
 

 
 

 

 

 
 

 

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 
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Wigmore Hall Royal Patron HRH The Duke of Kent, KG 
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Mark Padmore tenor 

Elias String Quartet 

Sara Bitlloch violin 

Donald Grant violin 

Simone van der Giessen viola 

Marie Bitlloch cello 

Pavel Kolesnikov piano 

 

Joseph Haydn  (1732-1809)    String Quartet in G Op. 33 No. 5 (1781)   
I. Vivace assai • II. Largo e cantabile • 
III. Scherzo - Trio • IV. Finale. Allegretto  

Gabriel Fauré  (1845-1924)    La bonne chanson Op. 61 (1892-4)   
Une sainte en son auréole • Puisque l’aube grandit • 
La lune blanche luit dans les bois • J'allais par des 
chemins perfides • J'ai presque peur, en vérité • 
Avant que tu ne t’en ailles • Donc, ce sera par un clair 
jour d'été • N’est-ce pas? • L'hiver a cessé  

Interval    

Ralph Vaughan Williams  (1872-1958)   3 Poems by Walt Whitman (?1925)   
Nocturne • A Clear Midnight • Joy, Shipmate, Joy!  

On Wenlock Edge (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  

 
This concert is part of the CAVATINA Chamber Music Trust ticket scheme, offering free tickets to those 

aged 8-25 
 

 

 



 

 

For a significant part of his life, Haydn worked in 

service for the Esterházy family. The composer wrote 

symphonies and stage works for their entertainment, 

but rarely provided chamber music, as the princes 

cared little for it. String quartets were therefore the 

preserve of Haydn’s life away from court, encouraged 

by the advent of music publishing in nearby Vienna, not 

least the firm Artaria. 

The first of Haydn’s quartets to be issued by the 

company were his Op. 33 set of six, nicknamed the 

‘Russian’ due to their dedication to Grand Duke Paul of 

Russia, whose wife’s apartment played host to the 

première of many (if not all) of the quartets on 

Christmas Day 1781. Of the six, the G major was 

probably written first. It is full of witty, lively music, 

suggestive of opera buffa. Certainly, the Quartet’s initial 

gestures strike a conversational note. While the 

cadential response ends the discussion before it has 

begun, this is only the springboard to a driven sonata 

form, with a bustling first subject and a dolce second 

subject, as Haydn deviates from his usual 

monothematic practice. 

The plunge into G minor during the development 

section looks ahead to the plangent Largo, in which the 

first violin becomes an opera seria heroine, complete 

with ornamentation. The sassiness of the first 

movement then returns during the final cadence, in 

turn teeing up the Scherzo – a movement that more 

than lives up to its name. If the Finale can, at times, 

appear a little too blithe, its three variations and coda 

strike a balance between the Quartet’s opposing 

moods. 

Verlaine wrote the 21 poems of La bonne chanson in 

1870, inspired by Mathilde Mauté de Fleurville, the 

teenager he was due to marry. It was all something of 

an abortive attempt to divert Verlaine from a life of gay 

debauchery and absinthe. While the marriage 

inevitably failed, with Verlaine running off to find Arthur 

Rimbaud, the poems remained a source of inspiration, 

including for Fauré, who set nine of the texts between 

1892 and 1894. 

Unlike Verlaine, who wrote under something of a 

false pretext, Fauré’s eponymous cycle is a work of 

genuine optimism. Not for nothing was it dedicated to 

his mistress, Emma Bardac, who was to become the 

second Mrs Debussy. She gave the work’s first private 

performances, before a public première followed on 20 

April 1895, meeting a somewhat mixed response. None 

other than Proust relished the motivic and harmonic 

complexity of Fauré’s cycle, though the composer’s 

former teacher, the surprisingly conservative Saint-

Saëns, favoured his earlier songs. There can be no 

doubt, however, that, despite differences in 

contemporary opinion, Fauré was at the peak of his 

powers. 

Arranging Verlaine’s poetry into his own narrative 

sequence, he provided a network of musical ideas. The 

first motif represents the spirit of the age of Charles 

Martel, the 8th-century ruler of Francia, celebrated in 

the first song. Another kernel cites the beloved in ‘La 

lune blanche’, itself recalling Fauré’s earlier ‘Lydia’. A 

declaration of love in the fifth song, two singing quails 

in the sixth and, finally, the power of nature in ‘Avant 

que tu ne t’en ailles’ complete the motivic set. Woven 

into the texture, all these are then presented in the final 

song, which Fauré completed in February 1894. 

Just like Fauré’s love of Verlaine’s work, Walt 

Whitman’s poetry was a constant inspiration for 

Vaughan Williams. His poems first featured in A Sea 
Symphony (1903-9), before inspiring Toward the 
Unknown Region in 1904 and the 3 Nocturnes of 1908, 

as well as Darest thou now, o Soul in 1925. Likely in the 

same year, the composer set three other Whitman 

texts to music: ‘Nocturne’, which had already featured 

as the middle movement in the 1908 work; ‘A Clear 

Midnight’, featuring one of Whitman’s most searing 

poems, captured here with hymnic intensity; and the 

ebullient, brackish ‘Joy, Shipmate, Joy!’. 

On Wenlock Edge is an earlier but, arguably, even 

more important milestone in Vaughan Williams’s 

output. The work began with a setting of ‘Is my team 

ploughing?’ for voice and piano, at some point in late 

1908 or early 1909. The composer then returned to AE 

Housman’s A Shropshire Lad the following summer, 

adding five further songs, with piano and string quartet. 

The cycle is the result of several points of influence. 

Folksong was, of course, a constant presence, with 

Vaughan Williams’s interest in material from the Welsh 

Marches bringing him into direct contact with 

Housman’s landscape – the ‘Shropshire’ of the poems 

stretches both west into Wales and east to the 

Worcestershire border with the composer’s native 

Gloucestershire. Yet, for all these local concerns, 

Vaughan Williams had also recently been studying with 

Fauré’s pupil Ravel, with the bells of ‘Bredon Hill’ 

echoing La vallée des cloches from Miroirs. On 
Wenlock Edge is nonetheless its own thing: a dramatic 

cantata, later orchestrated, it would provide a 

benchmark for other 20th-century English cycles, 

including those by Finzi, Britten and Tippett. 

After the hurly-burly of the titular song, ‘From far, 

from eve and morning’ offers a calmer vision of the 

borderlands. The poet’s breath-taking ‘Is my team 

ploughing?’, the spur to the whole cycle, is set with 

aching sincerity, even if Housman was irritated by 

Vaughan Williams cutting two verses. Its differentiation 

of voices, the furtive responses and the survivor’s 

impassioned confessions are all captured with operatic 

intensity. ‘Oh, when I was in love with you’ is then 

thrown away, a mere trinket between the ploughman’s 

drama and ‘Bredon Hill’, which shimmers in a summer 

haze. Another theatrical scena, it tells of tenderness 

and tragedy, before ‘Clun’ looks beyond the pain of 

Housman’s world to something more eternal. 
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Please do not turn the page until the song and its accompaniment have 
ended. 
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Please do not turn the page until the song and its accompaniment 
have ended.



  

Fauré translations by Richard Stokes from A French Song Companion 
(Johnson/Stokes) published by OUP. 

 


