
Q9



Q9Q9
22nd to 25th May 2015

The Festival is supported by the Queille Trust, which aids the performing arts by providing 
platforms for rising artists, especially through the Queille Festival itself. It encourages 

collaboration between genres and métiers. We would like to thank everyone who has made 
this festival possible: guests, performers, workers and volunteers.
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1100 The Art of Melancholy
lestyn Davies

Thomas Dunford

1230 Depart Chapel for Picnic Lily & Co

1600 Beethoven Violin Sonata No. 5 in F Major op.24
Magnus Johnston

Tom Poster

Schumann Piano Quintet in E flat Major op.44
Tom Poster

Navarra Quartet

1730 Mozart Duo for Violin and Viola No.1 K423
Marije Johnston

Simone van der Giessen

Brahms Trio in A Minor op.114
Simone van der Giessen
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Schubert Impromptus op. 90 D899 Tom Poster
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Tom Poster

Beethoven String Quartet in A Minor op.132 Navarra Quartet
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Lunch
Capture the Flag, Tug o’ War
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1600 Sweeter than Roses
Julius Drake
lestyn Davies

1730 Intermezzo time to dress…
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Dinner in the Big Top
(Fancy dress: Il Gattopardo)

La Cabriole
The Staircase Band
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String Quartet in F Major M35
Maurice Ravel 1875-1937

Allegro moderato – Très doux
Assez vif – Très rhythmé
Très lent
Vif et agité

The Ravel of Bolero, La Valse, the piano 
concertos and Daphnis et Chloé developed 
early. His clean-lined, neo-classic take on 
impressionism is apparent even in early 
works like this, his only string quartet, 
written while he was still a student.

Ravel had been a student for a very long 
time, taking piano lessons at the Paris 
Conservatoire from the age of 14. In 1897 
he began his composition studies there with 
Gabriel Fauré, the teacher whom he most 
admired and who certainly encouraged 
him. Ravel was determined to gain the 
Prix de Rome, though the conservatism of 
most of the Conservatoire teachers worked 
against him. In 1902 he submitted the first 
movement of this String Quartet in F major 
for a Conservatoire composition prize, but 
it was rejected by the panel of judges as too 
laboured and complex. After that, Ravel 
gave up on the Conservatoire and left it for 
good in 1903.

Not one of his five attempts to win the Prix 
de Rome was successful. After his final 
attempt in 1905 he was too old to try again, 
but the public outcry which resulted from 
his failure, and the blatant unfairness of 
it all, meant that Théodore Dubois, the 
conservative Director of the Conservatoire, 
had to resign and was duly replaced by 
Fauré.

Ravel completed the Quartet in 1903 and 
dedicated it “à mon cher maître Gabriel 
Fauré” who complained that the finale 
was too short, not well balanced, “in fact, 
a failure.” Debussy’s only string quartet, 
written in 1893, was one of the influences 
on Ravel, so he must have been delighted 
when, contrary to Fauré’s opinion, 
Debussy advised him: “In the name of the 
gods of music, and in mine, do not touch a 
single note of what you have written.” Sadly 
the friendship between the two composers 
cooled off around this time, thanks to the 
various comparisons made between the two 
works by commentators.

The first movement is cast in a classical 
sonata form and it opens with a lovely 
easy-going theme for the first violin 
beginning on the note A (just as each 
of the four movements do); this theme 
recurs throughout the four movements in 
differing guises. The second subject is also 
presented by the first violin, but doubled 
two octaves below by the viola – a very 
distinctive timbre. The music develops 
these ideas and builds to a great climax 
before recapitulating the themes and then 
dying away.

Like Debussy, Ravel had been inspired by 
the Javanese gamelan and the performances 
of Russian music with Rimsky-Korsakov 
at the 1889 Paris Exhibition. And like 
Debussy, Ravel followed his first movement 
with a Scherzo which owes much to that 
Javanese gamelan orchestra; he also follows 
Debussy’s lead with a virtuosic use of 
pizzicato. The Scherzo dies away before 
the central Trio is introduced by the cello, 
changing the mood into something much 
dreamier, based on variations of the second 

subject from the first movement, and 
including the Scherzo’s pizzicato theme 
in slow motion. Then, quietly at first, the 
Scherzo proper returns with its insistent 
A minor tune, its cross rhythms and its 
ghostly tremolandi.

The viola begins the slow movement in A 
minor, but soon the music moves to its 
central key of G flat major. The yearning, 
singing lines of this movement, all derived 
from the first movement, are given 
greater freedom by the constantly shifting 
tonalities and metres, the interchanging 
conversation between all four players, the 
magical variety of sonorities – all suggesting 
a freely rhapsodic improvisation.

After that, the finale comes as a real shock 
to the system. The opening bars in 5/8 set 
everything in aggressive motion – there’s 
a real sense of determined moto perpetuo, 
constantly revitalised by sections in 5/4 and 
3/4. The music’s to-ing and fro-ing between 
the lyrical and the driven, complete with 
snatches of those first movement themes, 
eventually drives this Quartet to its exciting 
and triumphant end, firmly in F major.

The Quartet was premiered by the 
Heymann Quartet at a concert of the 
Société Nationale de Musique in Paris on 
5 March 1904.

approximate duration: 29 minutes

Waldszenen, Op.82
Robert Schumann 1810-1856

Eintritt (Entry)
Jäger auf der Lauer (Hunters on the lookout)
Einsame Blumen (Lonely Flowers)
Verrufene Stelle (Haunted Place)
Freundliche Landschaft (Friendly Landscape)
Herberge (Wayside Inn)
Vogel als Prophet (The Prophet Bird)
Jagdlied (Hunting Song)
Abschied (Farewell)

Schumann is one of the great Romantic 
figures of the 19th century. What a potent 
mix his life was! His love for Clara Wieck 
in the face of her father’s opposition; the 
contraption he devised to strengthen his 
fingers which then destroyed his career 
as a pianist; his outpourings in ‘years’ of 
song, chamber music and orchestral music; 
his attempted suicide; his incarceration in 
a mental asylum; and not least his use of 
ciphers to create complex musical scores.

Robert, Clara and family moved house 
from Leipzig, settling in Dresden at the end 
of 1844. Initially, Robert was in a bad way, 
suffering from serious depression and all 
sorts of phobias. As his health improved in 
1845 he wrote his Second Symphony. 1846 
was a relatively fallow year, but then came 
several years of remarkable creativity. In 
1848 for example he worked on his Scenes 
from Goethe’s Faust, his music for Byron’s 
drama, Manfred and composed his opera 
Genoveva.

In the midst of all this, he found time to 
write his little piano pieces, the Album 
for the Young, for his three daughters. 
Then, at Christmas, he began his set of 
nine character pieces, Waldszenen (Forest 

Friday 22nd May 20:00

Navarra Quartet Tom Poster
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Scenes), completing it by 6 January 1849, 
though he continued to polish the music 
until September 1850. Four are in B flat 
major (including the opening and closing 
pieces) and the rest are in closely related 
keys. Each bears a title: “Good music needs 
no sign-posting,” said Schumann, “but 
a title doesn’t rob the music of its value; 
by adding one, the composer does at least 
prevent a complete misunderstanding of 
the music’s character.”

He also thought of prefacing several of 
them with a poem. In the event, only one 
by Friedrich Hebbel, remains in the score. 
It’s the preface to the intense dialogue of 
Haunted Places:

Die Blumen, so hoch sie wachsen, 
Sind blaß hier, wie der Tod, 
Nur Eine in der Mitte 
Steht da in dunklem Roth.

Die hat es nicht von der Sonne, 
Nie traf sie deren Glut, 
Sie hat es von der Erde, 
Und die trank Menschenblut!

The flowers that grow so high here 
Are pale, like death; 
Only one, there in the centre 
Stands, a dark red.

The colour comes not from the sun: 
It never met its rays; 
It comes from the earth, 
Which drank of human blood.

Such a winter chill certainly reflects one 
of the Romantic Movement’s reactions to 
nature and the landscape. Jolly country-
folk, lovely landscapes and pretty birds and 
animals may just be surface deep. With 
Schumann, there’s sometimes a more 

profound level of mystery and trouble at 
t’ mill. Clara certainly knew all about that: 
by all accounts she couldn’t bring herself 
to play some of these pieces.

One of those questioning moments comes 
with probably the best known piece here, 
Vogel als Prophet (The Prophet Bird), which 
Schumann considered prefacing with lines 
from Eichendorff: “Be careful, alert and 
vigilant!”

approximate duration: 21 minutes

La Valse, Poème chorégraphique
Maurice Ravel 1875-1937

Ravel wrote La Valse (The Waltz) in 1919-
1920, after the World War which had put 
an end to the era of La Belle Époque. The 
music has been likened to a danse macabre 
or totentanz and Ravel, quoting Comte de 
Salvandy, said “We are dancing on the edge 
of a volcano.” He described the music as 
“a sort of apotheosis of the Viennese waltz 
combined with a fantastic whirling motion, 
a fantastic and fateful carousel which leads 
to death.”

Long before the outbreak of war, as early 
as 1906, he’d thought about writing just 
such a piece. It would be called Wien 
(Vienna) and would be “a grand waltz, a 
sort of homage to the memory of the great 
Strauss – not Richard, the other, Johann. 
You know how much I love those rhythms.”

Ravel was working on that same symphonic 
poem, Wien, when war broke out. He 
enlisted as a truck and ambulance driver for 
an artillery regiment on the front lines but 

became ill with dysentery late in 1916 and 
returned to Paris for surgery shortly before 
his mother died in January 1917. The mix 
of war, the brutality he’d witnessed, his 
illness and the deaths of so many friends 
and of his mother, caused depression which 
necessitated a prolonged convalescence. It 
all took its toll with his gradually declining 
health: his compositional output decreased 
in quantity, though not in quality.

Serge Diaghilev expressed interest in La 
Valse, formerly known as Wien, for his 
Ballets Russes. Ravel assumed that meant 
a commission and completed his score 
during the winter of 1919-1920. “I’m 
waltzing madly,” he wrote. “The motor is 
turning at full speed, and at last I’ve been 
able to get into top gear.” He said he was 
haunted the whole time by memories of his 
mother, particularly as Christmas loomed. 
It took until March 1920 to complete the 
orchestration of La Valse.

Ravel played it to Diaghilev in a two-piano 
version with Marcelle Meyer in April. The 
verdict? “Ravel, it’s a masterpiece, but it 
isn’t a ballet. It’s a portrait of a ballet, a 
painting of a ballet.” Diaghilev also said it 
would be too costly to produce. Ravel left 
without saying a word. He never forgave 
Diaghilev.

La Valse was premiered in that two-piano 
version by Ravel and Alfredo Casella 
in Vienna in October 1920. That same 
year, Ravel also transcribed the work for 
solo piano – the version we hear today, 
which is seldom programmed because of 
its technical difficulties. The orchestral 
version was first given by the Lamoureux 
Orchestra conducted by Camille Chevillard 
in December 1920 and it finally appeared 

as a ballet in October 1926 in Antwerp 
given by the Royal Flemish Ballet.

Like Elgar, Ravel found difficulty in coming 
to terms with the new post-war era. His 
surface sparkle and polished craftsmanship 
are still there, but there are new depths 
to the music, resulting from his wartime 
experiences.

The music has been described as in two 
halves, one impressionistic, the other 
expressionistic.

At the head of the orchestral score Ravel 
wrote “Clouds whirl about. Occasionally 
they part to allow a glimpse of waltzing 
couples. As they gradually evaporate, 
one can discern a gigantic hall filled by a 
crowd of dancers in motion. The glow of 
the chandeliers breaks out fortissimo. An 
Imperial Court about 1855.”

The first half, living up to Ravel’s 
description, begins with dark rumblings 
from which emerge little melodies of 
waltzes, one after another. In the second 
half, the chandeliers are extinguished and 
dark rumblings are heard again. As Gerald 
Larner has described it, “the waltz is re-
assembled out of the same material but in 
no orderly sequence and with increasing 
vehemence, as the rhythmic and harmonic 
excesses…are driven to extremes.” The 
dream has been shattered.

approximate duration: 13 minutes

Tom Poster

Friday 22nd May 20:00

Tom Poster
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Ayres

Have you seen but a bright Lily grow?
I care not for these ladies
Never weather-beaten saile

Robert Johnson
Thomas Campion
Thomas Campion

Lute Solo

Semper Dowland, semper dolens Robert Johnson

Ayre

Can doleful notes John Danyel

Lute Solos

Preludium
A Dream

John Dowland
John Dowland

Ayres

Come again, sweet love doth now invite
Flow, my tears

John Dowland
John Dowland

Lute Solo

King of Denmark’s Galliard John Dowland

Ayres

Can she excuse my wrongs
In darkness let me dwell

John Dowland
John Dowland

Lute Solo

Fortune my foe John Dowland

Ayres

Sorrow, stay, lend true repentant tears
Now, O now, I needs must part

John Dowland
John Dowland

Saturday 23rd May 11:00

The lute song is a distinctly English 
genre which flourished in parallel with 
the air de cour in France in the late 16th 
and early 17th centuries. In the slightly 
earlier, but overlapping genre of consort 
song, the accompanying string parts for a 
consort of viols were an essential part of 
the contrapuntal texture. In the lute song, 
the vocal line was always dominant, while 
the range of expressive types of song, from 
light-hearted to deeply serious, was so 
much wider.

Lute songs are usually strophic, never too 
long, and the setting of the vocal line seeks 
to convey the sense and mood of the words. 
The poetry is often anonymous, though 
Campion was exceptional in only ever 
setting his own poetry. Other composers 
would select their texts from a variety of 
sources, including Campion and well-
known poets such as Ben Jonson, Philip 
Sidney and John Donne.

Robert Johnson (c.1583-1633) was lutenist 
to the King (James I) for 30 years, a post 
previously held by his father. He was closely 
involved with the theatre and collaborated 
often with Ben Jonson, including writing 
dance music for Jonson’s Oberon in 1611. 
His best known songs include two written 
for The Tempest: Full fathom five and Where 
the bee sucks. The lovely Have you seen but 
a bright lily grow survives anonymously but 
is attributed to Johnson. It was certainly 
written for Ben Jonson’s Jacobean comedy 
The Devil is an Ass in 1616.

Thomas Campion (1567-1620) was more 
than a composer; he was an important 
poet and writer. He published five Bookes 
of Ayres, writing, “In these English ayres I 
have chiefely aymed to couple my Words 
and Notes lovingly together, which will be 
much for him to doe that hath not power 
over both.” He believed the best ayres would 
be concise, “short and well seasoned” as 
he put it. He didn’t believe in excessive 
word-painting, or the rhetorical gesture of 
repetition – but listen to how effective that 
can be for the line, “O come quickly” in 
Never weather-beaten saile.

John Danyel (1564-c.1626) became the 
‘allower of the plays’ at the Blackfriars 
playhouse and is mentioned as one of the 
royal musicians for the funeral of James I 
in 1625. While not much is known about 
him, the few references that exist hold him 
in high esteem, mentioned by Thomas 
Tomkins in the same breath as Dowland. 
His best-known song is Can doleful notes, cast 
in three sections, considers the relationship 
of words and music. Listen to the way 
Danyel paints words such as “chromatic” 
and “unmeasured.”

John Dowland (1563-1626) was without 
doubt the greatest composer of lute songs 
and lute music. While the lute song genre 
was English with comparatively little 
continental influence, Dowland’s music 
was certainly influential on the continent 
where he lived for so much of his life. 
In the early 1580s he was based in Paris, 
before receiving his BMus from Cambridge 

THE ART OF MELANCHOLY

lestyn Davies and Thomas Dunford lestyn Davies and Thomas Dunford
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in 1588. He had good connections with 
the English court, but no appointment was 
forthcoming; so in 1594 he accepted an 
invitation to serve the Duke of Brunswick-
Lüneburg at Wolfenbüttel. His First Booke 
of Songs or Ayres brought him wide acclaim 
and in it he describes himself as “Lutenist 
and Batcheler of musicke in both the 
Universities.” In 1598 he entered the very 
well-paid service of the King of Denmark, 
Christian IV. He was obviously highly 
thought of, being granted extended leaves 
of absence to return to England.

He returned to his Fetter Lane home in 
London in 1609, one of the most famous 
musicians in Europe, but despite a vacancy 
at court in 1610, Dowland was once 
again passed over. In the preface to his 
last publication, A Pilgrimes Solace (1610), 
he compared his ‘Kingly entertainment 
in a forraine climate’ with his ‘strange 
entertainment’ in England, where he 
‘could not attaine to any (though never so 
meane) place at home’. As Peter Holman 
has suggested he may have been his own 
worst enemy.

Everything comes to he who waits. In 
1612, the court increased its lutenist posts 
from four to five and Dowland was duly 
appointed. At some time around 1620 he 
received a doctorate: a 1621 reference states 
‘Doctor Dowland, an ornament of Oxford’.

Dowland’s song-writing gifts have been 
compared as equal to the greatest: Purcell 
and Britten. He was also innovative in 
issuing his music collections, not in 
individual part books, but in a single folio 
book which could be laid flat on a table, 
shared by the singers and instrumentalists 
around it. This allowed for many different 

performing options, ranging from a self-
accompanied singer to several singers and 
instrumentalists.

Another popular option, certainly catered 
for in Dowland’s First Booke, was to perform 
some of the ayres as partsongs (Dowland’s 
Come again, sweet love is a good example). 
The publication in 1597 of Dowland’s 
The First Booke of Songes or Ayres of Fowre 
Parts with Tableture for the Lute unlocked 
the floodgates for lute songs by other 
composers: over 600 were published across 
the next two decades.

Dowland also managed to combine the 
strengths of the consort song with the lute 
song in his setting of In darkness let me dwell, 
which has a complex contrapuntal lute part. 
Holman notes how the “anguished text 
is illustrated by grinding dissonances and 
lurching harmonic instability, culminating 
in the extraordinary inconclusive ending.”

Dowland’s lute music uses dance forms of 
the period, including the pavan (as in A 
Dream) and galliard, along with revisions 
or reworkings of music already published 
in his Bookes of Ayres, or arrangements with 
variations of ballad tunes like Fortune my 
foe (a tune used to accompany prisoners to 
their place of execution). One of his most 
popular pieces was a pavan for the lute, 
his Lachrimae. He reused this in his song 
Flow my tears, and its ‘tear’ motif recurs in 
his collection of Lachrimae or Seaven Teares 
(1604). He certainly did a good line in 
melancholy – witness the punning title for 
his pavan, Semper Dowland, semper dolens 
(Always Dowland, always doleful).

Saturday 23rd May 11:00 cont.

lestyn Davies and Thomas Dunford
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Semper Dowland, semper dolens (1610)
John Dowland

Can doleful notes
John Danyel

Can doleful notes, to measured accents set, 
Express unmeasured griefs which time forgot?

No, let chromatic tunes, harsh without ground, 
Be sullen music for a tuneless heart.  
Chromatic tunes most like my passions sound, 
As if combined to bear their falling part.

Uncertain certain turns, of thoughts forecast, 
Bring back the same, then die, and dying, last.

Preludium (c. 1610)
John Dowland

A Dream (c. 1610)
John Dowland

Come again, sweet love doth now invite (1597)
John Dowland (Anon.)

Come again, sweet love doth now invite, 
Thy graces that refrain 
To do me due delight, 
To see, to hear, to touch, to kiss, to die, 
With thee again in sweetest sympathy.

Come again, that I may cease to mourn 
Through thy unkind disdain. 
For now left and forlorn 
I sit, I sigh, I weep, I faint, I die, 
In deadly pain and endless misery.

All the day that sun that lends me shine 
By frowns do cause me pine, 
And feeds me with delay: 
Her smiles my springs that make my joys to grow; 
Her frowns the winters of my woe.

All the night my sleeps are full of dreams, 
My eyes are full of streams; 
My heart takes no delight 
To see the fruits and joys that some do find, 
And mark the storms are me assigned,

Out, alas, my faith is ever true, 
Yet will she never rue, 
Nor yield me any grace. 
Her eyes of fire, her heart of flint is made, 
Whom tears nor truth may once invade.

Gentle Love, draw forth thy wounding dart, 
Thou canst not pierce her heart; 
For I, that do approve, 
By sighs and tears more hot than are thy shafts 
Did tempt, while she for mighty triumph laughs. 

Saturday 23rd May 11:00 cont.

lestyn Davies and Thomas Dunford

Have you seen but a bright Lily grow (1616)
Robert Johnson (Ben Jonson 1572-1637)

Have you seen but a bright Lily grow 
Before rude hands have touched it? 
Have you marked but the fall of the Snow, 
Before the soil hath smuch’d it? 
Have you felt the wool o’ the beaver? 
Or Swans down, ever? 

Or, have smelt o’ the bud o’ the Briar? 
Or the Nard i’ the fire? 
Or, have tasted the bag o’ the Bee? 
O, so white! O, so soft!   
O, so sweet, so sweet is she, is she!

I care not for these ladies (1601)
Thomas Campion

I care not for these ladies 
That must be wooed and prayed: 
Give me kind Amarillis 
The wanton country maid; 
Nature art disdaineth, 
Her beauty is her own;

For when we court and kiss, 
She cries, ‘Forsooth, let go!’ 
But when we come where comfort is, 
She never will say ‘No!’

If I love Amarillis, 
She gives me fruit and flowers: 
But if we love these ladies, 
We must give golden showers; 
Give them gold, that sell love, 
Give me the nut brown lass,

For when we court and kiss, 
She cries, ‘Forsooth, let go!’ 
But when we come where comfort is, 
She never will say ‘No!’

These ladies must have pillows, 
And beds by strangers wrought; 
Give me a bower of willows, 
Of moss and leaves unbought, 
And fresh Amarillis, 
With milk and honey fed;

Who, when we court and kiss, 
She cries, ‘Forsooth, let go!’ 
But when we come where comfort is, 
She never will say ‘No!’

Never weather-beaten saile (1601)
Thomas Campion

Never weather-beaten saile 
 more willing bent to shore, 
Never tired pilgrim’s limbs 
 affected slumber more, 
Than my wearied sprite now longs to fly 
 out of my troubled breast: 
O come quickly, sweetest Lord, 
 and take my soule to rest.

Ever-blooming are the joys 
 of heav’ns high paradise, 
Cold age deafes not there our eares, 
 nor vapour dims our eyes: 
Glory there the sun outshines, 
 whose beames the blessed only see; 
O come quickly, glorious Lord, 
 and raise my sprite to thee.

lestyn Davies and Thomas Dunford
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Fortune my foe (c1600)
John Dowland

Sorrow, stay, lend true repentant tears (1600)
John Dowland

Sorrow, stay, lend true repentant tears, 
To a woeful wretched wight. 
Hence, despair, with thy tormenting fears: 
O do not my poor heart affright. 
Pity, help, now or never, 

Mark me not to endless pain. 
Alas, I am condemned ever, 
No hope, no help there doth remain, 
But down, down, down I fall, 
And arise I never shall.

Now, O now, I needs must part (1597)
John Dowland

Now, O now, I needs must part, 
Parting though I absent mourn. 
Absence can no joy impart, 
Joy once fled cannot return. 
While I live I needs must love; 
Love lives not when Hope is gone. 
Now at last Despair doth prove, 
Love divided loveth none.

Sad despair doth drive me hence; 
This despair unkindness sends. 
If that parting be offence 
It is she which then offends.

Dear, when I am from thee gone, 
Gone are all my joys at once. 
I loved thee and thee alone, 
In whose love I joyed once. 
And although your sight I leave, 
Sight wherein my joys do lie, 
Till that death do sense bereave, 
Never shall affection die.

Dear if I do not return 
Love and I shall die together; 
For my absence never mourn, 
Whom you might have joyed ever. 
Part we must, though now I die. 
Die I do to part with you. 
Him despair doth cause to lie, 
both lived and dieth true.

lestyn Davies and Thomas Dunford

Saturday 23rd May 11:00 cont.

Flow, my tears (1600)
John Dowland

Flow, my tears, fall from your springs! 
Exiled for ever, let me mourn; 
Where night’s black bird her sad infamy sings, 
There let me live forlorn.

Down, vain lights, shine you no more! 
No nights are dark enough for those 
That in despair their lost fortunes deplore. 
Light doth but shame disclose.

Never may my woes be relieved, 
Since pity is fled; 

And tears and sighs and groans my weary days 
Of all joys have deprived.

From the highest spire of contentment 
My fortune is thrown; 
And fear and grief and pain for my deserts 
Are my hopes, since hope is gone.

Hark! you shadows that in darkness dwell, 
Learn to contemn light. 
Happy, happy they that in hell 
Feel not the world’s despite.

King of Denmark’s Galliard (1604)
John Dowland

Can she excuse my wrongs (1597)
John Dowland

Can she excuse my wrongs with Virtue’s cloak? 
Shall I call her good when she proves unkind? 
Are those clear fires which vanish into smoke? 
Must I praise the leaves where no fruit I find? 
No, no; where shadows do for bodies stand, 
That may’st be abus’d if thy sight be dim

Cold love is like to words written on sand, 
Or to bubbles which on the water swim. 
Wilt thou be thus abused still, 
Seeing that she will right thee never? 
If thou canst not o’ercome her will, 
Thy love will be thus fruitless ever.

Was I so base, that I might not aspire 
Unto those high joys which she holds from me? 
As they are high, so high is my desire: 
If she this deny, what can granted be? 
If she will yield to that which reason is, 
It is reason’s will that love should be just.

Dear, make me happy still by granting this, 
Or cut off delays if that I die must. 
Better a thousand times to die 
Than for to love thus still tormented: 
Dear, but remember it was I 
Who for thy sake did die contented.

In darkness let me dwell (1610)
John Dowland

In darkness let me dwell, 
 the ground shall sorrow be; 
The roof despair to bar 
 all cheerful light from me; 
The walls of marble black 
 that moistened still shall weep; 

My music hellish jarring sounds 
 to banish friendly sleep. 
Thus, wedded to my woes, 
 and bedded to my tomb, 
O let me living die, 
 till death doth come.

lestyn Davies and Thomas Dunford
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Violin Sonata No. 5 in F Major op. 24 
(“Spring”)

Ludwig van Beethoven 1770-1827

Allegro
Adagio molto espressivo
Scherzo: Allegro molto
Rondo: Allegro ma non troppo

Beethoven was nearly as much a string 
player as he was a keyboard player. He’d 
studied the violin as a young lad in Bonn 
and joined the court orchestra as a viola 
player.

The role model in the 1790s for any self-
respecting composer was Mozart. So the 
16 year old Beethoven, hoping to study 
with Mozart, travelled to Vienna to meet 
him. “Keep your eyes on him,” commented 
Mozart, “Someday he will give the world 
something to talk about.”

Alas, Beethoven was summoned home to 
Bonn after only a couple of weeks because 
of the serious illness of his mother. He 
wasn’t able to return to Vienna until 
1793, by which time Mozart was dead. 
According to Count Waldstein, who along 
with the Elector Maximilian had assisted 
Beethoven’s move to Vienna, studies at this 
time with Haydn would allow Beethoven 
to receive “Mozart’s spirit from Haydn’s 
hands.”

Beethoven gave piano lessons in Vienna to 
help pay for his own lessons with Haydn. 
One of his pupils, the composer Ferdinand 
Ries, recalled the painful experience of 
accompanying Beethoven as he played his 
own violin sonatas: he was so carried away, 
he didn’t notice his fingering mistakes and 
out-of-tune playing. He wrote ten violin 

sonatas in all, nine of them dating from 
these ‘early’ years: 1797-1803. And, as was 
usual at the time, the violin didn’t receive 
top billing: they were “sonatas for the 
fortepiano and the violin.”

The fanciful nickname which has accrued 
to this F major work reflects its pastoral 
key and sunny disposition. Written in 
the second half of 1800, it comes after 
the first two Piano Concertos, after the 
Op. 18 String Quartets and between the 
First and Second Symphonies. It’s the 
period of Beethoven’s first flush of youthful 
exuberance and success. He respects the 
norms of the classical style of that period, 
while taking a slight step beyond what even 
Mozart might normally have contemplated. 
He doesn’t yet shock with his originality, 
but his music is often on a grand scale, rich 
in melodic invention, crackling with energy 
and driven by its forward momentum.

That’s all present in this sonata which 
really does give equal prominence to 
both instruments. Notice how both share 
that lovely opening theme, so lyrical and 
radiant, and then the more dramatic and 
chordal contrasting theme that follows. 
There’s a truly exploratory development 
section before the return of the first 
theme – this time the piano has it first – 
and there’s an extended coda. The piano 
introduces the singing melody of the slow 
movement, in B flat major. Honours are 
shared as the violin takes over and the 
music moves forward, ornamenting those 
lines and adding some deft harmonic twists 
and turns, but always retaining its serene 
poise.

The all-too-brief Scherzo also surprises in 
its unexpected harmonies and humour. 

Magnus Johnston and Tom Poster 

The Rondo finale once again offers charm 
and lyricism, but it’s humour which 
colours the movement as that recurrent 
theme is subjected to little changes on each 
reappearance.

approximate duration: 25 minutes

Piano Quintet in E flat Major op. 44
Robert Schumann 1810-1856

Allegro brillante
In modo d’una marcia: 

Un poco largamente – Agitato
Scherzo: Molto vivace
Allegro, ma non troppo

Schumann moved from Zwickau to Leipzig 
in 1828 to study law at university. He also 
took piano lessons there with Friedrich Wieck 
whose nine-year-old daughter Clara was a 
very promising pianist. Schumann’s second 
university year was spent in Heidelberg, but he 
decided to give up his legal studies for a life in 
music, return to Leipzig and take daily piano 
lessons from Wieck in whose house he lived.

Piano music was Schumann’s main interest as 
a composer over the subsequent years; works 
such as Papillons, Carnival and Waldszenen 
were driven by his literary ideas and infused 
with private thematic allusions. In the early 
1830s he was suffering from increasing 
lameness in the middle finger of his right 
hand, exacerbated by his use of a mechanical 
finger-strengthener: the future had to be as 
a composer rather than a virtuoso pianist. 
Regular periods of deep depression were the 
first signs of the mental breakdown which 
would lead to his early death in an asylum.

In 1835, Schumann and 16-year-old Clara 
fell head-over-heels in love, only to be banned 
from speaking to each other by her father. 
After some years of near suicidal despair, 
culminating in a court case, Schumann 
married his beloved Clara the day before her 
21st birthday in September 1840.

Schumann’s compositional interests took 
new directions at this time. After years 

Tom Poster and Navarra Quartet
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devoted to piano music, usually in intimate, 
smaller-scale forms, there was now an 
outpouring of music in specific genres. So 
after a year of song in 1839-40, and probably 
to prove himself as a more all-round 
composer like his close friend Mendelssohn, 
he turned to symphonic music in 1841.

The following year, 1842, was the turn of 
chamber music. Back in 1838 he’d written 
to Clara to say that he was planning three 
string quartets. In the spring of 1842 he 
wrote to ask his publishers Breitkopf and 
Härtel to send him copies of quartets by 
Haydn, Mozart and Beethoven which 
he studied while Clara was away on a 
concert tour in Copenhagen. Schumann’s 
spirits were low, but he revived when 
Clara returned to Leipzig and between 
June and July he wrote his three Op. 41 
String Quartets, the only chamber music 
he wrote not to include the piano. This 
Piano Quintet, a Piano Quartet and his 
Phantasiestücke for piano trio soon followed. 
Not bad for less than one year’s work!

The Quintet, dedicated to Clara, is truly an 
inspired work, surely celebrating Robert’s 
love for his wife and his recognition of her 
outstanding pianism. It was sketched in a 
mere five days in September and the score 
completed a fortnight later. Clara played it 
through at home with a quartet from the 
Leipzig Gewandhaus orchestra; then a private 
performance was arranged at a friend’s house 
in early December. Unfortunately, or maybe 
fortunately, Clara became unwell that morning. 
A guest stepped in and sight-read the piano part 
– one of the benefits of enjoying the friendship 
of Mendelssohn. He suggested some alterations 
to the slow movement and thought the Scherzo 
would benefit from a second Trio. Schumann 

agreed. And that was the version heard at the 
public première in the Gewandhaus in January 
with Clara at the piano.

It’s the piano which has the dominant role 
throughout, sometimes as if this is a piano 
concerto with the quartet in the guise of an 
orchestra. Everyone joins in for that confident 
and angular opening: this is not a theme you’ll 
be allowed to forget. A second contrasting idea 
is introduced by the piano and then taken up 
by the cello – a falling fifth followed by a short 
rising scale. The viola turns it upside-down – 
a rising fifth followed by a descending scale. 
That exposition of ideas is repeated and leads 
to a development, dominated by the piano, 
introduced by the slow descending scale but 
driven mainly by the opening idea.

The slow movement is a C minor march, a 
funeral one in all but name. The first of two 
episodes features a consolatory song from 
the first violin; the second a very agitated 
one with lots of triplets in the piano part. 
The final appearance of the march ends as 
the strings have the last word.

Scales are also the building blocks of the 
Scherzo. The richly warm first Trio has a melody 
with falling fifths accompanied by rippling 
triplets in the piano part; a second Trio begins 
after a brief pause and is frenetic with more than 
a hint of gypsy music. The Finale offers another 
forceful opening. A contrasting theme seems 
to anticipate Brahms. Having worked through 
these ideas, just when you think Schumann 
might have exhausted his possibilities, he begins 
a fugue in which he combines the main theme 
of the Finale and that of the first movement. 
“Magnificent,” said Clara, “a work filled with 
energy and freshness.”

approximate duration: 28 minutes

Saturday 23rd May 16:00 cont.

Tom Poster and Navarra Quartet

SPOON
FASHION

The Organisers of the Queille Festival have much pleasure in welcoming their guests to the ninth Queille Festival 
and informing them that they have made arrangements for a performance by the marvellous, melodious, multi-
faceted Quartet of Five, SPOON FASHION, who will be making waves and waltzes at the Salon des Cent d’Affiches.

On FRIDAY EVENING, MAY 22nd, 2015

With FRESH NEW SOUNDS never before attempted in the French Countryside, SPOON FASHION  comprise 
Merlin SHELDRAKE, Rob SLATER, Ben PENNINGTON, Ed MACDONALD and Katya HERMAN. To encourage 

dancing  limited number of  ELECTRIC LIGHTS will be introduced to the Salon

I M P O R T A N T 
LATE-EVENING
PERFORMANCE

SALON CHAPELLE

TURKISH COFFEE and SHISHA
WILL BE BREWED

TO ENHANCE ENJOYMENT
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Duo for Violin and Viola No. 1 in 
G Major K. 423

Wolfgang Amadeus Mozart 1756-1791

Allegro
Adagio
Rondeau: Allegro

After a childhood which encompassed five 
major tours across Europe, from England 
to Italy, Mozart settled back into his native 
Salzburg in the early 1770s, working (like 
his father Leopold) for the unpopular, rude 
and domineering Archbishop Hieronymus 
Colloredo. Mozart was deeply dissatisfied 
with his existence and took every available 
opportunity to travel – Vienna, Munich, 
Italy and Paris. The equally dissatisfied 
Archbishop finally dismissed Mozart who 
promptly moved to Vienna in 1781 to 
make his fame and fortune as a composer, 
performer and teacher. Against his father’s 
wishes he married 20 year old Constanze 
Weber in August 1782.

Their first child (a son named Raimund 
Leopold) was born in June 1783. In July 
the couple travelled to Salzburg to mend 
the relationship with Mozart’s father 
and sister. They left the new-born son 
in Vienna where he died in early August 
(four of their six children died in infancy). 
Mozart and Constanze remained in 
Salzburg for three months and this was 
when Mozart wrote his two Duos for 
violin and viola.

The story goes that Michael Haydn 
(Joseph Haydn’s younger brother) had 
been commissioned by Archbishop 
Colloredo to write a set of six Duos. With 
the deadline looming, and only four of the 
set completed, Haydn became ill, unable 

to complete the commission in time. 
Worse, the notoriously difficult Colloredo 
threatened to withhold Haydn’s salary 
unless he delivered the remaining works. 
Mozart came to his friend’s rescue and 
completed the assignment – in Haydn’s 
name.

Did Colloredo, who’d fired the young 
Mozart just two years earlier, ever 
notice the deception? Surely he would 
have recognised the difference in style. 
Mozart’s Duos are remarkable works, full 
of inspired and inventive contrapuntal 
writing and offering real equality between 
the two instruments – meaning that 
the once lowly viola is allowed to shine 
alongside the violin. Listen to the way 
Mozart interchanges the roles of solo and 
accompaniment, sometimes creating the 
sense of there being more than two players 
with the use of double-stopping.

There’s sparkling energy and high spirits 
in the opening sonata form movement. 
It offers a wealth of ideas, complete 
with some chasing canonic writing in 
the development section. The all-too-
short C major Adagio allows the violin 
more space. Its singing chromatic lines 
provide some respite before the jaunty and 
often busy Rondo once again shares the 
honours between both instruments and 
takes us into some adventurous minor key 
harmonic territory. It confirms Robbins 
Landon’s description of the two Mozart 
Duos as “masterpieces of bold harmony, 
contrapuntal ingenuity and rhythmical 
variety.”

approximate duration: 17 minutes

Simone van der Giessen, Tom Poster and Brian O’Kane

Saturday 23rd May 17:30

Trio in A Minor op. 114
Johannes Brahms 1833-1897

Allegro
Adagio
Andantino grazioso
Allegro

Brahms was a modest man. When the 
daughter of Johann Strauss the Younger 
asked him for his autograph, he copied 
down the opening bars of the Blue 
Danube for her and wrote below it, “Not, 
alas, by Johannes Brahms.” Towards 
the end of his life, when this Trio was 
written, Brahms had joined the ranks of 
the all-time great composers beginning 
with B: Bach and Beethoven being the 
others.

Just as he was thinking of retiring, 
in March 1891 Brahms heard the 
self-taught principal clarinet of the 
Meiningen orchestra, Richard Mühlfeld 
(1856-1907). “You have never heard a 
clarinet player like the one they have 
there. He is absolutely the best I know 
of.” The sounds he heard inspired him, 
giving Brahms a new lease of life. That 
year he wrote this Trio and a Quintet, 
op. 115, while staying at the fashionable 
spa resort of Bad Ischl; in 1894 he 
completed two new Clarinet Sonatas 
Op. 120, also inspired by Mühlfeld’s 
playing.

The Trio and Quintet were premièred 
privately in the same concert in 
November 1891 at Meiningen for Duke 
Georg II of Saxe-Meiningen and his wife. 
In the Trio, Brahms was the pianist, 
Robert Hausmann the cellist, and of 
course Mühlfeld was the clarinettist. 

When the work was published in 1892, 
its title was given as Trio for Piano, 
Clarinet (or Viola) and Violoncello. The 
work is more often heard with clarinet, 
but when the viola is featured instead, 
there’s a fascinating added dimension of 
greater intimacy from the instrument’s 
dark timbre (helped by some passages 
being transposed down an octave to 
accommodate the viola) and perhaps 
from the usurping of the expected 
violin’s role in the traditional Piano 
Trio (with violin and cello).

In his late works, Brahms achieved 
a remarkable sense of integration in 
his writing. There’s a tightening up of 
musical structures, paradoxically often 
allied to a richness of motifs, and an 
intensity of expression, sometimes 
bordering on the nostalgic. This Trio is 
a good example.

It’s a work for three equal partners. The 
cello has the opening word. This is the 
first main theme, repeated (and varied) 
by the viola with an open-textured piano 
accompaniment. When things calm 
down, the same order of appearance is 
used for the second contrasting theme 
in C major, though soon moving to E 
minor. It’s that emphasis on minor 
tonalities which infuses the Trio with 
its brooding qualities – listen out for 
the sombre chorale, a new idea which 
appears during the development of the 
two main themes and then reappears in 
the coda.

The introspective slow movement, in 
D major, makes great use of the lower 
ends of each instrument, giving the 
whole a warm-hearted glow. Roles are 

Marije Johnston and Simone van der Giessen
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reversed here, with the viola singing 
out that opening long-breathed melody. 
The third movement offers a graceful 
nostalgic waltz with two ländler-like 
Trios, perhaps inspired by Brahms 
having met Johann Strauss the Younger 
at Bad Ischl that summer.

The cello opens the finale which 
is full of that trademark Brahms’s 
rhythmic playfulness, alternating and 
superimposing 2/4 and 6/8 metres. As 
that cello theme suggests, the music is 
passionate and intense, but never afraid 
to contrast gentler moments with those 
of higher energy. Brahms’s contrapuntal 
ingenuity is never in any doubt: the 
second main theme, heard first from the 
cello, begins with a plaintive rising sixth, 
just like the first theme to which it’s 
closely related. When the viola repeats 
that second theme, it’s accompanied 
by the cello beginning half a bar later 
with the same theme, but this time 
upside down – a canon in inversion. 
The mood remains determinedly serious 
and introverted. Don’t expect a happy 
ending in A major!

approximate duration: 24 minutes

Impromptus op. 90 D. 899
Franz Schubert 1797-1828

No. 1 in C minor, Allegro molto moderato;
No. 2 in E flat major, Allegro;
No. 3 in G flat major, Andante;
No. 4 in A flat major, Allegretto

In the final years of Schubert’s all-too-
brief life, he suffered from the syphilis 
that would kill him. He’d been in 
hospital several times in 1823 and 
possibly again in 1825. Understandably 
he was often in despair about his state 
of health and mind, often reclusive, 
suffering aches and pains, lesions of the 
mouth and throat, rashes which meant 
his head had to be shaved, diets, regular 
medical treatment and visits with his 
doctor.

So it’s all the more remarkable that 
his ability to compose remained so 
often not just undimmed but inspired. 
It’s amazing to consider what he 
achieved in the last two years of his life, 
including the two great Piano Trios, 
the song cycle Die Winterreise (Winter 
Journey), an unfinished opera, Der 
Graf von Gleichen, the Mass in E flat, 
the songs posthumously published as 
Schwanengesang (Swan Song), the three 
piano sonatas, D. 958-960, the String 
Quintet in C, D. 956, and Der Hirt auf 
dem Felsen (The Shepherd on the Rock), 
D. 965.

His reputation and recognition as a 
composer was growing all the while. The 
publisher Tobias Haslinger published 
several works in early 1827: 12 Valses 
nobles, D. 969, the Piano Sonata in G, 
D. 894, and some songs. In March 1827 

Tom Poster

Schubert had been a torchbearer at 
Beethoven’s funeral (Hummel was also 
a torchbearer).

The income from Haslinger, coinciding 
with a brief respite from his ailments 
in the summer of 1827 meant that 
Schubert could enjoy a working holiday 
in Graz – “the happiest days I have 
known for a long time.” It was around 
this time when he wrote a set of four 
character piano pieces which he sent to 
Haslinger for possible publication. Sales 
of fortepianos were f lourishing and 
Schubert lived just two doors away from 
Conrad Graf’s piano factory. Surely 
there was a ready market to be exploited?

Haslinger agreed to publish the first 
two pieces and it was he who chose the 
title Impromptu, probably taking a cue 
from the set of six Impromptus published 
in 1821 by the Bohemian pianist Jan 
Václav Voříšek. Sales didn’t live up to 
expectation and so the publication of 
the second two was shelved. They were 
finally published in 1857 by Haslinger’s 
son, though the G flat Impromptu was 
transposed into G major to make it 
easier for amateurs!

Schubert wrote a second set of four 
pieces in December 1827 and this time it 
was Schubert himself who entitled them 
Impromptus (that second set, deemed too 
difficult for amateur pianists, wasn’t 
published until 1839). Despite that title, 
the pieces are far from improvisatory.

The most substantial of the first set is 
No.1 in C minor. It’s built on one theme: 
the opening statement of a melancholic 
little march tune. Everything derives 

from that tune. It’s explored, magically 
transformed, clothed in unexpected 
colours, both harmonic and textural, 
and the emotional journey ends in a 
consoling C major.

The remaining three pieces all fall into 
a ternary ABA shape. No.2 contrasts its 
airy triplet moto perpetuo figuration and 
dance rhythms with a more fiery central 
section in B minor. A short coda brings 
back the material of the central section 
and the piece ends, surprisingly, in E 
flat minor.

No.3, restored to its rightful G flat 
major, anticipates Mendelssohn’s Lieder 
ohne Worte (Songs without Words) with a 
sublime melody over a rippling arpeggio 
accompaniment. Nor do those arpeggios 
cease for the middle section with its 
somewhat threatening bass figuration.

More rippling arpeggios dominate the 
final piece in the set which begins in 
the minor, eventually moving to the 
major for the appearance of the lovely 
lilting melody in the inner tenor voice. 
The central section in C sharp minor, 
marked ‘Trio’, is another song without 
words, this time with a throbbing 
chordal accompaniment.

approximate duration: 27 minutes

Tom Poster

Saturday 23rd May 17:30 cont.
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Missa O quam gloriosum est regnum
Tomás Luis de Victoria 1548-1611

Kyrie
Credo
Sanctus
Benedictus
Agnus Dei
Gloria

Tomás Luis de Victoria, the greatest 
composer of the Spanish Renaissance, was 
born in the walled city of the Castile-Leon 
capital Ávila. He became a choirboy in the 
Cathedral where he benefitted from some 
of Spain’s best musicians. Once his voice 
had broken, and with the help of King 
Philip II, he was sent to Rome to study at 
the German Jesuit College, enrolled as a 
singer. It seems likely that he studied with 
Palestrina, soon mastering the subtleties of 
his style.  In 1571 he succeeded Palestrina 
at the Collegium Romanum and two 
years later he was appointed maestro di 
cappella of the German Jesuit College. 
He was ordained into the priesthood in 
1575 by Bishop Thomas Goldwell in the 
English church on the Via di Monserrato 
and resigned his musical appointments 
to concentrate on his clerical duties. 
Nonetheless he continued to publish, 
producing five volumes of music across 
these years, one each of motets, masses, 
Magnificats, hymns and an Office for Holy 
Week.

He dedicated his 1583 volume, Missarum 
libri duo, to King Philip II, expressing a 
desire to return to Spain and lead a quiet 
life as a priest. Sure enough, around 
1585, Victoria entered the service of the 
Dowager Empress Maria, the King’s sister. 

She lived in retirement with her daughter 
Princess Margarita at the Monasterio de las 
Descalzas de S Clara in Madrid. There were 
several attempts to lure Victoria to different 
cathedral posts, but life in the convent was 
too good and too well paid for him to 
move elsewhere. His output reduced from 
around 1600 and he died in 1611.

The Council of Trent (1545-1563) had laid 
down guidelines about church music: the 
words should be intelligible and the writing 
should be free from secular influences. 
“Masses should be celebrated either simply 
by the voice or by a chant, so that all should 
be pronounced clearly and distinctly 
and make its way undisturbed into the 
ears and hearts of the hearers. What is 
customarily rendered with musical rhythms 
and instruments should have intermingled 
with it nothing profane but only the divine 
phrases of hymnody. This entire scheme of 
psalmody with musical measures should 
be arranged not for the mere delight of 
the ears but in such a way that the words 
should be apprehended by everyone and 
that the hearts of the listeners should be 
ravished by longing for heavenly harmony 
and by contemplation of the joys of the 
blessed.”

This was Victoria’s strength. He set only 
Latin sacred texts (he wrote less music than 
Palestrina or Lassus) and he avoided the 
polyphonic writing favoured by the Franco-
Flemish school. His music is direct, elegant 
and not, as some think, always doleful. 
King John IV of Portugal, writing in 1642, 
described Victoria as favouring the joyful 
side of life rather than its sadder moments: 
“although there is much in his Holy 
Week volume that exactly suits the text, 

Au Queille Chorale
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nonetheless his disposition being naturally 
sunny he never stays downcast for long.”

Of Victoria’s 20 Mass settings, 15 are ‘parody 
masses’. The term ‘imitation mass’ is also 
used for the same thing. The labels refer to 
a mass setting which is unified thematically 
by the incorporation of sections from a 
pre-existing work. Victoria’s joyful Missa O 
quam gloriosum (1583) is a good example, 
incorporating lines or sections of his earlier 
motet O quam gloriosum, written for the 

Feast of All Saints and published in 1572. 
Victoria reused portions of the motet, 
particularly in the opening and closing 
sections of the mass. Interestingly, he didn’t 
reuse the chord progression which opens 
the motet. He clearly liked his musical idea 
of a descending line for the closing words 
of the motet, “quocumque ierit” (wherever 
He goes); that music reappears in the 
Benedictus and at the close of the Agnus 
Dei.

O quam gloriosum est regnum (1572)
Tomás Luis de Victoria 1548-1611

The text of the motet is based on the 
traditional All Saints’ Day antiphon from 
Revelation 7:

“How glorious is the kingdom where all the 
saints rejoice with Christ.”

Tomás Luis de Victoria
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Variations on an original theme 
in A flat Major op. 35, D. 813

Franz Schubert 1797-1828

The piano was central to Schubert’s life, 
not just in his song accompaniments, or 
his important piano sonatas, but the many 
short solo piano works, such as the Moments 
musicaux or the Impromptus (not forgetting 
the hundreds of waltzes and other dance 
pieces) and his considerable output for 
piano duet.

Piano duets were popular for domestic 
music-making, usually as arrangements of 
orchestral works or short-lived ephemeral 
works. Schubert revitalised the medium, 
creating some of his finest music for it 
(just think of the Grand Duo, D. 812 or the 
Fantasy in F minor, D. 940). He would also 
have been well aware of the growing market 
for the form – so much more sociable, and 
therefore saleable, than solo piano music!

In 1818 Schubert accepted an offer from 
Count Johann Esterházy of Galanta to 
tutor his two daughters at his summer estate 
in Zseliz (then in Hungary, now Želiezovce 
in Slovakia). Schubert stayed five months, 
teaching piano and singing to 16 year old 
Marie and 12 year old Caroline. He also 
wrote piano duets for the girls, including 
his three Marches militaires, D. 733.

Six years later, despite having endured so 
much illness in the previous year and a 
half, Schubert surprisingly accepted an 
invitation to return to Zseliz. There are 
conflicting reports about this four month 
sojourn. Some suggest he was in love 
with Caroline; “head over heels” wrote 
one friend, admittedly 45 years later. 

Nonetheless, Schubert cut short his stay 
and returned to Vienna in September.

It’s unclear how talented the Esterházy girls 
were as pianists. The music Schubert wrote 
in Zseliz that summer was difficult, calling 
for excellent technique, and both primo 
and secondo parts were equally demanding. 
Were the girls up to the challenge of the 
Grand Duo? Or the six Grande marches, 
D. 819? Or this outstanding theme and 
eight Variations in A flat?

The Allegretto theme combines lyricism 
with march-like tendencies: eight bars 
repeated (travelling from A flat to C 
minor) and then 16 bars follow-through, 
returning to the home key. The eight 
variations exploit it fully: the first with 
flowing triplets; the second with a more 
varied texture; the third, its tempo eased 
back, losing the dotted rhythm to become 
Schubert’s favourite dactylic rhythm (long, 
short, short).

Variation 4 restores a more lively character 
before No. 5 turns to the minor key in 
a deeply felt and melancholic variation. 
No. 6 may be marked Maestoso, but that’s 
presumably to ensure that the showy 
semiquavers are just about manageable! 
The seventh variation, marked to be 
played con sordini (with the damper pedal) 
and remarkable for its chromatic writing, 
leads into the eighth – a light-hearted and 
brilliant finale.

approximate duration: 18 minutes

Sunday 24th May 12:30

Julius Drake and Tom Poster

String Quartet in A Minor op. 132
Ludwig van Beethoven 1770-1827

Assai sostenuto – Allegro
Allegro ma non tanto
Molto adagio – Andante 

(Heiliger Dankgesang…)
Alla marcia, assai vivace
Allegro appassionato

Beethoven’s creative output fell away 
in the period around 1814-1817 when 
he was caught up in the trials and 
tribulations of caring for his young 
nephew Karl. However things gradually 
improved in the last decade of his life, 
despite the continuing hassle of Karl 
and increasing bouts of ill-health.

The years 1822-24 included the writing 
of the Ninth Symphony, the Missa 
solemnis, the Hammerklavier piano 
sonata, and the Diabelli Variations. This 
new creative outburst of ‘late’ works 
seems to be a distillation of his life’s 
musical journeyings; it offers more 
extreme contrasts alongside a sense of 
monumentality, a desire to explore and 
stretch the potential of every musical 
gesture and attain a higher plane.

In 1822 Prince Nikolas Galitsïn 
from St Petersburg, himself a cellist, 
commissioned Beethoven to write “one, 
two or three quartets.” A fee of 50 ducats 
per quartet was agreed. Unfortunately 
for the Prince, the Mass and the Ninth 
Symphony took precedence and the first 
quartet (E f lat, Op. 127) wasn’t delivered 
until early in 1825. Beethoven then 
began work on this A minor Quartet. 
He was interrupted by illness, a serious 
stomach problem: “I’m in great pain,” 

he told his doctor who recommended 
no wine, no coffee, no spices, but fresh 
air and milk.

Having spent most of April in bed, 
Beethoven was well enough to travel to 
Baden, a spa town 26 kilometres south of 
Vienna, where he recuperated over the 
next few months. And that was where 
and when he completed this A minor 
Quartet by July. The music is very much 
a shared debate amongst four equals. It 
was first performed in November that 
year by the Schuppanzigh Quartet which 
had premiered so many of Beethoven’s 
quartets.

At the centre of the five movements is 
a wonderful slow movement headed 
Heiliger Dankgesang eines Genesenen an 
die Gottheit, in der lydischen Tonart (A 
convalescent’s hymn of thanksgiving 
to the Deity, in the Lydian mode). A 
solemn, deeply-felt, chorale in one of 
the old church modes is juxtaposed 
with a quite different and extrovert 
lilting section headed Neue Kraft fühlend 
(Feeling new strength). This is the 
emotional heart of the work and the two 
movements on both sides are carefully 
balanced to make it just so.

The opening bars of the first movement 
say it all: this is serious, questioning, 
troubled music. And just as in that 
central thanksgiving hymn, Beethoven 
isn’t afraid to mix varied tempos within 
a single movement. The result is a 
compelling kaleidoscope of emotions, 
though most on the darker side. There 
are two main ideas: one is the four-
note motif that had been familiar from 
baroque times presented in the opening 

Navarra Quartet
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sostenuto bars; the other a closely related 
and restless motif, heard after the initial 
violin f lourish. The music’s intensity 
is such that we are drawn into the 
composer’s world as participants, all of 
us wrestling with the material and the 
direction it should take.

The second movement is a sort of 
pastoral retreat from the preceding 
argument. It’s a lengthy Scherzo, its 
material all derived from the opening 
two bars. The contrasting Trio section 
introduces a bagpipe drone and modal 
inflections. There’s also a little Ländler 
section in the middle of the Trio which 
quotes directly from Beethoven’s Piano 
Trio Op. 1 No. 2 – a short trip down 
memory lane!

The Adagio’s hymn ‘in the Lydian 
mode’ is underlined by Beethoven’s 
warning to the musicians, “NB this 
piece always has B natural instead of B 
flat.” The hymn makes several returns, 
each one more deeply felt; the third 
and last marked Mit innigster Empfindung 
(with the most intimate feeling). Despite 
such a remarkable contrast between this 
hymn and the intervening D major ‘new 
strength’ sections, Beethoven maintains 
a superb balance within the movement 
as he seems to glimpse a vision of things 
eternal.

How to follow that? Beethoven supplies 
a short march in A major which seems 
almost shocking in its banality after 
the sublime slow movement. Then, just 
where a Trio section would be expected, 
the music dissolves into a questioning 
recitative akin to one in the Ninth 
Symphony. And the restless theme of 

the rondo movement which follows 
this directly was indeed one Beethoven 
had sketched and then rejected for the 
Ninth Symphony. If a rondo suggests 
something playful, this is not such a one. 
On each return of the rondo theme, 
it is intensified, while the episodes in 
between seem to ratchet up that tension. 
The closing Presto coda certainly moves 
into A major, but the ‘happiness’ of the 
ending is surely called into question 
– perhaps a hard-won triumph over 
adversity?

approximate duration: 43 minutes

Navarra Quartet
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CAPTURE THE FLAG

There will be two teams.

The Meadow will be divided into two, 
roughly-equal sides. 

Within each side, somewhere far away 
from the dividing line, are two designated 
areas to be jails (this could be around a 
tree or beside a wall).

Each team gets a side and a flag, and 
then puts their flag somewhere visible on 
their side (though it need not be visible 
from the other side) and at no higher 
than other players’ shoulders.

The goal is to find and bring the 
opposing team’s flag back to your side, 
while keeping your flag protected from 
the other team.

Players are free to move anywhere in 
the playing area (on their side or the 
opposing team’s side). However, when 
you’re on the opposing team’s side, 
anyone from that team can tag you and 
send you to jail.

You must stay in jail until rescued: being 
tagged by a member of their own team.  
One player can rescue a maximum of 
two prisoners on a jail break.

When a player rescues a prisoner from 
jail, all those players get a free walk 
back to their side; until reaching which, 
they are not allowed to compete in the 
game, nor may be tagged.

Defenders are not allowed to “guard 
the puppy”. They must stand at least 
five metres from their flag unless in the 
process of rescuing it from a close and 
incoming opponent.

If a player finds the opposing team’s 
flag, grabs it but gets tagged while 
running back to their side, the flag must 
be left where it landed.

A tag is any firm touch.

Players who break free from jail illegally  
must be sent back to jail for five minutes.

TUG O’ WAR

Gloves may be worn. No cleats.

Players may only pull for one team.

A single team may consist of 12 players 
or a maximum of 1,250 lbs (600kg), 
whichever limit is reached first.

No wrapping the rope around any body 
part during pull.

First team to pull mid-rope marker 6ft. 
beyond midline is the winner.

Direction of pull will be decided by a 
coin toss.

Starting cues : “Take the strain” (teams 
pick up rope, prepare) “Ready, Set, 
PULL!” (pull begins)
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lestyn Davies and Julius Drake

SWEETER THAN ROSES

Music for a while  
Sweeter than roses
Henry Purcell 1659-1695 
arr Michael Tippett 1905-1998

When Charles II returned to England in 
1660 the theatres had been closed for nearly 
twenty years. In earlier times the Court had 
been accused of immorality and decadence 
by the Puritans; now plays could be enjoyed 
by everybody – including the King – but 
in the public theatres. Many of the new 
plays demanded elaborate music, before, 
during, between the acts and afterwards. 
Purcell wrote music for nearly 50 theatre 
productions in the last five years of his life.

Music for a while was written for the 1692 
revival of John Dryden and Nathaniel 
Lee’s tragedy, Oedipus, King of Thebes. The 
song, about the short-lived solace of music, 
unwinds over a ground bass (a repeating 

bass pattern). Listen for the vivid word 
painting as the snakes drop from the head 
of Alecto, one of the Furies.

There’s more remarkable word painting 
in the contrasting sections of the love 
song, Sweeter than roses, from a 1695 play, 
Richard Norton’s Pausanias, the Betrayer of 
his Country. Purcell portrays the all-so-vivid 
memories of a kiss and the power of love.

The stylish realisations by Tippett reflect his 
enthusiasm for the earlier composer, who 
he first came to appreciate after finding 
some Purcell scores amongst the air-raid 
destruction of Morley College in 1940.

approximate durations: 3, 3½ minutes

Music for a while 

Music for a while 
Shall all your cares beguile: 
Wond’ring how your pains were eas’d 
And disdaining to be pleas’d 
Till Alecto free the dead 
From their eternal bands, 
Till the snakes drop from her head, 
And the whip from out her hands.  

Sweeter than roses

Sweeter than roses, or cool evening breeze 
On a warm flowery shore, was the dear kiss, 
First trembling made me freeze, 
Then shot like fire all o’er. 
What magic has victorious love! 
For all I touch or see since that dear kiss, 
I hourly prove, all is love to me.

Lydia, op. 4, No.2 
Clair de lune, op. 46, No.2 
Le plus doux chemin, op. 87, No.1 
Tristesse, op. 6, No.2
Gabriel Fauré 1845-1924

Fauré is an important link between the 
Romantic period and the harmonic 
experimentation of the early 20th century. 
His very personal style, fastidious and 
elegant, was slow to take hold in the UK, 
but his songs, piano music and Requiem 
are now firm favourites. Throughout his 
long life, Fauré didn’t really do ‘big’ music; 
his talent lay in the smaller-scale, in music 
of great subtlety, restraint, clarity and 
refinement. Above all, he is arguably the 
greatest master of French song.

These four songs cover much of his creative 
life. Lydia (c.1870), to sensual words by 
Leconte de Lisle, marked a turning point 

with greater subtlety and restraint in his 
writing, inspired by Duparc’s L’invitation au 
voyage. Fauré’s music perfectly captures the 
spirit of the Grecian nymph, not least in 
the brief postlude. The well-known Clair de 
lune (1887) sets words by Paul Verlaine and 
magically allows the voice to accompany 
the piano’s minuet. Armand Silvestre’s 
mournful short madrigal, Le plus doux 
chemin (1904), turns Fauré into an edgy 
stalker, while words by Théophile Gautier, 
Tristesse (c.1873), set in Paris’s night-life, is 
like a popular chanson of later years, light 
in style, but heavy of heart.

approximate durations: 3, 3, 1½, 3 minutes

Lydia

Lydia sur tes roses joues 
Et sur ton col frais et si blanc, 
Roule étincelant 
L’or fluide que tu dénoues;

Le jour qui luit est le meilleur, 
Oublions l’éternelle tombe. 
Laisse tes baisers de colombe 
Chanter sur ta lèvre en fleur.

Un lys caché répand sans cesse 
Une odeur divine en ton sein; 
Les délices comme un essaim 
Sortent de toi, jeune déesse.

Je t’aime et meurs, ô mes amours. 
Mon âme en baisers m’est ravie! 
O Lydia, rends-moi la vie, 
Que je puisse mourir, mourir toujours!

Lydia, on your rosy cheeks 
And on your neck so fresh and white, 
Flows glitteringly 
The liquid gold that flows down.

The day that dawns is the best; 
Forget eternity’s grave. 
Let your dove-like kisses 
Sing on your blossoming lips.

A hidden lily unceasingly spreads 
A divine fragrance on your breast; 
Innumerable delights 
Come from you, young goddess!

I love you and die, O my love! 
My soul is ravished by kisses. 
O Lydia, give me back my life again, 
That I may ever die, die forever!
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Clair de lune

Votre âme est un paysage choisi 
Que vont charmant masques et bergamasques 
Jouant du luth et dansant et quasi 
Tristes sous leurs déguisements fantasques. 
Tout en chantant sur le mode mineur 
L’amour vainqueur et la vie opportune, 
Ils n’ont pas l’air de croire à leur bonheur 
Et leur chanson se mêle au clair de lune, 
Au calme clair de lune triste et beau, 
Qui fait rêver les oiseaux dans les arbres 
Et sangloter d’extase les jets d’eau, 
Les grands jets d’eau sveltes parmi les 
marbres. 

Your soul is a chosen landscape 
Where charming masquers and party-goers 
Play the lute and dance and seem 
Sad underneath their fantastic disguises. 
All are singing in a minor key 
About winning love and life’s good fortune, 
They don’t look as if they believe in their luck 
And their song blends with the moonlight, 
The calm moonlight, sad and beautiful, 
Which makes the birds in the trees dream 
And the fountains cry in ecstasy, 
The tall slender fountains, among the 
marble statues.

Le plus doux chemin

À mes pas le plus doux chemin 
Mène à la porte de ma belle, 
– Et, bien qu’elle me soit rebelle, 
J’y veux encor passer demain.

II est tout fleuri de jasmin 
Au temps de la saison nouvelle, 
– Et, bien qu’elle me soit cruelle, 
J’y passe des fleurs à la main.

Pour toucher son coeur inhumain, 
Je chante ma peine cruelle, 
– Et, bien qu’elle me soit rebelle, 
C’est pour moi le plus doux chemin!

The sweetest path for me 
Leads to the door of my beauty, 
– And if she refuses me, 
I shall pass by again tomorrow.

All the flowers are on the jasmine 
As the new season arrives, 
– And however cruel she is to me, 
I shall pass again with flowers in hand.

To touch her inhuman heart 
I sing of my cruel pain, 
– And even if she refuses me, 
It is for me the sweetest path!

Sunday 24th May 16:00 cont.

Tristesse

Avril est de retour, 
La première des roses, 
De ses lèvres mi-closes, 
Rit au premier beau jour, 
La terre bien heureuse 
S’ouvre et s’épanouit; 
Tout aime, tout jouit. 
Hélas! J’ai dans le coeur une tristesse affreuse.

Les buveurs en gaîté, 
Dans leurs chansons vermeilles, 
Célèbrent sous les treilles 
Le vin et la beauté ; 
La musique joyeuse, 
Avec leur rire clair 
S’éparpille dans l’air. 
Hélas! J’ai dans le coeur une tristesse affreuse.

En déshabillé blanc 
Les jeunes demoiselles 
S’en vont sous les tonnelles 
Au bras de leur galant; 
La lune langoureuse 
Argente leurs baisers 
Longuement appuyés, 
Hélas! J’ai dans le coeur une tristesse affreuse

Moi, je n’aime plus rien, 
Ni l’homme, ni la femme, 
Ni mon corps, ni mon âme, 
Pas même mon vieux chien. 
Allez dire qu’on creuse, 
Sous le pâle gazon 
Une fosse sans nom. 
Hélas! j’ai dans le coeur une tristesse affreuse.

April has returned. 
The first of the roses 
With half-open lips 
Smile at the first fine day; 
The happy earth 
Opens and blossoms; 
All is love and joy. 
Alas! my heart has a dreadful sadness.

The merry drinkers 
With their cheerful songs 
Beneath the trellises celebrate. 
Wine and beauty; 
The joyful music 
With their bright laughter 
Carries in the air. 
Alas! my heart has a dreadful sadness.

In scanty white dresses 
The young girls 
Walk under the trees 
On the arms of their lovers; 
The moon unhurried 
Casts its silver on their kisses 
Everlastingly held together. 
Alas! my heart has a dreadful sadness.

For me, I no longer love anything, 
Neither man, nor woman, 
Not my own body, nor my soul, 
Not even my old dog. 
Go and tell them to dig 
Under the pale grass 
A nameless grave. 
Alas! my heart has a dreadful sadness.
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Goddess of night
King David
Herbert Howells 1892-1983

Howells was a wide-ranging composer, not 
just of organ and church music. Writing for 
the voice seems to have been particularly 
close to his heart and, when he died, more 
than half of his many songs were still in 
manuscript. Most of his published songs 
date from before 1935, the year in which his 
nine-year-old son died suddenly from polio. 

Howells himself had been seriously ill in 
1917 and during the next three years of 
convalescence he was much more prolific 
than in later years when teaching and 
examining took up so much of his time.

Goddess of night (1920), sets elegiac words 
by Howell’s friend, the war poet and 
‘Laureate of Gloucestershire’, F.W. Harvey 
(1888-1957). The song’s sustained vocal 

line floats above a gently rocking chordal 
accompaniment.

King David was written in 1919 to words 
by Walter de la Mare (1873-1956), another 
friend of Howells. The poet and the 
composer were kindred spirits: both master 
craftsmen; both unconcerned to promote 
themselves. They simply got on with their 
work, responding to their imaginations’ 
creativity. 

Howells told Christopher Palmer that de la 
Mare “always knew when a poem had been 
set to music in the way he would have set 
it had he been a composer”, de la Mare 
repaid the compliment, hoping that “no 
other composer would touch King David in 
the wake of his incomparable setting.” It is 
indeed a remarkable song.

Goddess of night

Calm with the calm  
 of all old earth has taken 
To her peaceful breast 
 and will not waken, 

Pale with passion of Life  
 that never dies; 
You sit there watching us  
 with clear bright eyes.

King David

King David was a sorrowful man: 
No cause for his sorrow had he; 
And he called for the music of a hundred harps, 
To ease his melancholy.

They played till they all fell silent: 
Played – and play sweet did they; 
But the sorrow that haunted the heart of King David 
They could not charm away.

He rose; and in his garden 
Walked by the moon alone, 

A nightingale hidden in a cypress tree 
Jargoned on and on.

King David lifted his sad eyes 
Into the dark-boughed tree – 
‘Tell me, thou little bird that singest, 
Who taught my grief to thee?’

But the bird in no-wise heeded; 
And the king in the cool of the moon 
Hearkened to the nightingale’s sorrowfulness, 
Till all his own was gone.

Sunday 24th May 16:00 cont.

Le dromadaire
La chèvre du Tibet
La sauterelle
Le dauphin
L’écrevisse
La carpe
Francis Poulenc 1899-1963, Le bestiaire où Cortège d’Orphée

Poulenc was once famously described by 
Claude Rostand as ‘something of the monk 
and something of the jester’. He moved in 
the leading intellectual and artistic circles 
of his day, and was a member of the young 
composers’ group known as Les Six. The 
group (Auric, Durey, Honegger, Milhaud, 
Poulenc, and Tailleferre) rejected both the 
world of Wagner and that of Debussy and 
Ravel and was strongly influenced by the 
writer Jean Cocteau.

Guillaume Apollinaire, the pseudonym 
of Italian-born Wilhelm Apollinaris de 

Kostrowitsky, published Le bestiaire où 
Cortège d’Orphée in 1911 with wonderful 
woodcuts by Raoul Dufy. Poulenc selected 
six of these animal poems for this little 
cycle. After the procession of camels (note 
the slowed-down reference to the Farandole 
of Bizet’s L’Arlésienne in the piano 
interlude), comes the Tibetan goat used as 
an excuse for a love song, the grasshopper, 
jolly dolphin, awkward crayfish and slow-
moving carp.

approximate duration: 5 minutes

Le dromadaire

Avec ses quatre dromadaires 
Don Pedro d’Alfaroubeira 
Courut le monde et l’admira. 
Il fit ce que je voudrais faire 
Si j’avais quatre dromadaires.

With his four camels 
Don Pedro d’Alfaroubeira 
Travelled the world and admired it. 
He did what I would love to do 
If I had four camels.

La chèvre du Thibet

Les poils de cette chèvre et même 
Ceux d’or pour qui prit tant de peine 
Jason, ne valent rien au prix 
Des cheveux dont je suis épris.

The hair of this goat, like 
The troublesome golden fleece 
Of Jason, are as nothing to the value 
Of my true love’s hair.
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La sauterelle

Voici la fine sauterelle, 
La nourriture de Saint Jean. 
Puissent mes vers être comme elle, 
Le régal des meilleures gens.

Here is the tasty grasshopper, 
The food of St John. 
I hope my verses will also be 
The feast for the best people.

Le dauphin

Dauphins, vous jouez dans la mer, 
Mais le flot est toujours amer. 
Parfois, ma joie éclate-t-elle? 
La vie est encore cruelle.

Dolphins, you play in the sea, 
But the tide is always salty. 
Sometimes, my joy overflows. 
Life is still so cruel.

L’écrevisse

Incertitude, ô mes délices 
Vous et moi nous nous en allons 
Comme s’en vont les écrevisses, 
À reculons, à reculons.

Unpredictable, O my joy 
You and me, we go together, 
Just like the crayfish, 
Backwards, backwards.

La carpe

Dans vos viviers, dans vos étangs, 
Carpes, que vous vivez longtemps! 
Est-ce que la mort vous oublie, 
Poissons de la mélancolie?

In your fish tanks, in your ponds, 
Carp, you live longer! 
Has death forgotten you, 
Melancholy fish?

five minute pause

please remain in your seats

Sunday 24th May 16:00 cont.

A Brisk Young Lad
Searching for Lambs
The Cruel Mother
The Bitter Withy
Nico Muhly b. 1981, Four Traditional Songs

American composer Muhly studied 
composition with John Corigliano and 
Christopher Rouse. He happily crosses 
boundaries and describes himself as ‘a 
classical music composer that does not 
preclude his working in a variety of musical 
genres’. He has worked with rock bands, 
the Boston Pops, New York City Ballet, 
New York Philharmonic, Paris Opéra 
Ballet, and much more. His opera Two Boys 
was premièred at ENO in 2011 and then 
at the Met in 2013. He’s now working on 
a new opera commission, Marnie, for the 
Met, for the 2019/2020 season.

This set of four ‘heart-breaking and 
poignant’ folk song arrangements, written 
in 2011, was jointly commissioned by 
Carnegie Hall and the Wigmore Hall. 
The songs deal with themes of death, 
murder and unimaginable events; Muhly 
describes the piano part as ‘highly stylised 
but understated’. Claire Seymour, writing 
for Opera Today in 2012, noted that Muhly 
perfectly understands the need to allow 
space for the text to speak. ‘His minimalist 
style creates an appropriately reflective, 
introverted, and at times mysterious, 
ambience. He also appreciates the wide 

range of register and colour which 
[Iestyn] Davies’ voice can encompass – 
from a muscular, strong lower voice to a 
penetrating yet poignantly sweet high range 
– and the way that this can be used in the 
service of story-telling.’

Muhly’s full introduction to these pieces 
reads thus:

“I selected these four songs after spending many 
hours obsessing over Alfred Deller’s Vanguard 
recording of English folksongs. One in particular 
struck me as heartbreakingly poignant: his 
unaccompanied rendition of The Bitter Withy. 
I tried to imagine what a highly stylised but 
understated accompaniment might sound like, 
and that forms the fourth song in this collection. 
The Cruel Mother, about a woman who kills her 
children and is then visited by their ghosts, is a 
particularly gruesome murder ballad, and works 
over a large vocal range. Searching for Lambs 
has a wonderfully irregular footprint, which 
required very little interference from me, and A 
brisk Young Lad is one of the most unforgivingly 
sad ballads in the catalogue. This collection is 
dedicated to Iestyn Davies. – Nico Muhly”

approximate duration: 13 minutes
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A Brisk Young Lad

A brisk young lad he courted me, 
He stole away my liberty; 
He stole my heart with a free good will, 
He has it now and he’ll keep it still. 
There is a flow’r I’ve heard them say, 
Would ease my heart both night and day; 
I would to God that flow’r I could find, 

That would ease my heart and my 
troubling mind. 
Dig me a grave both wide and deep, 
Set a marble stone at my head and feet; 
And a turtle white dove carve over above, 
To let the world know that I died of love. 

Searching for Lambs

As I walked out one May morning, one 
May morning betime. 
I met a maid from home had strayed just 
as the sun did shine.

What makes you rise so soon my dear? 
Your journey to pursue? 
Your pretty little feet they tread so sweet, 
strike off the morning dew.

I’m going to feed my father’s flock, his 
young and tender lambs. 
That over hills and over dales lie waiting 
for their dams.

O stay, o stay you handsome maid and rest 
a moment here, 
For there is none but you alone that I do 
love so dear.

How gloriously the sun doth shine, how 
pleasant is the air. 
I’d rather rest on my true love’s breast 
than any other where.

For I am thine and thou art mine. No 
man shall uncomfort me. 
We’ll join our hands in wedded bands and 
married we will be.

The Cruel Mother

There was a lady lived in York, 
All alone and a loney, 
A farmer’s son he courted her 
All down by the greenwood side.

He courted her for seven long years. 
All alone and a loney, 
At last she had a child for him. 
All down by the greenwood side.

She pitched her knee against a tree, 
All alone and a loney, 
And there she found great misery. 
All down by the greenwood side.

She pitched her back against a thorn, 
All alone and a loney, 

And there she had her baby born. 
All down by the greenwood side.

She drew the fillet off her head. 
All alone and a loney, 
She bound the baby’s hands and legs. 
All down by the greenwood side.

She drew a knife both long and sharp. 
All alone and a loney, 
She pierced the baby’s innocent heart. 
All down by the greenwood side.

She wiped the knife upon the grass. 
All alone and a loney, 
The more she wiped, the blood run fast. 
All down by the greenwood side.
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She washed her hands all in the spring. 
All alone and a loney, 
Thinking to turn a maid again. 
All down by the greenwood side.

As she was going to her father’s hall, 
All alone and a loney, 
She saw three babes a-playing at ball. 
All down by the greenwood side.

One dressed in silk, the other in satin, 
All alone and a loney, 
The other stark-naked as ever was born. 
All down by the greenwood side.

O, dear baby, if you was mine, 
All alone and a loney, 
I’d dress you in silk and satin so fine. 
All down by the greenwood side.

O, dear mother, I once was thine. 
All alone and a loney, 
You would never dress me coarse or fine. 
All down by the greenwood side.

The coldest earth it was my bed. 
All alone and a loney, 
The green grass was my coverlet. 
All down by the greenwood side.

O, mother, mother, for your sin, 
All alone and a loney, 
Heaven gate you shall not enter in. 
All down by the greenwood side.

There is a fire beyond Hell’s gate, 
All alone and a loney, 
And there you shall burn both early and late. 
All down by the greenwood side.

The Bitter Withy

As it befell on a bright holiday 
Small hail from the sky did fall. 
Our Saviour asked his mother dear 
If he might go and play at ball.

At ball, at ball, my own dear son, 
It’s time that you were gone. 
And don’t let me hear of any mischief 
At night when you come home.

So up the hill and down the hill 
Our sweet young Saviour ran 
Until he met three rich young lords 
“Good morning”, to each one.

“Good morn, good mom, good morn”, said they. 
“Good morning then”, said he. 
And which of you three rich young lords 
Will play at ball with me?

We are all lords’ and ladies’ sons 
Born in a baron hall, 
And you are nothing but a poor maid’s child 
Born in an oxen stall.

Sweet Jesus turned him round a bout, 
He neither laughed nor smiled, 
But the tears came trickling from his eyes 
Like water from the sky.

Then he made him a bridge from the beams of the sun 
And over the water ran he. 
The rich young lords chased after him 
And drowned they were all three.

Then up the hill and down the hill 
Three rich young mothers ran, 
Saying “Mary mild, fetch home your child 
For drown’d is ours each one.”

So Mary mild fetched home her child, 
And laid him across her knee, 
And with a handful of withy twigs 
She gave him slashes three.

Ah, bitter withy! Ah, bitter withy! 
You’ve causèd me to smart. 
And the willow shall be the very first tree 
To perish at the heart.
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A Song of Enchantment
Autumn
Silver
Vigil
Tit for Tat
Benjamin Britten 1913-1976, Tit for Tat

In 1968, Britten pulled together these five 
songs which he’d written in his youth, 
between 1928 and 1931. He had ‘cleaned 
them very slightly, and … [offered] them 
in gratitude to the poet’s son, the wise 
and encouraging chairman of my new 
publishers, whose father’s poems have 
meant so much to me all through my life.’ 
The poet was none other than Howell’s 
friend Walter de la Mare whose son 
Richard, had been chairman of Faber & 
Faber, and then of Faber Music.

Britten commented that he held ‘no 
claims whatever for the songs’ importance 
or originality … [but] the boy’s vision has 
a simplicity and clarity which might have 
given a little pleasure to the great poet, with 
his unique insight into a child’s mind.’ 
Despite Britten’s youth, all five songs are 
self-assured and the words are set with real 
sensitivity.

approximate duration: 10 minutes

A Song of Enchantment

A Song of Enchantment I sang me there, 
In a green-green wood, by waters fair, 
Just as the words came up to me 
I sang it under the wild wood tree.

Widdershins turned I, singing it low, 
Watching the wild birds come and go; 
No cloud in the deep dark blue to be seen 
Under the thick-thatched branches green.

Twilight came; silence came; 
The planet of evening’s silver flame; 
By darkening paths I wandered through 
Thickets trembling with drops of dew.

But the music is lost and the words are gone 
Of the song I sang as I sat alone, 
Ages and ages have fallen on me – 
On the wood and the pool and the elder tree

Autumn

There’s a wind where the rose was; 
Cold rain where sweet grass was; 
And clouds like sheep 
Stream o’er the steep 
Grey skies where the lark was.

Nought gold where your hair was; 
Nought warm where your hand was; 
But phantom, forlorn, 

Beneath the thorn, 
Your ghost where your face was.

Sad winds where your voice was; 
Tears, tears where my heart was; 
And ever with me, 
Child, ever with me, 
Silence where hope was.
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Silver

Slowly, silently, now the moon 
Walks the night in her silver shoon; 
This way, and that, she peers, and sees 
Silver fruit upon silver trees;

One by one the casements catch 
Her beams beneath the silvery thatch; 

Couched in his kennel, like a log, 
With paws of silver sleeps the dog;

A harvest mouse goes scampering by, 
With silver claws, and silver eye; 
And moveless fish in the water gleam, 
By silver reeds in a silver stream.

Vigil

Dark is the night, 
The fire burns faint and low, 
Hours – days – years, 
Into grey ashes go; 
I strive to read, 
But sombre is the glow.

Thumbed are the pages, 
And the print is small; 
Mocking the winds 
That from the darkness call; 
Feeble the fire that lends 
Its light withal.

O ghost, draw nearer; 
Let thy shadowy hair, 
Blot out the pages 
That we cannot share; 
Be ours the one last leaf 
By Fate left bare!

Let’s Finis scrawl, 
And then Life’s book put by; 
Turn each to each 
In all simplicity: 
Ere the last flame is gone 
To warm us by.

Tit for Tat

Have you been catching of fish, Tom Noddy? 
Have you snared a weeping hare? 
Have you whistled, ‘No Nunny’, 
and gunned a poor bunny, 
or a blinded bird of the air?

Have you trod like a murderer through the 
green woods, 
Through the dewy deep dingles and glooms, 
While every small creature 
screamed shrill to Dame Nature, 
‘He comes – and he comes!’?

Wonder I very much do, Tom Noddy, 
If ever, when you are a-roam, 
An Ogre from space 
will stoop a lean face 
and lug you home:

Lug you home over his fence, Tom Noddy, 
Of thorn-sticks nine yards high, 
With your bent knees strung 
round his old iron gun 
and your head dan-dangling by:

And hang you up stiff on a hook, Tom 
Noddy, 
From a stone-cold pantry shelf, 
Whence your eyes will glare 
in an empty stare, 
till you’re cooked yourself! 
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Down by the salley gardens
Oliver Cromwell
Benjamin Britten 1913-1976

Britten and Peter Pears lived in North 
America between 1939 and 1942. They 
were prolific years for Britten, though 
not without feelings of homesickness. 
His settings of folksongs from the British 
Isles helped to settle him. Even better, 
when they were performed as encores, he 
noted that they created a ‘wow’ wherever 

they were performed. These two were 
performed at a concert in Michigan 
in November 1941. The Sally Gardens 
is a poem from Ireland (by W B Yeats 
published in 1889); Oliver Cromwell is a 
nursery rhyme from Suffolk. 
approximate durations: 3, 1 minutes

Down by the salley gardens

Down by the salley gardens 
 my love and I did meet; 
She passed the Sally Gardens 
 with little snow-white feet. 
She bid me take love easy, 
 as the leaves grow on the tree; 
But I, being young and foolish, 
 with her did not agree. 

In a field by the river 
 my love and I did stand, 
And on my leaning shoulder 
 she laid her snow-white hand. 
She bid me take life easy, 
 as the grass grows on the weirs; 
But I was young and foolish, 
 and now am full of tears.

Oliver Cromwell

Oliver Cromwell lay buried and dead, 
Hee-haw, buried and dead, 
There grew an old apple-tree over his head, 
Hee-haw, over his head.

The apples were ripe and ready to fall, 
Hee-haw, ready to fall, 
There came an old woman to gather them all, 
Hee-haw, gather them all.

Oliver rose and gave her a drop, 
Hee-haw, gave her a drop, 
Which made the old woman go hippety hop, 
Hee-haw, hippety hop.

The saddle and bridle, they lie on the shelf, 
Hee-haw, lie on the shelf, 
If you want any more you can sing it yourself, 
Hee-haw, sing it yourself.

Sunday 24th May 16:00 cont.
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Queille is one of the most ancient 
sites in Languedoc. The earliest 
written record of “Oc”, the language 
which gives the region its name, is 
a parchment of the contract for sale 
of some land at Queille in 1002 (in 
the Archives nationales). The house 
has gone through many incarnations 
and played a key part in the 13th 

century Cathar resistance against the 
Albigensian Crusade and during the 
French religious wars. The supply 
chain which kept the beleaguered 
mountain refuge of Montségur alive, 
during its infamous nine month siege in 
1244, was orchestrated from Queille. 
It is one of many rumoured repositories 
of the Cathar Treasure.

Queille
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Au Queille Chorale
Katie Bank – soprano
Sophie Dobson – alto
Oliver Boothroyd – tenor
James Ryan – bass

Iestyn Davies
Counter Tenor

After graduating in Archaeology and 
Anthropology from St John’s College, 
Cambridge Iestyn Davies studied at the Royal 
Academy of Music, London.

His operatic engagements have included Ottone 
(L’incoronazione di Poppea/Monteverdi) for Zürich 
Opera and Glyndebourne Festival Opera; 
Arsace (Partenope/Handel) for New York City 
Opera; Oberon (A Midsummer Night’s Dream/
Britten) for Houston Grand Opera, English 
National Opera and The Metropolitan Opera, 
New York; Apollo (Death in Venice/Britten) for 
English National Opera and in his house debut 
at La Scala, Milan; Hamor (Jephtha/Handel) for 
Welsh National Opera and Opera National de 
Bordeaux; Steffani’s Niobe at the Royal Opera 
House, Covent Garden; his debut at The 
Metropolitan Opera Unulfo (Rodelinda/Handel) 
where he has also appeared as Trinculo (The 
Tempest); the Lyric Opera of Chicago in Rinaldo; 
Bertarido (Rodelinda) for English National 
Opera; his debuts at the Opéra Comique and 
the Munich and Vienna Festivals in George 
Benjamin’s Written on Skin and the title role 
Rinaldo for Glyndebourne Festival Opera.

His concert engagements have included 
performances at the Teatro alla Scala, Milan 
with Dudamel, the Concertgebouw and 
Tonhalle with Koopman and at the Barbican, 
Théâtre des Champs-Élysées, Lincoln Centre 
and at the BBC Proms in the Royal Albert Hall 
with orchestras that include the Bournemouth 
Symphony Orchestra, London Philharmonic, 
Britten Sinfonia, Concerto Köln, Concerto 

Copenhagen, Ensemble Matheus, the Orchestra 
of the Age of Enlightenment, Academy 
of Ancient Music and Scottish Chamber 
Orchestra. He recently made his debut, in 
recital, at Carnegie Hall, New York. He enjoys a 
successful relationship with the Wigmore Hall, 
where, in the 2012/13 season, he curated his 
own Residency.

Engagements this season and beyond include 
Farinelli and the King at The Globe with 
Mark Rylance; concerts with the New York 
Philharmonic; David (Saul) for Glyndebourne 
Festival Opera and returns to London’s 
Wigmore Hall, the Royal Opera House, Covent 
Garden and the Metropolitan Opera, New York.

His recordings include two versions of Handel’s 
Messiah (New College Oxford, AAM/Naxos) 
and (Polyphony, Britten Sinfonia/Hyperion), 
Handel’s Chandos Anthems on Hyperion, 
Handel’s Flavio for Chandos with The Early 
Opera Company and Christian Curnyn, Bach’s 
Easter Oratorio with Retrospect Ensemble, his 
debut solo recording Live at the Wigmore Hall 
with his own Ensemble Guadagni, a disc of 
Porpora Cantatas with Jonathan Cohen and 
Arcangelo, an award winning disc of works by 
Guadagni for Hyperion, a CD of arias written 
for Guadagni, also for Hyperion and a disc of 
Handel arias with The King’s Consort for Vivat. 
His new CD The Art of Melancholy, a recital of 
songs by Dowland, was released in April 2014 
by Hyperion.

He is the recipient of the 2010 Royal 
Philharmonic Young Artist of the Year Award, 
the 2012 Gramophone Recital Award, the 2013 
Critics’ Circle Awards for Exceptional Young 
Talent (Singer) and the 2014 Gramophone 
Recital Award for his disc Arise, my muse on 
the Wigmore Live label.

Julius Drake
Piano

The pianist Julius Drake lives in London and 
specialises in the field of chamber music, 
working with many of the world’s leading artists, 
both in recital and on disc.

Highlights in his present schedule include 
an extensive tour of the USA with Matthew 
Polenzani; a four part Schumann Series at the 
Concertgebouw in Amsterdam; recordings 
with Sarah Connolly, Eva-Maria Westbroek, 
Christoph Pregardien, Ian Bostridge and Gerald 
Finley; recitals in his own series at the historic 
Middle Temple Hall, London; and a tour of 
Japan and Korea with Anne Sophie von Otter 
and Camilla Tilling.

Julius Drake’s many recordings include a 
widely acclaimed series with Gerald Finley 
for Hyperion, for which the Barber Songs, 
Schumann Heine Lieder and Britten Songs and 
Proverbs have won the 2007, 2009 and 2011 
Gramophone Awards; award winning recordings 
with Ian Bostridge for EMI; several recitals for 
the ‘Wigmore Live’ label, with among others 
Lorraine Hunt Liebersen, Matthew Polenzani, 
Joyce Didonato and Alice Coote; and recordings 
of Tchaikovsky and Mahler with Christianne 
Stotijn for Onyx and English song with Bejun 
Mehta for Harmonia Mundi.

Julius Drake is now embarked on a major 
project to record the complete songs of Franz 
Liszt for Hyperion: the second disc in the series, 
with Angelika Kirchschlager, won the BBC 
Music Magazine Award for 2012.

Julius Drake is also a committed teacher and 
is regularly invited to give master classes, this 
season in Aldeburgh, Basel, Toronto, Utrecht, 
and at the Schubert Institute in Baden bei 
Wien.

He is Professor at Graz University for Music and 
the Performing Arts in Austria, where he has a 
class for song pianists.

Highlights in his present schedule include 
an extensive tour of the USA with Matthew 
Polenzani; a four part Schumann Series at the 
Concertgebouw in Amsterdam; recordings 
with Sarah Connolly, Ian Bostridge and Gerald 
Finley; recitals in his own series at the historic 
Middle Temple Hall, London; and a tour of 
Japan and Korea with Anne Sophie von Otter 
and Camilla Tilling.

Thomas Dunford
Lute

Born in Paris in 1988, Thomas Dunford 
discovered the lute at the age of nine, thanks to 
his first teacher Claire Antonini. He completed 
his studies in 2006 at the Conservatoire 
Supérieur de Paris, when he obtained a 
unanimous first prize with honours in the class 
of Charles-Édouard Fantin. Thomas continued 
his studies at the Schola Cantorum in Basel 
with Hopkinson Smith, and was awarded his 
Bachelor’s degree in 2009.

From September 2003 through to January 
2005, Thomas gave his first performances 
playing the role of the lutenist in Shakespeare’s 
Twelfth Night on stage at the Comédie Française. 
Since then, Thomas has played recitals in New 
York’s Carnegie Hall and London’s Wigmore 
Hall, and made numerous solo or ensemble 
appearances in the most prestigious European 
festivals, including Ambronay, Arc La Bataille, 
Bozar, La Chaise-Dieu, Nantes, Saintes and 
Utrecht, and has also performed further afield 
in the United States, Israel, China, Japan and 
India.

Thomas’ first solo CD Lachrimae recorded for 
the French label Alpha in 2012, was unanimously 
acclaimed by critics and was awarded the 
Caecilia prize of 2013, BBC magazine calling 
him the “Eric Clapton of the lute”.

His extensive discography includes John 
Dowland’s music with Jeni Melia and 
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Christopher Goodwin; four CDs with La Capella 
Mediterranea of music by Barbara Strozzi, the 
works of Il Diluvio Universale and Nabucco by 
Falvetti and another work by Zamponi; two CDs 
of works by Farina and Romero with Clematis 
Ensemble; violin sonatas with Monica Hugget; 
two CDs of Forqueray and Dowland with Julien 
Léonard; Vivaldi with Nicola Benedetti; three 
recordings of Vivaldi with La Serenissima; 
Bacilly and Ferrabosco with A 2 Violes Esgales; 
Praetorius with Cappricio Stravagante; three 
CDs of Zelenka, Fasch and bassoon arias with 
Marsyas; six CDs with Arcangelo including 
Guadani arias for countertenor Iestyn Davies, 
Handel arias for Chris Purves, arias for Anna 
Prohaska, Monteverdi Madrigals, Couperin’s 
Leçons de Ténèbres, and Charpentier’s 
Leçons de Ténèbres; Bach’s B minor Mass 
with Pygmalion; Geoffroy with harpsichordist 
Aurélien Delage; early Baroque songs and jazz 
standards with soprano Jody Pou; Dowland 
with countertenor Jean-Michel Fumas; the 
early French composer Attaignant with Pierre 
Gallon; an English manuscript with La Sainte 
Folie Fantastique; a duet CD of Dowland with 
Iestyn Davies; Italian 17th century repertoire for 
cornetto with La Fenice; Airs by Lambert with 
Les Arts Florissants, and Bach Traverso Suites 
with Les Musiciens de Saint Julien, his second 
solo recording for Alpha of Kapsberger with 
Anna Reinhold.

Thomas is regularly in demand, playing a variety 
of early plucked string instruments with the 
ensembles Les Arts Florissants, Akadémia, 
Amarillis, Les Ambassadeurs, Arcangelo, La 
Cappella Mediterranea, Capriccio Stravagante, 
Le Centre de Musique Baroque de Versailles, 
La Chapelle Rhénane, Clématis, Collegium 
Vocale Gent, Le Concert Spirituel, Le Concert 
d’Astrée, A 2 Violes Esgales, The English 
Concert, L’Ensemble Baroque de Limoges, La 
Fenice, Les Folies Françaises, The Irish Baroque 
Orchestra, Marsyas, Les Musiciens du Louvre, 
Les Musiciens du Paradis, Les Musiciens 
de Saint Julien, Les Ombres, Pierre Robert, 

Pygmalion, La Sainte Folie Fantastique, Scherzi 
Musicali, La Serenissima, Les Siècles.

The Scottish Chamber Orchestra and La 
Symphonie du Marais.

Thomas is attracted to a wide variety of music 
including jazz, and has collaborated in chamber 
music with conductors and soloists Paul Agnew, 
Leonardo García Alarcón, Nicola Benedetti, 
Alain Buet, William Christie, Jonathan 
Cohen, Christophe Coin, Iestyn Davies, Bobby 
McFerrin, Monica Hugget, Alexis Kosenko, 
François Lazarevitch, Anne-Sofie von Otter, 
Hugo Reyne, Skip Sempé and Jean Tubéry.

Jonny Hoyle
Accordion

Jonny Hoyle first picked up the accordion as a 
more portable alternative to his beloved piano 
and, finding its wide-ranging “concord of 
sounds” the perfect polyphonic accompaniment 
to his combination of heartfelt and witty lyrics, 
hasn’t put it down. His repertoire ranges from 
frenzied folk-influenced numbers to poignant 
and poetic pieces, each conveyed with an 
arresting energy and distinctive personality. 
His song-writing displays a rare talent, each 
composition not only telling a story but 
taking the listener on a journey, from simple 
lyrical lines leading into hooky choruses, some 
haunting, some urging you to join in. 

After studying music at Goldsmiths, Jonny 
is in demand as an accordion, piano, clarinet 
and saxophone teacher, regularly performs at 
UK music festivals, theatre productions and 
is active on the London gig circuit. Head of 
Music at a secondary school, Jonny has found 
his ability to connect with people through 
music has proved essential. Born in Yorkshire, 
Jonny now lives in North-East London where 
he runs The Walthamstow Children’s Choir, 
accompanied of course by his accordion.

Le Cirque La Cabriole
Loïc Arnauld 
Marie Guerrini 
Paquito Columpio

Le Cirque La Cabriole was founded in 
2002 by, two young circus artists trained in 
aerial acrobatics, juggling, mime and floor 
acrobatics, mainly at “Les Noctambules” 
school of Michel Nowak in Nanterre. 
Based in the Ariège, they perform across 
the Midi–Pyrénées region and beyond. 
They will be joined by Paquito Columpio, 
clown, juggler and musician.

Lily and Co
Julia Vardigans 
Amy Vardigans 
Lily Vardigans

An English family band with mother Julia and 
her three daughters – though Sophie is unable 
to attend this year. They are based in Heidelberg, 
Germany and have been performing Celtic, 
Folk, Klezmer, Country and Blues together for 
17 years.

Julia’s atmospheric arrangements for a diversity 
of styles and instruments including fiddles, 
flutes, pipes, mandolin, ukulele, cello, guitar 
and percussion, are designed to keep the Jigs 
a’reeling and the feet a’tapping.

They are regular guests at festivals in Holland, 
England, Germany and France including 
the International Silent Movie Festival in 
Heidelberg. They have performed at every 
Queille festival to date and have produced four 
albums.

Further projects for which they have been 
engaged include street festivals, charity concerts 
and four theatre productions for children, 
written by Julia.

Navarra Quartet
Magnus Johnston 
Marije Johnston 
Simone van der Giessen 
Brian O’Kane

Since its formation in 2002, the Navarra 
Quartet has built an international reputation 
as one of the most dynamic and poetic string 
quartets of today. Selected for representation 
by the Young Classical Artists Trust (YCAT) 
from 2006 to 2010, they have been awarded 
the MIDEM Classique Young Artist Award, 
a Borletti- Buitoni Trust Fellowship, a Musica 
Viva tour and prizes at the Banff, Melbourne 
and Florence International String Quartet 
Competitions.

The Navarra Quartet has appeared at major 
venues throughout the world including the 
Wigmore Hall, Amsterdam Concertgebouw, 
Luxembourg Philharmonie, Berlin Konzerthaus, 
and international festivals such as Bath, 
Grachten, Sandviken, Schwetzinger, Rheingau, 
Mecklenburg- Vorpommern, Huntingdon 
(Australia), Aix-en-Provence, Bellerive and the 
BBC Proms. Further afield they have given 
concerts in Russia, the USA and the Middle East 
and have been broadcast on BBC Radio 3, RAI 
3 (Italy), Radio 4 (Holland), SWR (Germany), 
Radio Luxembourg and ABC Classic FM 
(Australia). The Quartet has collaborated with 
artists such as Li-Wei, Guy Johnston, Mark 
Padmore, Allan Clayton, Francesco Piemontesi, 
John O’Conor, Jack Liebeck, Simone Young 
and the National Youth Orchestra of Great 
Britain.

Highly-acclaimed recordings include Haydn’s 
The Seven Last Words for Altara Records and a 
disc of Pēteris Vasks’ first three String Quartets 
for Challenge Records, which they recorded 
whilst working closely with the composer 
himself. The recording was described by critics 
as “stunning”, “sensational” and “compelling”, 
and was nominated for the prestigious German 
Schallplattenkritik Award. Earlier in 2013, 
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the Navarra Quartet recorded a disc for NMC 
Records featuring the music of Joseph Phibbs, 
due for release in the coming months.

Formed at the Royal Northern College of 
Music, they commenced their studies under 
the guidance of Alasdair Tait and the late 
Dr. Christopher Rowland. Their development 
continued with studies in Cologne with the 
Alban Berg Quartet, Pro- Quartet in Paris, the 
International Musicians Seminar at Prussia 
Cove and from residencies at the Britten-Pears 
School in Aldeburgh and at the Verbier Festival 
in Switzerland.

The Navarra Quartet is the recipient of the 
ChamberStudio Mentorship 2013, generously 
supported by the Musicians Benevolent Fund. 
Combined with their constant desire for 
evolution, the mentorship has allowed them 
to continue working with renowned musicians 
such as Eberhard Feltz, David Waterman and 
Ferenc Rados.

The Quartet plays on a variety of fine 
instruments which include a Hieronymus II 
Amati and Panormo violins, an unknown, old 
English viola and a Ruggieri cello.

Magnus Johnston – Violin

Magnus Johnston began his musical education 
as a chorister of the Choir of King’s College, 
Cambridge, with which he toured all over the 
world. He won a scholarship to Chetham’s 
School of Music in Manchester where he 
studied with professor Wen Zhou Li, and then 
gained a scholarship to the RNCM where he 
studied with Dr Christopher Rowland.

Magnus is a founder member of the Aronowitz 
Ensemble. Since joining the BBC’s New 
Generation Artists scheme in 2006, the 
Aronowitz Ensemble has featured extensively 
on BBC Radio 3. In addition to numerous 
studio recordings, broadcasts have included 
performances from the Wigmore and 
Bridgewater Halls, the Sage Gateshead, and 

the Aldeburgh, Bath, Cheltenham and City of 
London Festivals. The Ensemble made its BBC 
Proms debut in 2008, and returned for two 
further performances at the Proms in 2009. In 
2009 the Ensemble won the prestigious Borletti 
Buitoni Special Ensemble Scholarship.

He plays a Hieronymus II Amati violin, made 
possible by the incredible support of his parents 
and many other investors.

Marije Johnston – Violin

Dutch violinist Marije Johnston (née 
Ploemacher) started violin lessons with Marie-
Jose Beks when she was seven years old. Three 
years later she joined the ‘Young Talent Class’ at 
the conservatoire of Utrecht to study with Joyce 
Tan. In 1998 she continued her studies with 
Jan Repko and Ilya Grubert at the Sweelinck 
Conservatoire in Amsterdam. For several 
years Marije led the Netherlands Youth String 
Orchestra with which she also performed as a 
soloist and from 2002-2005 she was a member 
of the European Union Youth Orchestra.

In 2002 Marije came to England to study at 
the Royal Northern College of Music with Jan 
Repko. During her time at the Royal Northern 
College of Music Marije won numerous prizes, 
including all the RNCM’s chamber music 
prizes as a member of the Navarra Quartet. As 
a soloist Marije performed Shostakovich’s violin 
concerto No. 1 with the RNCM’s Symphony 
Orchestra after winning the prestigious concerto 
auditions held at the RNCM in 2003 and in the 
following years performed concertos by Tippett, 
Schnittke and the Brahms Double Concerto with 
the same orchestra. Awarded the RNCM’s 
highest accolade, the Gold Medal, Marije 
went on to gain her B(mus) from the RNCM 
with First Class Honours and her Professional 
Performance Diploma (2005) and Postgraduate 
Diploma (2007) both with distinction.

Marije is much in demand as a chamber 
musician and often plays with ensembles such 

as the Fibonacci Sequence, Schubert Ensemble 
and Aronowitz Ensemble.

Marije plays a Vicenzo Panormo kindly on loan 
from the Dutch Nationaal Muziekinstrumenten 
Fonds.

Simone van der Giessen – Viola

Violist Simone van der Giessen was born in 
Amsterdam in 1984. Since the age of 5, music 
and the violin have played an important role 
in her life. In 2002, Simone moved to the UK  
to continue her studies with Jan Repko at the 
Royal Northern College of Music. It was in 
Manchester, that as a founding member of the 
Navarra String Quartet, chamber music became 
the centre of her musical life. In 2004 she 
began studying viola with Predrag Katanic and 
after graduating in June 2006 with First Class 
Honours she won the RNCM’s Cecil Aronowitz 
Prize for viola and performed Walton’s concerto 
for viola with the RNCM Symphony Orchestra. 
In 2009 she performed in the Royal Festival 
Hall with pianist Amy de Sybel after receiving a 
Martin Music Scholarship.

Outside of the quartet, Simone is in much 
demand as a chamber musician and is frequently 
invited to perform with chamber orchestras and 
ensembles such as the Aronowitz Ensemble, 
Britten Sinfonia, Ensemble 360 and the Mahler 
Chamber Orchestra. Other chamber music 
partners have included Anthony Marwood, Paul 
Watkins and Richard Lester.

Simone’s biggest influences came from her 
professors Jan Repko, Predrag Katanic, Alasdair 
Tait and Chris Rowland at the RNCM and 
David Takeno at the GSMD. Other musical 
influences came from studies at festivals and 
schools such as Bowdoin and California 
Festivals, the International Musicians Seminar, 
Cologne Hochschüle and Chamber Studio 
with the Alban Berg Quartet, Gábor Takács-
Nagy, Thomas Riebl, Gyorgy Kurtag, Eberhard 
Feltz and Ferenc Rados. Simone was grateful 

for the generous support of both the Prince 
Bernard Cultural Foundation of Holland and 
the Martin Music Scholarship Fund throughout 
her studies.

Simone plays on a mid 19th Century English 
viola of an unknown maker.

Brian O’Kane – Cello

Brian O’Kane is quickly establishing himself 
as one of the finest Irish musicians of his 
generation and is in increasing demand as both 
a soloist and chamber musician. He came to 
prominence by taking first prize at the Windsor 
Festival International String Competition,and 
is also a former prizewinner of the Royal 
Over-Seas League Competition, the Accenture 
Bursary Award and the Camerata Ireland Young 
Musician Award. In 2008, Brian performed 
with Camerata Ireland in Dublin’s National 
Concert Hall under Barry Douglas and with the 
Philharmonia Orchestra at Highgrove before 
the Prince of Wales. He appeared again with 
the Philharmonia Orchestra under Vladimir 
Ashkenazy at the 2009 Windsor Festival. Brian 
has recently been awarded the National Concert 
Hall of Ireland’s ‘Rising Star’ award.

An avid chamber musician, Brian has toured 
extensively throughout the Far East, Australasia 
and Europe. He has collaborated with a wide 
variety of artists such as the Vanbrugh Quartet, 
Michael Collins, Ian Bostridge, Pekka Kuusisto 
and Alison Balsom. He enjoys playing as a 
founding member of the Cappa Ensemble 
who are currently on the Young Artist roster 
of Ireland’s Music Network and as a member 
of the Navarra Quartet. Also a keen explorer 
of contemporary music, he has worked closely 
with composers such as Wilson, Kancheli, 
Auerbach and Widmann. Brian has appeared at 
many festivals and concert halls throughout the 
world, including the West Cork, Drumcliffe, 
Edinburgh, Verbier, Radio France-Montpellier 
and Clandeboye Festivals, Bridgewater Hall, 
St. John’s Smith Square, the Barbican, Bozar 
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– Brussels, Suntory Hall – Tokyo and has 
been broadcast on RTE Lyric FM, BBC Radio 
3, Radio New Zealand and Radio France. In 
2012, Brian made his debut with the National 
Symphony Orchestra of Ireland live on radio 
and his Wigmore Hall debut as a Maisie 
Lewis Young Artist. He appeared again at the 
Wigmore Hall in 2013 as a Kirckman Concert 
Society Young Artist.

An award winning graduate of both the Royal 
Academy of Music and the Guildhall School of 
Music and Drama, Brian‘s biggest influences 
have come from Louise Hopkins and at the 
International Musicians Seminars, Prussia Cove 
from studies with Ralph Kirshbaum, Gábor 
Takács-Nagy and Steven Isserlis. During his 
studies, Brian was extremely grateful for the 
generous support of the Musicians Benevolent 
Fund, the Martin Musical Scholarship Fund 
and the Worshipful Company of Musicians. 
Brian currently plays on a Francesco Ruggieri 
cello, made in Cremona c.1690.

Tom Poster
Piano

“And what can I say about the excellent Tom 
Poster? His versatility and unerring sense of 
what works best marks him out as a musician’s 
musician and everyone in the business should 
be beating a path to his door” – MusicWeb 
International, Cheltenham Festival 2011

Tom Poster is internationally recognised as a 
pianist of outstanding artistry and versatility, 
equally in demand as soloist and chamber 
musician across an unusually extensive repertoire. 
He has been described as “a marvel, [who] 
can play anything in any style” (The Herald), 
“an unparalleled sound-magician” (General-
Anzeiger), a “young lion” (The Guardian), and 
as possessing “great authority and astounding 
virtuosity” (Est Républicain). He won First Prize 
at the Scottish International Piano Competition 

2007, the Ensemble Prize at the Honens 
International Piano Competition 2009, and 
the keyboard sections of the Royal Over-Seas 
League and BBC Young Musician of the Year 
Competitions in 2000.

Since his London concerto debut at the age of 
13, Tom has appeared in a wide-ranging concerto 
repertoire of over 30 major works, including 
Beethoven with the Royal Philharmonic 
Orchestra at the Royal Albert Hall, Brahms and 
Ligeti with the Scottish Chamber Orchestra 
and Robin Ticciati, Chopin with the European 
Union Chamber Orchestra, Grieg with the Hallé 
at Bridgewater Hall and the China National 
Symphony in Beijing, John Ireland with the 
State Capella Philharmonic in St Petersburg, 
Rachmaninov with the BBC Philharmonic/Yan 
Pascal Tortelier and BBC Scottish Symphony/
James Loughran, Schumann with the Atlantic 
Classical Orchestra in Florida, Beethoven Triple 
with Southbank Sinfonia/Vladimir Ashkenazy, 
and Scott Bradley’s Cat Concerto with Aurora 
Orchestra/Nicholas Collon. Highlights of the 
2014/15 season include performances at the 
Lammermuir Festival, in Bern with Alison 
Balsom, of Rachmaninov’s Piano Concerto No. 2 
with the Hallé and of Ligeti’s Piano Concerto 
with the Birmingham Contemporary Music 
Group.

Tom features regularly on BBC Radio 3 as soloist 
and chamber musician, and appeared in both 
capacities at the BBC Proms in 2008, 2009 and 
2011. He has given solo recitals at the Barbican 
Hall and at the Brighton, City of London, 
Edinburgh, Presteigne and Spoleto Festivals, as 
well as in Canada, France, Germany, Spain and 
Switzerland. Tom enjoys duo partnerships with 
Alison Balsom, Guy Johnston and Jennifer Pike, 
has recently collaborated with Ian Bostridge at the 
Aldeburgh Festival and Steven Isserlis at Wigmore 
Hall, and has performed piano quintets with 
the Badke, Brodsky, Carducci, Elias, Endellion, 
Martinu, Medici, Navarra, Sacconi and Skampa 
Quartets. As pianist of the Aronowitz Ensemble 
(BBC New Generation Artists 2006-2008), he 

has appeared at the Concertgebouw Amsterdam, 
the Aldeburgh, Bath and Cheltenham Festivals, 
and on several occasions at Wigmore Hall. The 
Aronowitz Ensemble’s two CDs on the Sonimage 
label have received great critical acclaim, as have 
Tom’s two recent discs for Chandos, including 
Chausson’s Concert with Jennifer Pike and the 
Doric Quartet. His debut solo CD, In Dance and 
Song, was released on Champs Hill Records in 
January 2014. In December 2014 Tom embarks 
on a three-album deal with Edition Classics.

Alongside his busy pianistic career, Tom has 
appeared as presenter and guest expert on 
BBC television and radio, given masterclasses 
at Dartington International Summer School 
and in Singapore, acted as Artistic Director of 
Chacombe Music Festival, and moonlighted as 
conductor, cellist, oboist, recorder player and 
reciter (Walton’s Façade). Tom’s arrangements 
of Gershwin and Cole Porter songs have been 
extensively performed and recorded, while recent 
commissions undertaken as a composer include 
two works for Alison Balsom; a chamber opera, 
The Depraved Appetite of Tarrare the Freak, for Wattle 
& Daub Figure Theatre; and the soundtrack for 
Perfect Features’ upcoming feature film, A Million 
Happy Nows.

Born in 1981, Tom studied with Joan Havill at 
the Guildhall School of Music and Drama, where 
he held a Postgraduate Fellowship, and at King’s 
College, Cambridge, where he gained a Double 
First in Music.

Spoon Fashion
Merlin Sheldrake – Accordion
Rob Slater – Trumpet
Ben Pennington – Trombone
Ed Macdonald – Percussion
Katya Herman – Harp

Spoon Fashion is an ephemeral quartet, and 
has been formed and dissolved many times over 
the course of its history. Although most widely 

known for its unstable waltzes, Spoon Fashion 
works with an eclectic repertoire. Currently, 
the foremost concern of the ensemble is that of 
rhythmic and harmonic balance and imbalance, 
and their set aims to enact this enquiry. Like 
scurvy, which can cause the long-healed and 
forgotten wounds of ship-bound mariners to 
open again, Spoon Fashion plays games with 
time. Melodies and rhythm are unclamped. 
Themes are served alive, freshly shucked. 
Unoxidised harmonies are revealed. But our 
mariners’ wounds will not be left open. Spoon 
Fashion will do more than scurvy ever could, 
deftly weaving a suture to leave us looking 
forward to tomorrow.

Staircase Band
Arjun Kingdon – Violin
Merlin Sheldrake – Accordion
Rob Slater – Trumpet
Ben Pennington – Trombone
Ed Macdonald – Percussion
Katya Herman – Harp
Misha Mullov-Abbado – Double Bass

With their well-honed and untempered 
performance, The Staircase Band, a septet of 
trumpet, trombone, fiddle, accordion, bass, 
harp and percussion will stir up a hurly-burly 
dervish. Fleet-fingered, and on the wonk, The 
Staircase Band specialise in the early 20th 
century Romani music of Eastern Europe and 
beyond, which they have performed at esteemed 
London venues such as The Roundhouse and 
Cargo, not to mention their years of storming 
the Cambridge folk music scene. Boasting stage 
moves to upstage even the most accomplished 
of contortionists, these seven vagrant pedlars of 
ditties, reels, chorales, jigs and czárdás are sure 
to transform any atmosphere into a wonderful 
explosion of noise, energy and laughter, giving 
anyone within earshot an impulsive desire to get 
up and dance.
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Sung Eucharist

Chapelle de Saint Sylvain et les Sept Frères Martyrs

Château de Queille

Pentecôte Pentecost

Une offrande sera prise, à la fin de la messe, pour le 
Centre de Santé Mentale «Telema» de Kinshasa (Les 

Sœurs Hospitalières).

A retiring collection will be taken, for the work of 
the Telema Centre, Kinshasa, which is run by the 

Sœurs Hospitalières

Mass

Victoria, Missa O quam gloriosum est regnum

Celebrant

Reverend Robin-Harry Fairbrother

Singers and Musician

Katie Bank, Sophie Dobson, Oliver Boothroyd, James Ryan

Katya Herman (Harp)



Sung Eucharist

On est invités à dire des parts montrées par les 
CARACTÈRES BLEUS

Le peuple restant debout
DIEU tout-puissant, qui vois tous les cœurs à 
découvert, à qui tous les désirs sont connus, et à qui nul 
secret n’est caché, sanctifie les pensées de nos cœurs 
par l’inspiration de ton Saint-Esprit; afin que nous 
puissions t’aimer parfaitement, et célébrer dignement 
ton saint Nom; par Christ, notre Seigneur. Amen.

Le chœur CHANTERA

Kyrie eleison, Kyrie eleison, Kyrie eleison 
Christe eleison, Christe eleison, Christe eleison 
Kyrie eleison, Kyrie eleison, Kyrie eleison.

Le Seigneur soit avec vous.
Et avec ton esprit.

Prions Dieu : O Dieu, qui, dans ce temps, instruisis 
les cœurs de ton peuple fidèle, par l’envoi de la lumière 
de ton Saint-Esprit; donne-nous, par ce même Esprit, 
de juger sainement de toutes choses, et de nous réjouir 
toujours dans le sentiment de ses saintes consolations; 
par les mérites de Jésus-Christ, notre Sauveur, qui vit 
et règne avec toi, dans l’unité du même Esprit, un seul 
Dieu, aux siècles des siècles.

Amen.

ASSEYEZ-VOUS s’il vous plaît

ÉPÎTRE

Une lecture du Livre des Actes des Apôtres 
(Ac 2, vv 1-11)

Quand arriva la Pentecôte, ils se trouvaient réunis 
tous ensemble. Soudain il vint du ciel un bruit pareil à 
celui d’un violent coup de vent : toute la maison où ils 
se tenaient en fut remplie. Ils virent apparaître comme 
une sorte de feu qui se partageait en langues et qui se 
posa sur chacun d’eux. Alors ils furent tous remplis 
de l’Esprit Saint : ils se mirent à parler en d’autres 
langues, et chacun s’exprimait selon le don de l’Esprit.

Or, il y avait, séjournant à Jérusalem, des Juifs 
fervents, issus de toutes les nations qui sont sous 
le ciel. Lorsque les gens entendirent le bruit, ils se 
rassemblèrent en foule. Ils étaient dans la stupéfaction 

The congregation are invited to say parts shown 
in BLUE TYPE

Please STAND as the clergy enter
Almighty God, unto whom all hearts be open, 
all desires known, and from whom no secrets 
are hid; Cleanse the thoughts of our hearts by 
the inspiration of thy Holy Spirit, that we may 
perfectly love thee, and worthily magnify thy 
Holy Name; through Christ our Lord. Amen.

The choir will SING

Lord have mercy, Lord have mercy, Lord have mercy 
Christ have mercy, Christ have mercy, Christ have mercy 
Lord have mercy, Lord have mercy, Lord have mercy

The Lord be with you.
And with thy spirit.

Let us pray: O God, who at this time didst teach the 
hearts of thy faithful people by sending to them the 
light of thy Holy Spirit: grant us by the same Spirit 
to have right judgement in all things and evermore 
to rejoice in his holy comfort; through the merits of 
Christ Jesus our Saviour, who liveth and reigneth with 
thee, in the unity of the same Spirit, one God, now 
and for ever.

Amen.

Please SIT

EPISTLE

A reading from The Acts of the Apostles 
(Ch 2, vv 1-11)

And when the day of Pentecost had fully come, they 
were all with one accord in one place. And suddenly 
there came a sound from heaven as of a rushing mighty 
wind, and it filled all the house where they were sitting. 
And there appeared unto them cloven tongues like as 
of fire, and it sat upon each of them. And they were 
all filled with the Holy Ghost and began to speak with 
other tongues, as the Spirit gave them utterance.

And there were dwelling at Jerusalem Jews, devout 
men, out of every nations under heaven. Now when 
this was noised abroad, the multitude came together, 
and were confounded, because that every man heard 

parce que chacun d’eux les entendait parler sa propre 
langue. Déconcertés, émerveillés, ils disaient: Ces 
hommes qui parlent ne sont-ils pas tous des Galiléens? 
Comment se fait-il que chacun de nous les entende 
dans sa langue maternelle? Parthes, Mèdes et 
Élamites, habitants de la Mésopotamie, de la Judée 
et de la Cappadoce, des bords de la mer Noire, de la 
province d’Asie, de la Phrygie, de la Pamphylie, de 
l’Égypte et de la Libye proche de Cyrène, Romains 
résidant ici, Juifs de naissance et convertis, Crétois et 
Arabes, tous nous les entendons proclamer dans nos 
langues les merveilles de Dieu

Parole du Seigneur.
Rendons grâce à Dieu.

LEVEZ-VOUS s’il vous plaît

Le Seigneur soit avec vous.
Et avec ton esprit.

L’Évangile de Jésus-Christ suite Saint Jean, chapitre 
14, commencement à vers 15 et 23
Gloire à toi, ô Seigneur.

Si vous m’aimez, vous suivrez mes enseignements. Et moi, 
je demanderai au Père de vous donner un autre Défenseur 
de sa cause, afin qu’il reste pour toujours avec vous. C’est 
l’Esprit de vérité, celui que le monde est incapable de recevoir 
parce qu’il ne le voit pas et ne le connaît pas. Quant à vous, 
vous le connaissez, car il demeure auprès de vous, et il sera en 
vous. Non, je ne vous laisserai pas seuls comme des orphelins, 
mais je reviendrai vers vous. Sous peu, le monde ne me verra 
plus; mais vous, vous me verrez parce que je suis vivant et 
que, vous aussi, vous vivrez. Quand ce jour viendra, vous 
connaîtrez que je suis en mon Père; vous saurez aussi que 
vous êtes en moi, et que moi je suis en vous. Celui qui m’aime 
vraiment, c’est celui qui retient mes commandements et les 
applique. Mon Père aimera celui qui m’aime; moi aussi, je 
lui témoignerai mon amour et je me ferai connaître à lui.’

Jude, qu’il ne faut pas confondre avec Judas Iscariot, 
lui demanda: ‘Seigneur, pourquoi est-ce seulement à 
nous que tu veux te manifester, et non au monde?’ 
Jésus lui répondit: ‘Si quelqu’un m’aime, il obéira à ce 
que j’ai dit. Mon Père aussi l’aimera: nous viendrons 
tous deux à lui et nous établirons notre demeure 
chez lui. Mais celui qui ne m’aime pas ne met pas 
mes paroles en pratique. Or, cette Parole que vous 

them speak in his own language. And they were 
all amazed and marveled, saying one to another, 
Behold, are not all these which speak Galilæans? 
And how hear we every man in our own tongue 
wherein we were born? Parthians, and Medes, and 
Elamites, and the dwellers in Mesapotamia, and 
in Judea, and Cappadocia, in Pontus, and Asia, 
Phrygia and Pamphylia, in Egypt, and in the parts 
of Libya about Cyrene, and the strangers of Rome, 
Jews and proselytes, Cretes and Arabians, we do 
hear them speak in our tongues the wonderful works 
of God.

This is the word of the Lord.
Thanks be to God.

Please STAND

The Lord be with you.
And with thy spirit.

The Gospel according to Saint John, Chapter 14, 
beginning at verse 15 and 23
Glory be to thee, O Lord

If ye love me, keep my commandments. And I will 
pray the Father, and he shall give you another 
Comforter, that he may abide with you for ever; 
Even the Spirit of truth; whom the world cannot 
receive, because it seeth him not, neither knoweth 
him: but ye know him; for he dwelleth with you, 
and shall be in you. I will not leave you comfortless: 
I will come to you. Yet a little while, and the world 
seeth me no more; but ye see me: because I live, ye 
shall live also. At that day ye shall know that I am 
in my Father, and ye in me, and I in you. He that 
hath my commandments, and keepeth them, he it is 
that loveth me: and he that loveth me shall be loved 
of my Father, and I will love him, and will manifest 
myself to him.

Judas saith unto him, not Iscariot, Lord, how is 
it that thou wilt manifest thyself unto us, and not 
unto the world? Jesus answered and said unto him, 
If a man love me, he will keep my words: and my 
Father will love him, and we will come unto him, 
and make our abode with him. He that loveth me 
not keepeth not my sayings: and the word which 
ye hear is not mine, but the Father’s which sent 



entendez ne vient pas de moi, c’est la Parole même 
du Père qui m’a envoyé. Je vous dis tout cela pendant 
que je suis encore avec vous. Mais le Défenseur, le 
Saint-Esprit que le Père enverra en mon nom, vous 
enseignera toutes choses et vous rappellera tout ce que 
je vous ai dit moi-même

Acclamons la Parole de Dieu.
Louange à toi, ô Christ.

Au nom du Père, et du Fils, et du Saint-Esprit.
Amen.

ASSEYEZ-VOUS s’il vous plait

HOMÉLIE

Restez-vous assis pendant le chœur CHANTE 
le Credo

Credo in unum Deum, Patrem omnipotentem, 
factorem coeli et terrae, visibilium omnium 
et invisibilium. Et in unum Dominum Jesum 
Christum, Filium Dei unigenitum. Et ex Patre 
natum ante omnia saecula. Deum de Deo, lumen 
de lumine, Deum verum de Deo vero. Genitum, non 
factum, consubstantialem Patri: per quem omnia 
facta sunt. Qui propter nos homines, et propter 
nostram salutem descendit de coelis. Et incarnatus 
est de Spiritu Sancto ex Maria Virgine: et homo 
factus est. Crucifixus etiam pro nobis; sub Pontio 
Pilato passus, et sepultus est. Et resurrexit tertia 
die, secundum Scripturas. Et ascendit in coelum: 
sedet ad dexteram Patris. Et iterum venturus est 
cum gloria judicare vivos et mortuos. cujus regni 
non erit finis. Et in Spiritum Sanctum, Dominum 
et vivificantem: qui ex Patre Filioque procedit. Qui 
cum Patre, et Filio simul adoratur et conglorificatur: 
qui locutus est per Prophetas. Et in unam, sanctam, 
catholicam et apostolicam Ecclesiam. Confiteor 
unum baptisma in remissionem peccatorum. Et 
exspecto resurrectionem mortuorum. Et vitam 
venturi saeculi. Amen.

Prions

Quelques prières seront dites pour l’église, la 
création, la communauté, ceux qui souffrent et 
les morts. À la fin de chacune:

me. These things have I spoken unto you, being 
yet present with you. But the Comforter, which is 
the Holy Ghost, whom the Father will send in my 
name, he shall teach you all things, and bring all 
things to your remembrance, whatsoever I have said 
unto you.

This is the Gospel of the Lord.
Praise be to Thee O Christ.

In the name of the Father, the Son, and the Holy Spirit.
Amen.

Please SIT

SERMON

Remain seated while the choir SING the 
Creed

I believe in One God the Father Almighty, Maker 
of heaven and earth, and of all things visible and 
invisible; and in one Lord Jesus Christ, the only 
begotten son of God, begotten of his Father before all 
worlds, God of God, Light of Light, Very God of Very 
God, begotten, not made, being of one substance with 
the Father, by whom all things were made. Who for us 
men, and for our salvation, came down from heaven 
and was incarnate by the Holy Ghost of the Virgin 
Mary and was made man. And was crucified also for 
us under Pontius Pilate; he suffered and was buried. 
And the third day he rose again, according to the 
Scriptures, and ascended into heaven. And sitteth on 
the right hand of the Father. And he shall come again 
with glory to judge both the quick and the dead: whose 
kingdom shall have no end. And I believe in the Holy 
Ghost. The Lord and giver of life, who proceedeth 
from the Father and the Son; who with the Father 
and the Son together is worshipped and glorified; who 
spake by the Prophets. And I believe one Catholic and 
Apostolic Church. I acknowledge one Baptism for the 
remission of sins. And I look for the Resurrection of 
the dead, and the life of the world to come. Amen

Let us pray

Prayers will be said for the church, creation, the 
community, those who suffer and the dead. At 
the end of each:

Sung Eucharist

Seigneur, prends pitié
Écoutez notre prière

VOUS qui êtes touchés d’un véritable et sincère repentir 
de vos péchés; qui avez l’amour et la charité que vous devez 
avoir pour votre prochain; et qui êtes résolus de mener une 
vie nouvelle, en vous conformant aux commandements de 
Dieu, et en marchant, désormais, dans ses saintes voies; 
approchez avec foi; recevez ce saint Sacrement pour votre 
réconfort; et dévotement agenouillés, faites votre humble 
confession à Dieu tout-puissant :
Dieu tout-puissant, notre Père céleste, 
nous avons péché contre toi et contre nos 
prochains, en pensée, en parole, par action et 
par omission. Nous pleurons nos péchés. Au 
nom de ton fils, Jésus Christ, Pardonne-nous 
tout ce qui est passé, et donne que nous te 
servions dans une nouvelle vie, à la gloire de 
ton nom. Amen.

QUE le Dieu tout-puissant, notre Père céleste, qui, dans sa 
grande miséricorde, a promis la rémission des péchés à tous 
ceux qui se convertissent à lui, avec une sérieuse repentance 
et une véritable foi, ait pitié de vous; qu’il vous pardonne 
tous vos péchés et vous en délivre; qu’il vous soutienne et 
vous affermisse en tout bien; et qu’il vous conduise à la vie 
éternelle, par Jésus-Christ, notre Seigneur.
Amen.

Écoutez les paroles pleines de consolation que Jésus-Christ, notre 
Sauveur, adresse à tous ceux qui reviennent à lui sans feinte:

Venez à moi, vous tous qui êtes fatigués et chargés, et 
je vous soulagerai, S. Matthieu xi. 28.

Écoutez aussi ce que dit Saint Paul:

C’est une parole certaine et entièrement digne d’être 
reçue, que Jésus-Christ est venu dans le monde pour 
sauver les pécheurs. 1 Timothée i. 15.

LEVEZ-VOUS s’il vous plaît

Que la paix du Seigneur soit toujours avec vous
Et avec votre esprit

Après le signe de paix, ASSEYEZ-VOUS, s’il vous plaît.

Un HYMNE, O quam gloriosum est regnum, 
de Tomás Luis de Victoria, sera chanté par le chœur 
pendant que les dons soient amenés vers l’autel

Lord, in your mercy
Hear our prayer

Ye that do truly and earnestly repent you of 
your sins, and are in love and charity with your 
neighbours, and intend to lead a new life, following 
the commandments of God, and walking from 
henceforth in his holy ways; Draw near with faith, 
and take this holy Sacrament to your comfort; and 
make your humble confession to Almighty God, 
meekly kneeling upon your knees:
Almighty God, our heavenly Father, we have sinned 
against thee and against our neighbour, in thought 
and word and deed, through negligence, through 
weakness, through our own deliberate fault. We are 
heartily sorry and repent of all our sins. For the sake 
of thy Son Jesus Christ, who died for us, forgive us 
all that is past, and grant that we may serve thee in 
newness of life to the glory of thy name. Amen.

Almighty God, our heavenly Father, who of his great 
mercy hath promised forgiveness of his sins to all them 
that with hearty repentance and true faith turn unto 
him; Have mercy upon you; pardon and deliver you 
from all your sins; confirm and strengthen you in all 
goodness; and bring you to everlasting life; through 
Jesus Christ our Lord.
Amen.

Hear what comfortable words our Saviour Christ 
saith unto all that truly turn to him:

Come unto me, all ye that travail and are heavy 
laden, and I will refresh you. St Matthew xi.28

Hear also what Saint Paul saith.

This is a true saying, and worthy of all men to be 
received, That Christ Jesus came into the world to 
save sinners. 1 Timothy i. 15

Please STAND

The peace of the Lord be always with you
And also with you

After the sign of Peace, please SIT

An ANTHEM, O quam gloriosum est regnum by 
Tomás Luis de Victoria, will be sung by the 
choir while the gifts are brought to the altar



O quam gloriosum est regnum, in quo cum 
Christo gaudent omnes Sancti! Amicti stolis albis, 
sequuntur Agnum, quocumque ierit.

Le Seigneur est présent.
Son esprit est avec nous.

Élevons notre cœur.
Nous le tournons vers le Seigneur.

Rendons grâce au Seigneur notre Dieu.
C’est juste et bon.

Vraiment, il est juste et bon de te rendre gloire, de 
t’offrir notre action de grâce, toujours et en tout lieu, 
à toi, Dieu éternel et tout-puissant, par ton Fils bien-
aimé, Jésus Christ, notre Seigneur.

Selon la fidèle promesse de qui le Saint-Esprit 
descendit du ciel, dans ce jour-là, se posant sur 
les disciples, pour les instruire et pour les conduire 
dans la vérité; leur donnant la hardiesse et le zèle 
ardent pour prêcher avec constance à toutes les 
nations l’Évangile, par lequel nous sommes passés 
des ténèbres et de l’erreur à la pure lumière et à 
la vraie connaissance de toi et de ton Fils Jésus-
Christ.

C’est pourquoi, avec des anges et des archanges, Saint 
Sylvain, et les Sept Frères Martyrs et tous les saints, 
nous chantons l’hymne de ta gloire et sans fin nous 
chantons:

Le chœur CHANTERA

Sanctus, Sanctus, Sanctus, Dominus Deus Sabaoth. 
Pleni sunt coeli et terra gloria tua. Hosanna in 
excelsis.

Benedictus qui venit in nomine Domini. Hosanna 
in excelsis.
NOUS n’avons point la présomption, ô miséricordieux 
Seigneur, de nous approcher de ta Table, confiants en 
notre propre justice, mais en tes multiples et grandes 
compassions. Nous ne sommes pas même dignes de 
recueillir les miettes qui tombent de ta Table. Mais 
toi, tu es le même Seigneur dont le nature est d’être 
toujours miséricordieux. Accorde-nous donc la grâce, ô 
Dieu clément, de manger la chair de ton bien-aimé Fils 
Jésus-Christ, et de boire son sang, de telle manière que 

O, how glorious is the kingdom, in which all the saints rejoice 
with Christ! Arrayed in white robes, they follow the Lamb, 
wherever He goes.

The Lord be with you.
And with thy spirit.

Lift up your hearts.
We lift them up unto the Lord.

Let us give thanks to the Lord our God.
It is meet and right so to do.

It is very meet, right and our bounden duty, that we 
should at all times and in all places give thanks unto 
thee, O Lord, Almighty, Everlasting God through thy 
most dearly beloved Son Jesus Christ Our Lord.

According to whose most true promise, the Holy Ghost 
came down as at this time from heaven with a sudden great 
sound, as it had been a mighty wind, in the likeness of fiery 
tongues, lighting upon the Apostles, to teach them, and to 
lead them to all truth; giving them both the gift of divers 
languages, and also boldness with fervent zeal constantly to 
preach the Gospel unto all nations; whereby we have been 
brought out of darkness and error into the clear light and 
true knowledge of thee, and of thy Son Jesus Christ.

Therefore with Angels and Archangels, with Saint 
Sylvain and the Seven Martyr Brothers and with all 
the company of heaven, we laud and magnify thy 
glorious name evermore praising thee and singing:

The choir will SING

Holy, Holy, Holy Lord God of hosts. Heaven and 
earth are full of thy glory. Glory be to thee, O Lord 
most high.

Blessed is he that cometh in the name of the Lord. 
Hosanna in the highest.
We do not presume to come to this thy table, 
O merciful Lord, trusting in our righteousness, 
but in thy manifold and great mercies. We are 
not worthy so much as to gather up the crumbs 
under thy Table. But thou are the same Lord, 
whose property is always to have mercy; Grant 
us therefore, gracious Lord, so to eat the flesh 
of thy dear Son Jesus Christ, and to drink his 
blood, that out sinful bodies may be made clean 
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nos corps soient purifiés de tout péché par son corps, et 
nos âmes lavées par son sang très précieux, et que nous 
demeurions toujours en lui, et lui en nous. Amen.

TOUTE gloire soit à toi, Dieu tout-puissant, 
notre Père céleste, de ce que, par un effet de ta 
tendre miséricorde, tu as livré à la mort de la 
Croix, pour notre rédemption, ton Fils unique 
Jésus-Christ qui (s’étant une fois offert lui-même) 
y fait un sacrifice, une oblation et une expiation 
complets, parfaits et suffisants pour les péchés du 
monde entier; qui a institué la commémoration 
perpétuelle de sa mort et de son sacrifice précieux; 
et qui nous a commandé, dans son saint Évangile, 
de la continuer jusqu’à ce qu’il revienne. Car, la 
nuit qu’il fut trahi, il prit du Pain; et ayant rendu 
grâces, il le rompit, et le donna à ses disciples, 
disant: Prenez, mangez, ceci est mon Corps, qui 
est livre pour vous; faites ceci en mémoire de 
moi. De même, après le souper, il prit le Calice, 
et ayant rendu grâces, il la leur donna, disant: 
Buvez-en tous; car ceci est mon Sang du Nouveau 
Testament, qui est répandu pour vous et pour bien 
d’autres, pour la rémission des péchés. Faites ceci, 
toutes les fois que vous en boirez, en mémoire de 
moi.

NOUS supplions aussi instamment ta bonté paternelle 
d’accepter, par ta miséricorde, notre sacrifice de louanges 
et d’actions de grâces; te priant très humblement de nous 
accorder que, par les mérites et la mort de ton Fils Jésus-
Christ, et par la foi en son sang, nous obtenions, ainsi 
que toute ton Église, la rémission de nos péchés, et tous les 
autres bienfaits de sa passion. Et maintenant, ô Seigneur, 
nous t’offrons et te présentons nos corps, nos âmes et 
nos personnes, en sacrifice raisonnable, saint et vivant; 
te suppliant humblement que nous, et tous les autres 
qui participeront à cette Sainte Communion, puissions 
dignement recevoir le Corps et le Sang très précieux de 
ton Fils Jésus-Christ, être remplis de ta grâce et de ta 
bénédiction céleste, et ne faire qu’un seul corps avec lui, 
afin qu’il demeure en nous, et nous en lui. Et quoique nous 
soyons indignes, à cause de la multitude de nos péchés, 
de t’offrir aucun sacrifice, néanmoins, nous te supplions 
d’agréer ce devoir et ce culte impérieux; ne tenant aucun 
compte de nos mérites, mais nous pardonnant nos offenses, 
par Jésus-Christ, notre Seigneur; par qui, et avec qui, dans 

by his body, and our souls washed through his 
most precious blood, and that we may evermore 
dwell in him, and he in us. Amen.

Almighty God, our heavenly Father, who of thy tender 
mercy didst give thine only Son Jesus Christ to suffer death 
upon the cross for our redemption; who made there (by his 
one oblation of himself once offered) a full, perfect, and 
sufficient sacrifice, oblation and satisfaction, for the sins of 
the whole world; and did institute, and in his holy Gospel 
command us to continue, a perpetual memory of that his 
precious death, until his coming again; hear us, O merciful 
Father, we most humbly beseech thee; and grant that we 
receiving these thy creatures of bread and wine, according 
to thy Son our Saviour Jesus Christ’s holy institution, in 
remembrance of his death and passion, may be partakers 
of his most blessed Body and Blood: who, in the same 
night that he was betrayed, took Bread; and when he had 
given thanks he brake it, and gave it to his disciples, saying, 
Take, eat, this is my Body, which is given for you; Do this 
in remembrance of me. Likewise after supper he took the 
Cup; and, when he had given thanks, he gave it to them, 
saying, Drink ye all of this; for this is my Blood of the new 
Testament, which is shed for you and for many for the 
remission of sins: Do this, as oft as ye shall drink it, in 
remembrance of me.

Wherefore, O Lord and heavenly Father, we 
thy humble servants entirely desire thy fatherly 
goodness mercifully to accept this our sacrifice of 
praise and thanksgiving; most humbly beseeching 
thee to grant, that by the merits and death of 
thy Son Jesus Christ, and through faith in his 
blood, we and all thy whole Church may obtain 
remission of our sins, and all other benefits of 
his passion. And here we offer and present unto 
thee, O Lord, ourselves, our souls and bodies, to 
be a reasonable, holy, and lively sacrifice unto 
thee; humbly beseeching thee, that all we, who 
are partakers of this holy Communion, may be 
fulfilled with thy grace and heavenly benediction. 
And although we be unworthy, through our 
manifold sins, to offer unto thee any sacrifice, 
yet we beseech thee to accept this our bounden 
duty and service; not weighing our merits, but 
pardoning our offences, through Jesus Christ our 
Lord; by whom, and with whom, in the unity of 



l’unité du Saint-Esprit, tout honneur et toute gloire, te 
soient rendus, ô Père tout-puissant, aux siècles des siècles.
Amen.

Pendant l’administration de la sainte 
communion, le chœur CHANTERA

Agnus Dei, qui tollis peccata mundi,miserere nobis

 
Agnus Dei, qui tollis peccata mundi, miserere 
nobis

Agnus Dei, qui tollis peccata mundi, 
dona nobis pacem.

Prions
Notre Père, Qui es aux cieux, Que ton nom soit sanctifié, 
Que ton règne vienne, Que ta volonté soit faite sur la 
terre comme au ciel, Donne-nous aujourd’hui notre 
pain de ce jour, Pardonne-nous nos offenses comme 
nous pardonnons aussi à ceux qui nous ont offensés, Et 
ne nous soumets pas à la tentation, mais délivrez-nous 
du mal. Car c’est à toi qu’appartiennent le règne, la 
puissance et la gloire, pour les siècles des siècles. Amen.

Dieu éternel et tout-puissant, nous te rendons grâces, de tout 
notre cœur, de ce que tu as daigné nous nourrir de l’aliment 
spirituel du Corps et du Sang très précieux de ton Fils Jésus-
Christ, notre Sauveur, nous qui avons dûment participé à 
ces saints mystères. Nous te remercions de ce que tu nous 
donnes ainsi des assurances de ta faveur et de ta bonté envers 
nous, de ce que nous sommes véritablement des membres 
incorporés au corps mystique de ton Fils, qui est la société 
bienheureuse de tous les fidèles, et de ce que nous sommes 
aussi, par l’espérance, héritiers de ton royaume éternel, par 
le mérite de sa passion et de sa mort très précieuse. Et nous 
te supplions humblement, ô Père céleste, de nous aider si 
bien de ta grâce, que nous persévérions dans cette sainte 
communion, et que nous fassions toutes les bonnes oeuvres 
que tu as préparées pour y marcher; par Jésus-Christ, notre 
Seigneur, à qui, ainsi qu’à toi et au Saint-Esprit, soient tout 
honneur et toute gloire, aux siècles des siècles.
Amen.

LEVEZ-VOUS s’il vous plaît

Le chœur CHANTERA

the Holy Ghost, all honour and glory be unto 
thee, O Father Almighty, world without end.
Amen.

During Communion, the choir are going to 
SING

O Lamb of God that takest away the sins of the 
world, have mercy upon us

O Lamb of God that takest away the sins of the 
world, have mercy upon us

O Lamb of God that takest away the sins of the 
world, grant us thy peace.

Let us pray
Our Father, Who art in heaven, hallowed be 
Thy Name; Thy Kingdom come; Thy will be 
done on earth as it is in heaven, Give us this 
day our daily bread; and forgive us our trespasses 
as we forgive those who trespass against us; and 
lead us not into temptation; but deliver us from 
evil: For thine is the kingdom, The power, and 
the glory, For ever and ever. Amen.

Almighty and everliving God, we most heartily 
thank thee, for that thou dost vouchsafe to feed us, 
who have duly received these holy mysteries, with the 
spiritual food of the most precious Body and Blood of 
thy Son our Saviour Jesus Christ; and dost assure us 
thereby of thy favour and goodness towards us; and 
that we are very members incorporate in the mystical 
body of thy Son, which is the blessed company of all 
faithful people; and are also heirs through hope of 
thy everlasting kingdom, by the merits of the most 
precious death and passion of thy dear Son. And we 
most humbly beseech thee, O heavenly Father, so to 
assist us with thy grace, that we may continue in that 
holy fellowship, and do all such good works as thou 
hast prepared for us to walk in; through Jesus Christ 
our Lord, to whom, with thee, and the Holy Ghost, be 
all honour and glory, world without end.
Amen.

Please STAND

The choir will SING

Sung Eucharist

Gloria in excelsis Deo et in terra pax 
hominibus bonae voluntatis. Laudamus te. 
Benedicimus te. Adoramus te. Glorificamus 
te. Gratias agimus tibi propter magnam 
gloriam tuam. Domine Deus, Rex coelestis, 
Deus Pater omnipotens. Domine Fili 
unigenite, Jesu Christe. Domine Deus, Agnus 
Dei, Filius Patris, Qui tollis peccata mundi, 
miserere nobis. Qui tollis peccata mundi, 
suscipe deprecationem nostram. Qui sedes 
ad dexteram Patris, miserere nobis. Quoniam 
tu solus Sanctus. Tu solus Dominus. To solus 
Altissimus, Jesu Christe. Cum Sancto Spiritu 
in gloria Dei Patris. Amen.

 
 
 
 
Que le Dieu tout-puissant vous bénisse, le Père, le 
Fils, et le Saint-Esprit.

Le Seigneur soit avec vous.
Et avec votre esprit.

Allez, dans la paix du Christ.
Rendons grâce à Dieu.

Le prêtre sort, le peuple restant debout.

Glory be to God on high, and in earth peace, goodwill 
towards men. We praise thee, we bless thee, we worship 
thee, we glorify thee, we give thanks to thee for thy great 
glory, O Lord God, heavenly King, God the Father 
Almighty. O Lord, the only begotten Son Jesus Christ; O 
Lord God, Lamb of God, Son of the Father, that takest 
away the sins of the world, have mercy upon us. Thou 
that takest away the sins of the world, have mercy upon 
us. Thou that takest away the sins of the world, receive 
our prayer. Thou that sittest at the right hand of God the 
Father, have mercy upon us. For thou only art holy, thou 
only art the Lord; thou only, O Christ, with the Holy 
Ghost, art most high in the Glory of God the Father. 
Amen

The peace of God, which passeth all understanding, 
keep your hearts and mind in the knowledge and love 
of God, and of his Son Jesus Christ our Lord; and 
the blessing of God, Almighty, the Father, the Son, 
and the Holy Ghost, be amongst you and remain with 
you always.

The Lord be with you.
And with thy spirit.

Go in the peace of Christ.
Thanks be to God.

The people remain standing as the priest leaves.
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There is a tradition to dress up for the final evening but to be completely informal at all other 
times. The theme for Q9 is di Lampedusa’s “Il Gattopardo” (“The Leopard”), see also 
Visconti’s film starring Burt Lancaster, Alain Delon and Claudia Cardinale.

Gumboots or walking shoes are advised for Saturday’s picnic, and please dress warmly for 
Saturday night’s Méchoui.

If there is rain, outdoor events will take place in the Big Top.

Maison Gayda will supply and ship wines to order from the wine tent.

. . . . QX, the 10th Queille Festival will be held in 2017 . . . .

Programme Notes: © David Byers 2015 Map: Nico Lethbridge 2007

Cover: detail from Sarrats de Queille (Emily Patrick 2008) Printed at Water Curtain Cave



Q9


