won the competition in 1907 and was 

commissioned several years later to write this Quartet. It 

is a work full of dramatic contrasts: a boldly emphatic 

opening immediately proceeded by lyrical, mellifluous 

writing that seems to owe something to Gabriel Fauré, 

and a taut, bouncing scherzo that points to Brahms. 

Despite their title, Vaughan Williams’s 6 Studies in 
English Folksong are also instrumental, rather than vocal, 

pieces. They were written for the brilliant British cellist 

May Mukle, who was a good friend of the composer, and 

were premièred in 1926 by Mukle and her sister Anne. 

They are not exact folksong transcriptions, but rather an 

attempt to build a series of pieces for which folk melodies 

provide inspiration and musical shapes and rhythms – 

‘studies’ because the work done here formed the basis of 

a later pieces for cello and orchestra, Fantasia on Sussex 
Folk Songs, of 1929. Each miniature has an identifiable 

source, from the wistful beauty of the second (‘Spurn 

Point’) to the springy sixth (‘As I walked over London 

Bridge’) – yet Vaughan Williams chose not to reveal these 

titles in his score. 

The Five Mystical Songs of 1911 – premièred in the 

same Three Choirs concert in Worcester as Elgar’s Violin 

Concerto – are a fascinating mix of Elgarian hints 

(Vaughan Williams was a particular admirer of the older 

man’s orchestral approach), familiar modal inflections 

and the rapt melismas of plainsong; not to mention 

references to The English Hymnal which the composer 

had edited several years earlier. The colour and variety of 

these approaches breathes incredible life, energy and 

human empathy into George Herbert’s 17th-century 

poetry. 

- 

We come now to Vaughan Williams’s engagement with 

Cobbett’s chamber project: the Phantasy Quintet, 

commissioned in 1912. As in so many of Vaughan 

Williams’s works, his musical themes are inflected by 

folksong models – something that initially irritated critics, 

who thought it demonstrated a lack of personal creativity 

not to be able to think of new tunes and have to borrow 

someone else’s! Vaughan Williams tells us that ‘There is 

one principal theme (given out by the viola at the start) 

which runs through every movement – 

(1) Prelude (in slow 3/2 time) 

(2) Scherzo (this is a quick movement – the longest of the 

four) 

(3) ‘Alla Sarabanda’ (Here the cello is silent and the other 

instruments are muted) 

(4) Burlesca (This movement is, for the most part, in the 

form of a ‘basso ostinato’)’ 

In 1888, when Vaughan Williams was still a boy, Edward 

Elgar composed a short violin piece for his bride-to-be, 

Caroline Alice Roberts. Since Alice was fluent in German, 

he called it Liebesgruss. The following year, a publisher 

paid 2 guineas outright to issue the newly retitled Salut 
d’amour. Despite the piece subsequently selling 

thousands of copies, Elgar made only £12 12S in total 

from it over the course of his life. 

La capricieuse (originally named ‘Le staccato’ for its 

tiptoeing opening phrases) was written a couple of years 

later and aimed similarly at the ever-growing audience 

for violin parlour pieces: the 1880s and 1890s saw a ‘violin 

craze’, when increasing numbers of women took up the 

instrument, which had previously been considered 

unsuitable for ladies. Sospiri, too, was intended for this 

market – although this time, Elgar composed the piece 

for strings, ad lib. harp and organ, with a solo violin part 

for his friend WH Reed. Intended as kind of sequel to 

Salut d’amour, Sospiri was premièred in August 1914 just 

11 days before the outbreak of the First World War. This, 

combined with the possibility of performing the piece 

with larger forces, has transformed the twisting 

heartache of Sospiri’s sobbing melody into something 

that seems to suggest a communal memorial: as Alice 

Elgar observed, it sounded ‘like a breath of peace on a 

perturbed world.’ 

Wielding the baton for this final Elgar première was Sir 

Henry Wood, founding director of the Promenade 

Concerts in 1895. Vaughan Williams’s Serenade to 
Music was composed for Wood’s golden jubilee as a 

conductor in 1938. Premièred at the Royal Albert Hall 

alongside Rachmaninov’s Second Piano Concerto (the 

composer played the solo part himself and was in tears 

during the Serenade), Vaughan Williams’s piece was 

carefully crafted to the particular talents of his vocal 

ensemble. This cast of 16 highly respected soloists 

included the sopranos Isobel Baillie and Elsie Suddaby; 

the alto Astra Desmond; tenor Heddle Nash and baritone 

Roy Henderson (teacher of Kathleen Ferrier). The text is 

taken from Shakespeare’s The Merchant of Venice, cut 

and shaped by Vaughan Williams, and the glittering 

nocturnal setting is marked by individual reflections from 

the soloists. Shakespeare invokes the music of the 

spheres, and the particular magic of melodies at night-

time. ‘This Serenade shines,’ as writer Michael Kennedy 

so beautifully puts it, ‘as strongly and clearly as the full 

moon.’ 
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I. Adagio 'Lovely on the water'  
II. Andante sostenuto 'Spurn Point'  
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III. Alla Sarabanda. Lento  
IV. Burlesca. Allegro moderato  
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