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In 2017, along with Raphaela Mangan and Gavan Ring, I first performed this 
collection of songs in recital at Dublin’s Hugh Lane Gallery to mark the 50th 
anniversary of the composer’s death. So well received was the programme that we 
reprised it in January 2018 at the National Concert Hall, Dublin. I was honoured and 
delighted to have the composer’s two daughters, Sheila Larchet-Cuthbert and Máire 
Larchet attend both concerts. The next step took us to the Music Room at Champs 
Hill, West Sussex, in the same year to record the songs to disc, along with Larchet’s 
Irish Airs for violin and piano performed by Mia Cooper. 

On my own behalf and on behalf of my fellow artistes on the CD, I would like to 
thank the many people involved in making this project a reality. Firstly, a deep and 
special thanks to Mary and David Bowerman, for their generosity in bringing this 
recording to fruition. Thanks also to the wonderful Executive Producer, Alexander 
Van Ingen, for his warm welcome of my initial enquiry. The enthusiastic dialogue he 
got going has been a continuing source of encouragement. Thank you, Matthew 
Bennett (Producer/Editor) and Dave Rowell (Balance Engineer) for patiently sharing 
your expertise during the recording and editing process. Many thanks to researcher 
Andrew Stewart for his invaluable programme notes, and thanks also to countless 
others who have facilitated the work in so many ways.  

Finally, a special word of gratitude to the Larchet family: Sheila, Máire and Larchet’s 
grand-daughter Anne supported this project at every stage, their presence in the 
audience giving their father’s music a deeper significance for all of us. Sadly, a few 
months into the production of this CD, Máire Larchet passed away, aged 97. Her 
loving father had dedicated A stóirín bán to her, aged one. In turn, it is a great 
privilege and a pleasure to dedicate this CD to Máire’s memory.  

Niall Kinsella

FOREWORD

I first encountered the songs of John Francis Larchet (1884–1967) at university 
when a friend was singing the very beautiful song A stóirín bán. No stranger to his 
name, I had attended classes in the John F. Larchet Seminar Room in University 
College Dublin and knew something of his life and music from the bi-annual 
lectures in his memory. John F. Larchet was an integral part of the Irish literary 
revival at the beginning of the 20th century, and as musical director in the Abbey 
Theatre, he supplied arrangements of Irish airs and wrote incidental music for the 
plays of Yeats, Lady Gregory and Synge.  

Remembered fondly as an educator, Larchet realised the importance of musical 
education in Ireland. Through his tenure at the Royal Irish Academy of Music and 
University College Dublin, he enabled Irish composers and performers to study to 
the highest level at home, playing a vital role in ensuring that the institutions 
necessary for a flourishing musical life were developed and sustained in the newly 
 independent state.  

In A stóirín bán, I was taken by the composer’s musical language, sensitive setting 
of text and engaging dialogue between voice and piano. I was keen to find more of 
his music and began my search, quickly discovering the songs were not so easy to 
access as many were long out of print. It took a while and much digging to 
gradually get my hands on all the songs he had composed across the span of his 
career. Finally, I had in my possession the complete songs of this wonderful 
pioneering man and composer, which I wanted to showcase and share with new 
audiences. I saw this project not only as a revival of Larchet’s songs but also as an 
acknowledgement and celebration of the rich contribution that he has made to 
musical life in Ireland.  
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22  5. Lament 2’07  
23  6. Dunleary Hornpipe / The Hatter’s Hornpipe 2’10  
24  THE STRANGER [1] 2’38  

Words from Ancient Gaelic, Author unknown, recovered by Kenneth Macleod 
25  THE WEE BOY IN BED [1] 3’23  

Elizabeth Shane 
26  THE CORMORANT* [2] 3’37  

Emily Lawless 
27  WEE HUGHIE [1] 2’38  

Elizabeth Shane 
28  THE SMALL BLACK ROSE* [2] 4’28  

Donal O’Sullivan 

BONUS TRACK 
29  PADRAIC THE FIDDILER [1] 3’03  

Version for voice and piano 
Total time: 73’56 

* World Premiere Recordings 

TRACK LISTING

1 THE PHILOSOPHY OF LOVE [2] 2‘03  
Percy Bysshe Shelley (originally titled “Love’s Philosophy”) 

2 IN SWEET HUMILITY* [1] 2‘41  
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Hardress Wyles 
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Francis A. Fahy 



songs and folk arrangements, with their connections to ideals of European romanticism, 
offered models for coming generations to absorb or reject. 

So often Larchet builds and sustains drama of the kind the playwright and author John 
Millington Synge described as ‘superb and wild in reality’ 3, qualities present in the 
narrative arc of An Ardglass Boat Song (1920), among the composer’s finest works, and 
The Cormorant (1947). The latter, a setting of poetry by the Irish polymath Emily 
Lawless (1845–1913) evokes shades of Charles Villiers Stanford in its ramrod straight 
opening section, before breaking free to explore the turbulent psychology of the ‘dark 
and sly’ seabird’s solitary existence. Larchet casts a nostalgic glance back to the songs 
of his youth in The Small Black Rose (1955), an exquisite blend of folk-inspired melody 
and subtle chromatic harmony. A yearning for a better past, one certain to inform 
Ireland’s future, courses through Diarmuid’s Lament, announced by obligato cello and 
magnified in Larchet’s declamatory setting of words from Micheál Mac Liammóir’s 
historic masque The Ford of the Hurdles, first performed during Dublin Civic Week in 
September 1929 4. The Wee Boy in Bed (1942) and Wee Hughie (1947), Elizabeth Shane’s 
tender reflections on childhood, provided irresistible temptation for Larchet to dwell 
once more in the land of lost content, a place visited in the minds of many in Ireland 
at the time. 

Larchet developed a love for theatre during childhood and from there grew to 
understand the need to communicate with his audience in a direct, unpretentious 
musical language. As he noted in ‘A Plea for Music’ 5, a spirited essay published in the 
early years of the Irish Free State, the ‘real cause of the failure to appreciate good 
music in Dublin is that the people have never been taught to do so: that is the reason 
for their sheer apathy and their impoverished taste.’ The Bard of Armagh (1922), a fine 
arrangement of three verses from a traditional ballad, and A stóirín bán (1922), to 
words by the Irish poet and architect Padric Gregory (1886–1962), speak of the 
expressive power of Larchet’s art. The Bard’s sentimental evocation of ‘Erin-go-Bragh’ – 

PROGRAMME NOTES

Ireland’s culture and language, and their revival by a young generation of writers, 
artists and political activists in the nineteenth century’s closing years, set deep 
foundations for the life of one of the country’s most influential musicians, influential 
above all for his teaching and as an administrator but also for his part in forming a 
distinctive, gloriously independent Irish national identity. John Francis Larchet, 
conservative by nature, embraced progressive ideals; he understood the value to 
democratic societies of a liberal arts education, of cultivating compassion and self-
reflection through the creation of a national music for Ireland that could speak to the 
world. Frederick May, one of Larchet’s many composition pupils, fondly reflected on 
lessons packed with ‘vital information’ and the tolerance of his teacher. ‘There is no 
doubt at all that what he has achieved has been of immense value and that it will 
prove lasting and enduring. But perhaps those who know him best will value him 
especially for his kindness and goodness of heart and his complete absence of jealousy 
and rancour.’ 1 

This album, the first to be devoted exclusively to Larchet’s music, explores an important 
but largely overlooked part of his legacy. His arrangements of folk tunes and original 
songs served as tools to overcome what Harry White, in his indispensable book on 
Ireland’s music and cultural history from 1770 to 1970, calls the ‘mire of musical 
indifference’ that Larchet found in Dublin and beyond and did so much to redress. Here 
are works that express emotions of the common, shared variety – the most powerful of 
all – casting vivid tones of joy and sorrow into carefully crafted, sincerely imagined 
miniatures. Their roots stem from the territory of European musical nationalism of the 
kind developed by Grieg, Smetana, Dvorvák and others, to support Larchet’s quest to 
deepen public knowledge of classical music through a gradual education in music 
appreciation and awareness. That they ultimately fall short of reconciling the 
contrasting natures of folk and art music should not, as White suggests, ‘detract from 
Larchet’s significance in the cultural history of Irish music’ 2; rather the composer’s 



Dublin’s demand for opera both serious and light was satisfied by regular seasons from 
touring ensembles, the Carl Rosa Opera and the Moody-Manners companies chief among 
them. Around the age of eight or nine Larchet was enchanted by a Carl Rosa production 
of Wagner’s Tannhäuser, and above all by its overture. ‘That performance did one thing 
for me: it made up my mind, very definitely, that music was to be my life.’ 8 The aspiring 
composer and conductor received his general education at the Catholic University School, 
a small yet influential Dublin institution run by the Jesuits, and his early musical 
training at the Royal Irish Academy of Music (RIAM). The latter’s teaching staff reflected 
Dublin’s heavy reliance on musicians from overseas. 

At the RIAM Larchet studied piano with B.W. Rooke and then with the Italian Michele 
Esposito, whose long association with the city began in the early 1880s. ‘He was a 
wonderful musician and a wonderful person, the greatest influence a young student 
could have from any teacher,’ noted Larchet 9, who remained close to Esposito 
(affectionately known as ‘Spotty’) for the rest of his life. ‘He really founded a great 
school of piano playing in Dublin …. I loved him very much indeed.’ With support from 
public subscription, Esposito founded the Dublin Orchestral Society in 1899; its members 
included such fellow Academy teachers as the violinist Adolf Wilhelmj, son of August 
Wilhelmj, leader of Wagner’s Bayreuth Festival orchestra, and the violist Octave Grisard. 
The Catholic Larchet was granted episcopal permission to enrol at Trinity College Dublin, 
a bastion of Protestantism, where he took the BMus (1915) and DMus (1917).  

In 1920 Larchet succeeded Esposito as professor of composition, harmony and 
counterpoint at the RIAM and, the following year, replaced his former Trinity professor 
Charles Herbert Kitson as professor of music at University College Dublin (UCD) and 
remained there until 1958. It was thanks to Larchet that UCD first offered music as a 
subject at degree level. In 1923 he established the Army College of Music as part of the 
new Irish Free State; he also worked tirelessly to develop music education in schools, 
not least as chief examiner for the Department of Education, and the quality of 
professional training in composition and performance. He also found time to conduct 

‘Ireland for ever’ – would have resonated deeply with audiences following the Irish War 
of Independence and the formation of the Irish Free State in 1922. 

Larchet’s artistic creed arose from a lasting marriage of skill and virtue, technique and 
excellence, while the old songs of his country supplied its eternal inspiration. The 
coming ‘Great Irish Composer’, he reflected in late life, would have a thorough 
knowledge of the folk music and literature of Ireland, Gaelic and English, ‘and a deep 
love of his native land’ 6. Years of diligent study and emulation of ‘one of two great 
masters’ would allow ‘a God-given talent’ to develop an original voice. ‘And from the 
depths of his Irish soul will be born the music that to us Irish people will seem 
evocative of the spirit of our country.’ It was Larchet who, through all the trials and 
troubles of Ireland’s emergence as an independent state, ensured that Irish composers 
and performers could study to the highest level at home, that the institutions necessary 
for a flourishing musical life were developed and sustained, and that music education 
received more, much more, than token political support. 

John Francis Larchet was born by the sea at Sandymount, Dublin, on 13 July 1884 and 
raised at 13 Leahy’s Terrace. (He later claimed thirteen as his lucky number, its value 
reinforced by the lasting happiness of his marriage to the violinist, pianist and fine 
teacher Madeline Moore in December 1913.) The family name may have come to Ireland 
with the Normans; whatever its origin, its owners remained proud of its French 
pronunciation and musical associations with l’archet, ‘the bow’. Young John Francis’s 
father, a good amateur tenor, ran Larchet’s Hotel and Restaurant in central Dublin, a 
favourite haunt of Dame Street businessmen mentioned by Joyce in Ulysses; his mother 
played piano ‘quite well’, according to her son. ‘I was introduced to music from my 
earliest years,’ Larchet recalled in a radio interview broadcast in the mid-1950s 7. His 
earliest memory of live performance was supplied by the Moore and Burgess Minstrels 
during a visit to Leinster Hall, and supplemented soon after by outings to hear 
Wallace’s Maritana and Benedict’s The Lily of Killarney. 



piano trio and later paid half his weekly fee of five shillings to employ a fourth 
musician. He recalled that ‘By that time … I had a fairly settled view of the activities 
of the Gaelic League and its sister movements [of the Irish literary revival]. Now when 
I went into the [Abbey] Theatre the first day, I felt that I had got on to an island in 
Ireland. I had read about these sort of people, and I felt that I had known … from the 
time I arrived in the theatre until that moment, which was perhaps half an hour, that I 
had met Ireland for the first time.’ 12 

Dawson Byrne, in his anecdotal history of the Abbey, published in 1929, recalled how 
the theatre’s small orchestra was ‘situated in front of the stage without rail or barrier of 
any kind separating musicians and audience; the music is mostly classical and 
wonderfully played under the direction of Dr J.F. Larchet.’ 13 Beyond choosing classical 
works for intervals and entr’actes, Larchet also supplied arrangements of Irish airs and 
wrote incidental music for, among others, the plays of Yeats, Lady Gregory and Synge. 
In 1932, three years before he left the Abbey, Larchet completed one of his most 
impressive large-scale works, the ‘ballet poem’ Bluebeard; Ninette de Valois took part in 
its first and only production at the theatre. He served as music director for over 
seventy of the Abbey’s productions. 14 ‘The Song of the Faery Child’ was created for a 
revival at the Abbey Theatre of Yeats’s The Land of Heart’s Desire, a landmark of the 
Irish literary revival, first staged in London in 1894. First performed on 29 December 
1935 to mark Larchet’s retirement from the Abbey 15, the simplicity of the song’s short 
syllabic setting belies the sophistication of its harmony and shifts of mood. 

John and Madeline Larchet were closely involved in the musical education of their three 
children. Máire (1921–2018) graduated from UCD with a BMus in 1941 and served as 
principal viola in the RTÉ Symphony Orchestra from 1946 to 1979; her sister Síle 
[Sheila] Larchet Cuthbert (b.1923) studied piano and cello at the RIAM but made her 
professional mark as a classical harpist, holding principal positions with the Liverpool 
Philharmonic, the Hallé and the RTÉ Symphony orchestras, and as an influential teacher 

the UCD Choral Society and the Dublin Amateur Orchestral Society, and serve as president 
of the Dublin Grand Opera Society. In 1958 he was awarded the Order of Commendatore 
by the Italian government for his work in promoting Italian opera in Ireland. 

Larchet’s teens coincided with a profound shift in Irish nationalist politics. The death in 
1891 of Charles Stewart Parnell, leader of the Irish Parliamentary Party at Westminster, 
heralded a period of instability and great creativity into the cause of Irish independence 
from British rule. As a boy Larchet watched Parnell’s funeral cortège process through the 
streets of Dublin; his childhood years saw the formation of the Irish Literary Society; the 
Gaelic League; Feis Ceoil, the competitive festival of Irish traditional and classical music; 
and the Irish Literary Theatre, founded in 1899 as the precursor of the Abbey Theatre, 
Ireland’s National Theatre, by W.B. Yeats, Augusta, Lady Gregory, and Edward Martyn. 
Larchet’s first dozen Irish Airs for violin, published in two sets in 1917, were almost 
certainly written for use at the Abbey, while several of them were prescribed as Feis Ceoil 
set pieces. It is tempting to imagine the galvanising effect of Emer’s Farewell, The Wind 
that Shakes the Barley or The New Potatoes on Dublin audiences so soon after the Easter 
Rising of 1916. 

Interviewed for Radió Éireann in his seventies, Larchet revealed an encyclopaedic 
knowledge of the institutions of the Irish literary revival and the development of the 
Irish literary idiom. ‘Of course a teenager like myself would have had a very confused 
idea about the meaning of all these happenings,’ he observed 10. Yet Larchet was 
destined to join what the historian and Yeats scholar R.F. Foster calls Ireland’s 
‘Revolutionary Generation’ 11. In 1908 he became director of music at the Abbey Theatre 
and launched his long tenure there with a production of W.F. Casey’s The Suburban Groove. 
Larchet arrived at the Abbey in the wake of the controversy and riots triggered the 
previous year by J.M. Synge’s The Playboy of the Western World, which for a time 
threatened the theatre’s existence but created the conditions for Synge, Yeats and Lady 
Gregory to form a new company of the highest calibre. Larchet established the Abbey’s 



1908 to set Shelley’s famous Anacreontic, The Philosophy of Love. It is possible that he 
was inspired by the recent example of Roger Quilter’s setting, the rippling 
accompaniment and melodic ebb and flow of which share several points in common 
with Larchet’s song. Axel Klein, in his survey of composers at the RIAM, rightly notes 
how Larchet embedded the ‘European romantic idiom … into the Irish context.’ 18 
Larchet was content to summon national pride through honeyed settings of Francis 
Arthur Fahy’s The Thief of the World (1939) and The Stranger (1939), to words from ‘An 
old Irish rune’. It was his work of musical synthesis and emphasis on the craft of 
composition that the created ideal conditions for his students and their students to 
find new idioms and fresh ways of confronting Ireland’s musical past. 

After concluding the sessions for this album, Niall Kinsella discovered two ‘lost’ songs 
by Larchet in the British Library and returned to the studio to record them. Love, and a 
Garden and Love’s Question, published in London by Charles Woolhouse in 1906, are 
settings of words by Hardress Wyles, who left such scant biographical trace as to 
suggest an author working under a pseudonym. The young Larchet’s marriage of text to 
music, simple and hymn-like in Love, and a Garden, more expansive in Love’s Question, 
shows the qualities of invention and wholehearted lyricism that were to serve him so 
well and for so long as a composer of artsong. 

Andrew Stewart 
Notes 
1. Frederick May, interview with Larchet for Radió Éireann, broadcast in 1955. 
2. Harry White, The Keeper’s Recital: Music and Cultural History in Ireland, 1770–1970, 

[Critical Conditions: Field Day Essays and Monographs], (Cork: Cork University Press in 
association with Field Day, 1998), p.132. 

3. John Millington Synge, Preface to The Playboy of the Western World, (Dublin: Maunsel & 
Co. Ltd, 1907). 

4. Performance date taken from entry for ‘The Ford of the Hurdles’ in National Library of 
Ireland Catalogue [accessed online 11.01.19]. Diarmuid’s Lament was published in 
Dublin by Pigott & Co. Ltd in 1937. 

and promoter of Irish harp. Gerard Larchet (1926–2013) studied engineering at UCD and 
built a successful civil engineering company while working as a freelance horn player 
with, among others, the RTÉ Symphony and BBC Northern Ireland orchestras. 16 

In conversation with Niall Kinsella in April 2018, Sheila Larchet Cuthbert recalled her 
father working in the book-lined front room of their family home, 8 St Mary’s Road, 
Dublin. ‘He composed at the piano,’ she noted. ‘It came to him as a whole, I think.’ 
Máire recalled impressions of Larchet’s pupils coming to the house, Seóirse Bodley, Joan 
Trimble, Frederick May, Brian Boydell, Ina Boyle and Walter Beckett among them: ‘We 
would have had a maid in those days who’d open the door to these odd fellows!’ 
Sheila’s memories are of the mutual respect formed between the teacher and his 
students. ‘They would ring up and say I’ve written a new piece and that they were 
coming to play it for him. That was a huge compliment. He would say, “Bodley, I don’t 
understand what you were saying in that piece, but I’m very interested in it”. He was 
very open-minded.’ 17 

For all his tolerance of his students’ fresh ideas, Larchet himself rejected the 
individualistic concerns central to much of musical modernism; the language and style 
of his songs, although highly refined in harmony, were accessible to all. John 
McCormack, Larchet’s senior by one month, recorded The Philosophy of Love in the 
winter of 1908, little more than a year after making his breakthrough in the role of 
Turiddu in Mascagni’s Cavalleria Rusticana at the Royal Opera House, Covent Garden. The 
tenor, hugely popular with audiences on both sides of the Atlantic, championed 
Larchet’s songs and recorded Padráic the Fiddiler (1919) with the violinist Fritz Kreisler 
in New York in September 1924. 

Larchet’s first songs were published during his student years at the RIAM. In Sweet 
Humility (1910), with its echoes of the Edwardian parlour-song tradition, would have 
been as at home in the music hall as in the song recital. It sets words by Jane Taylor 
(1783–1824), best known today as author of ‘Twinkle, twinkle, little star’. Although 
Irish poets would soon become the focus of Larchet’s song-writing, he was drawn in 



5. John Francis Larchet, ‘A Plea for Music’ in William George Fitzgerald (ed.), The Voice of 
Ireland, revd edn, (Dublin: John Heywood, [1924]), pp.508–11. 

6. RTÉ Sound Archives tape 105MD; broadcast in Radió Éireann’s ‘Composers at Work’ 
series, 1958. 

7. Frederick May, interview with Larchet for Radió Éireann, broadcast in 1955. 
8. Frederick May, interview with Larchet for Radió Éireann, broadcast in 1955. 
9. Frederick May, interview with Larchet for Radió Éireann, broadcast in 1955. 
10. Frederick May, interview with Larchet for Radió Éireann, broadcast in 1955. 
11. Robert Fitzroy Foster, Vivid Faces: the Revolutionary Generation in Ireland, 1890–1923, 

(London: Allen Lane, 2014). See chapters 3 & 5 for the part played by theatre and 
literature in Ireland’s struggle for self-government. 

12. Frederick May, interview with Larchet for Radió Éireann, broadcast in 1955. 
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The Abbey Theatre, Dublin, (Dublin: The Talbot Press Ltd, 1929), p.46. 
14. See Joseph J. Ryan, Nationalism and Music in Ireland, (PhD. dissertation, National 

University of Ireland, 1991) for detailed survey of Larchet’s music for the Abbey 
Theatre, p.350 et seq. 
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15. Abbey Theatre online archive, 
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16. Information from Harry White & Barra Boydell (eds), The Encyclopaedia of Music in 
Ireland (2 vols), s.v. ‘Larchet family’, (Dublin: University College Dublin Press, 2013), 
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To Talent Alone the Royal Irish Academy of Music, 1848–1998, (Dublin: Gill & Macmillan, 
1998), p.420.

John F. Larchet, composer (1884-1967)



Raphaela Mangan mezzo-soprano 

One of Ireland’s leading mezzo-sopranos, Raphaela 
Mangan has performed extensively across the UK and 
Europe, where to date she has performed roles such 
as: Bradamante in Alcina, Ottavia in L’incoronazione di 
Poppea, Marcelina in The Marriage of Figaro, Genevieve 
in Pelléas et Mélisande, Idamante in Idomeneo, Glasha 
& Varvara in Katya Kabanova, Buttercup in HMS 
Pinafore, Euridice in L’anima del Filosofo, Olga in 
Eugene Onegin and Mrs Lovett in Sweeney Todd.  

Renowned for her warm tone, impeccable diction and robust lower register, some of 
Raphaela’s critically acclaimed roles in Ireland have included: the title role in Carmen, 
Cherubino in The Marriage of Figaro, Orfeo in Orfeo ed Euridice, Tessa in The Gondoliers, 
Bianca in The Rape of Lucretia, Penelope in Monteverdi’s The Return of Ulysses, Corrado in 
Vivaldi’s Griselda and Hansel in Hansel and Gretel.  

A regular in the field of concert and oratorio, Raphaela is in high demand at home and 
abroad. Her most noted performances are with the RTÉ National Symphony & Concert 
Orchestra, the Irish Baroque Orchestra and the leading Choral Societies of Ireland and 
the UK. Her expansive concert repertoire has seen her perform at the Usher Hall, 
Edinburgh; The National Concert Hall, Dublin; The McEwan Hall, Edinburgh; The National 
Opera House, Ireland; Vlaanderen Opera House, Belgium; and The Royal Opera House, 
Covent Garden.  

Gavan Ring baritone 
Dr Gavan Ring studied at the Schola Cantorum at St Finian’s College before reading 
education and music at Dublin City University, the Royal Irish Academy of Music and the 
National Opera Studio London. Concert highlights include performances with the London 
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Symphony Orchestra at the BBC Proms and the Lucerne Festival under 
Sir Simon Rattle, the Orchestra of the Age of Enlightenment at the 
Royal Festival Hall under Sir Mark Elder and the Symphonieorchester 
des Bayerischen Rundfunks at the Prinzregententheater under Keri 
Lynn-Wilson. Recital highlights include regular appearances at 
Wigmore Hall, the Oxford Lieder Festival and the Ludlow English Song 
Festival collaborating with pianists such as Simon Lepper, Graham 
Johnson, Eugene Asti, Sholto Kynoch and Iain Burnside. Opera 
highlights include leading roles at The Royal Opera, Opéra Royal de 
Versailles, Irish National Opera, Glyndebourne, Welsh National Opera, Scottish Opera, 
Opera North, Garsington Opera, Wexford Festival Opera, Opera Holland Park and Opera 
Rara. Discography includes O’Dwyer: Eithne (RTÉ Lyric FM 2018), Gilbert and Sullivan: 
HMS Pinafore (Linn Records 2016), Offenbach: Fantasio (Opera Rara 2014) and 
Fleischmann: Orchestral Works (RTÉ Lyric FM 2010). 

Mia Cooper violin 
Mia was appointed leader of the RTÉ Concert Orchestra in 2006, and 
in this role has worked with musicians as diverse as Pavarotti to 
2fm DJ Jenny Greene, and venues from the Vatican to the main 
stage at the Electric Picnic. Before moving to Dublin to take up her 
position, Mia was a member of the Royal Philharmonic Orchestra, 
and a guest leader of many orchestras including the Philharmonia, 
BBC National Orchestra of Wales, BBC Philharmonic, Royal Scottish 
National Orchestra and City of Birmingham Symphony Orchestra.  

Mia’s love of chamber music grew at an early age with her 
involvement in Pro Corda, a residential chamber music training 
course in Suffolk, and chamber music has always been a part of her 
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musical life, giving rise most recently to appearances with her quartet – the Esposito 
String Quartet – at venues across Ireland, and also to invitations to perform at festivals 
in France, Mumbai, Lithuania, Spain and the UK. Mia has recorded a wide variety of 
chamber music, including the violin sonatas of Michele Esposito with Lance Coburn 
(Champs Hill Records 2013), works with members of the Gould Piano Trio, Fibonacci 
Sequence, Goldberg Ensemble and Bartok Violin Duos with her teacher from the Royal 
Northern College of Music, Yossi Zivoni.  

Mia teaches at the Royal Irish Academy of Music in Dublin. 

Verity Simmons cello 
Verity Simmons studied with Louise Hopkins at the 
Guildhall School of Music and Drama where she received 
the Libotten Cello prize. 

Verity has worked extensively on West End shows, holding 
chairs on Funny Girl at the Savoy Theatre and Big Fish at 
the Other Palace. She has also regularly performed on 
shows including An American in Paris, Kinky Boots, 
Company, Aladdin and Caroline or Change. As a freelancer, Verity works with orchestras 
including Royal Ballet Sinfonia, English Touring Opera, the Novello Orchestra and Army of 
Generals. She has recorded and toured with various artists, most recently Father John 
Misty, Bears Den, Jess Glynne and Sophie Ellis Bextor and made a chamber recording of 
Walton’s Façade with Kit and the Widow. Verity has recently featured as soloist on 
recordings for Donmar Warehouse productions of Saint Joan and Knives in Hens.  

Verity performs and records regularly with the Estilo String Quartet. She lives in London 
with her husband and two sons.  

Ph
ot

og
ra

ph
: 

R.
 C

le
ve

la
nd

 A
ar

on
 

Niall Kinsella piano  
Irish pianist Niall Kinsella studied at University College Dublin, and the Royal Irish 
Academy of Music, Dublin, graduating with a Masters in Piano Accompaniment, following 
which he furthered his postgraduate studies in lieder accompaniment and chamber music 
at the University of Music and Performing Arts, Vienna, under the tuition of Professor 
Barbara Moser.   

While in Austria, Niall studied German lieder performance and interpretation at the 
Franz-SchubertInstitut, Baden-bei-Wien with Graham Johnson, Roger Vignoles, Helmut 
Deutsch, Julius Drake, Wolfram Reiger, Robert Holl and Elly Ameling, and at the 
International Summer Academy of the Mozarteum University, Salzburg, with Wolfgang 
Holzmair and Dalton Baldwin. 

Fast establishing himself as one of the most exciting 
Irish accompanists of his generation, Niall has 
performed extensively across Europe: in the United 
Kingdom, France, Spain, Austria, Hungary, Czech 
Republic, Italy and at home in Ireland in venues such 
as Vienna’s Musikverein, Konzerthaus and Mozarthaus 
Wien; St. Martin-in-the-Fields, London; The Liszt 
Academy, Budapest; and regularly at Dublin’s National 
Concert Hall, where he curates and performs an 
annual series of song recitals. This is Niall’s debut CD.  

www.niallkinsella.com
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[4] Love, and a Garden 
There once was a garden of flowers bereft, 
No perfume filled the air. 
No roses grew, or soft winds blew, 
To make that garden fair.  
But, now in this garden a plant is sown, 
A tender blossom grows. 
This plant is rare and wondrous fair, 
Yes, fair and sweeter than the rose.  
My heart was your garden,  
The plant your love, 
And I’ll watch it every hour. 
Through day, through night, 
I’ll keep it bright 
Till God shall make it flower.  
Hardress Wyles 

[5] Padraic the Fiddiler 
Padraic sits in the garden, 
In undher the bright new moon, 
An’ from his fidil he coaxes 
A lovely dreamy tune.  
Och! I love the tune he’s playin’ 
An’ wisht it was for me,  
But I know it’s for the birdeens 
‘Way up in the cherry tree.  
Sure iv’ry night they peep from  
In undher their mother’s wings, 
Tae hear the silv’ry music 
His wee dark fidil sings;  

An’ for them he’s always playin’, 
An’ has nae a thought for me; 
For if I go out he wandhers 
Away from the cherry tree. 
Padric Gregory 

[6] An Ardglass Boat Song 
Wind o’ the South my love’s at sea. 
The hills are dark an’ the skies are grey, 
O blow him safely back home tae me; 
Wind o’ the South my love’s at sea 
An’ I cannae rest whin he’s away.  
Wind o’ the South my love’s at sea, 
An’ o’ the wathers are dark an’ deep; 
He’s slavin’ sore for the weans* and me, 
Wind o’ the South my love’s at sea 
An’ I cannae take a wink of sleep.  
Wind o’ the South my love’s at sea, 
The night is past, yondher’s the mornin’ star; 
A wee while more an’ he’s back tae me! 
Wind o’ the South blow wild and free, 
His long boat is crossing the harbour bar. 
Padric Gregory  
*‘weans’ = ‘wee ones’ or children 

[1] The Philosophy of Love 
The fountains mingle with the river  
And the rivers with the ocean,  
The winds of heaven mix for ever  
With a sweet emotion;  
Nothing in the world is single;  
All things by a law divine  
In one another’s being mingle.  
Why not I with thine?   
See the mountains kiss high heaven  
And the waves clasp one another;  
No sister-flower would be forgiven  
If it disdained its brother;  
And the sunlight clasps the earth  
And the moonbeams kiss the sea:  
What are all these kissings worth, 
If thou kiss not me?  
Percy Bysshe Shelley 

[2] In Sweet Humility 
Down in a cool and shady bed,  
A modest violet grew,  
Its stalk was bent, it hung its head,  
As if to hide from view.   
And yet it was a lovely flower,  
Its colours bright and fair;  
It might have graced a rosy bower,  
Instead of hiding there,   
Yet there it was content to bloom,  
In modest tints arrayed;  
And there diffused its sweet perfume,  
Within that silent shade.   

Then let me to the valley go,  
This pretty flower to see;  
That I may also learn to grow  
In sweet humility. 
Jane Taylor 

[3] Love’s Question 
Say that you heart is mine alone,  
Tell me your love is true, 
Say that I seek it not in vain, 
‘Tis all I ask of you.  
Bright are the skies that shine above, 
Bright are the skies so blue, 
But naught can compare with the love that I bear, 
For you, my love, for you.  
Refrain 
So tell me my love, Oh tell me; 
And hope once again renew. 
Were the world mine own ‘t would be a throne,  
For you, my love, for you.  
Whisper your answer low to me,  
That none but I may hear. 
With joy the world’s aglow to me 
Always when you are near.  
So long as this heart of mine shall beat, 
So long shall my love be true. 
No jewel rare is half so fair  
As you, my love, as you.   
Refrain 
Hardress Wyles 

SONG LYRICS



[15] The Song of the Faery Child 
The wind blows out of the gates of the day, 
The wind blows over the lonely of heart, 
And the lonely of heart is withered away. 
While the faeries dance in a place apart, 
Shaking their milk-white feet in a ring, 
Tossing their milk-white arms in the air 
For they hear the wind laugh and murmur  

and sing 
Of a land where even the old are fair, 
And even the wise are merry of tongue. 
But I heard a reed of Coolaney say: 
‘When the wind has laughed and murmured  

and sung 
The lonely of heart is withered away!’ 
W.B. Yeats 

[16] Diarmuid’s Lament 
Oh Mary! Oh Mary! 
It is a great deed that has been done in 
Ireland, on this day the Kalends of August. 
Diarmuid Ó Donnchadha Mhic Murchadha 
King of Leinster and of the Danes to have 
been banished by the men of Ireland 
over the sea eastward. 
Och, och O Lord what shall I do? 
Michaél Mac Liammóir 
from The Ford of the Hurdles, a Masque of Dublin 

[17] The Thief of the World 
What’s the use of Government, and what do  

we pay peelers for? 
What’s the use of soldiers to be standing  

at their ease? 
What do they seize the poteen stills and  

hunt the highway squealer for? 
When rogues can roam the high-road and  

go robbing all they please!  
Oh! The thief of all the world! But sure  

the sorrow mend myself, 
The two blue, laughing eyes of her, the  

dimple on her chin! 
They stole the heart right out of me, before  

I could defend myself, 
I fell into that dimple and I can’t get out again.  
She was sitting at the door and no one but  

the cat with her, 
When in I stepped to light my pipe and pass  

the time of day, 
And I never felt the time while I talked of  

this and that with her, 
And sure ‘twas nearly evening when I rose  

to go away.  
Oh! The thief of all the world! When up at  

last I got to go 
My heart was gone, my head was gone,  

my peace of mind likewise, 
But wasn’t I the omadhaun and she  

pretending not to know, 
And all the while the mischief in the corner  

of her eye!  

[13] A Stoirin Ban 
Creepy shadows fall an’ the twilight dies, 
A sickle moon sails thro’ the windy skies, 
The weest birdeen nae longer sings, 
But cuddles in undher it’s mother’s wing.  
A leinbh my chroide, a stoirin ban, 
May Mary guard you from dark till dawn. 
Shoheen sho lo.  
Oh, it’s nearin’ the eve o’ Samhaintide, 
An’ wee folk are roamin’ the countryside, 
Can ye nae hear them tweekin’ their fidil strings 
Tae drown the sleep song that your  

mother sings?  
A leinbh my chroide, a stoirin ban, 
Lie close to my heart from dark till dawn,  
Close your wee bright eyes an’ I’ll watch  

night thro’ 
An’ the wee folk’ll nae git the hould of you; 
An’ you’ll nae hear the tune from their  

fidil strings 
But you’ll sleep tae the sleep song your  

mother sings.  
A leinbh my chroide, a stoirin ban, 
Sleep sweet, sleep soft from dark till dawn. 
Shoheen sho lo. 
Padric Gregory 

[14] The Bard of Armagh 
Oh! list to the strains of the poor Irish harper, 
And scorn not the strings from his poor  

withered hand, 
But remember his fingers oft moved faster, 
To raise up the memory of his dear native land.  
At fair or at wake I would twist my shillelagh, 
Or dance the fine jig with my brogues  

bound with straw, 
And all the pretty colleens in village and valley 
Loved the bold Phelim Brady, the Bard  

of Armagh.  
And when Sergeant Death in his cold arms  

shall embrace me, 
To lull me to sleep with sweet “Erin go bragh”, 
By the side of my Kathleen, my young wife,  

Oh! lay me, 
Then forget Phelim Brady, the Bard of Armagh. 
Traditional Irish Text 



[26] The Cormorant 
Now the seagull spreads his wing, 
And the puffin seeks the shore, 
Home flies every living thing, 
Yo, ho! The breakers roar! 
Only the Cormorant, dark and sly, 
Watches the waves with a sea-green eye.  
Under his bows the breakers fleet, 
All alone, alone went he; 
Flying alone through the blinding sleet, 
Flying alone through the raging sea. 
Only the Cormorant, dark and sly, 
Watches the waves with a sea-green eye.  
Round his bark the billows roar, 
Dancing along to the lonely grave; 
Death behind, and Death before. 
Yo, ho! The breakers rave! 
Only the Cormorant, dark and sly, 
Watches the waves with a sea-green eye.  
Hark! Was that a drowning cry? 
Erin’s saints receive his soul! 
Nothing now twixt sea and sky. 
Yo, ho! The breakers roll! 
Only the Cormorant, dark and sly, 
Watches the waves with a sea-green eye. 
Emily Lawless 

[27] Wee Hughie 
He’s gone to school, wee Hughie, 
An’ him not four, 
Sure I saw the fright was in him 
When he left the door.  
But he took a hand o’ Denny, 
An’ a hand o’ Dan, 
Wi’ Joe’s owld coat upon him – 
Och the poor wee man!  
He cut the quarest figure, 
More stout nor thin: 
An’ trotting right an’ steady 
Wi’ his toes turned in.  
I watched him to the corner 
O’ the big turf stack, 
An’ the more his feet went forrit, 
Still his head turned back.  
He was lookin’ would I call him –  
Och, och, my hear is woe –  
Sure it’s lost I am without him, 
But he be to go.   
I followed to the turnin’ 
When they passed it by, 
God help him he was cryin’, 
An’, maybe, so was I. 
Elizabeth Shane 

But I'll have her up to court, and charge her  
with the felony, 

And if she pleads not guilty, 'twill be only  
waste of breath; 

For I'll set my face against her, and condemn  
her for her villainy, 

To be locked up in my arms, till the day of  
her death.  

Oh! The thief of all the world! There's no use  
in being kind to her, 

Around my neck she'll have to hang until her  
dying day, 

As a warning to all schemers that the same way  
are inclined as her, 

To go about their business and not set poor  
boys astray. 

Francis A. Fahy 

[24] The Stranger 
I saw a stranger yestreen. 
I put food in the eating place, 
Drink in the drinking place, 
And music in the listening place. 
And in the sacred Name of the Triune 
He blest myself and my house, 
My cattle and my dear ones, 
And the lark sang in her song 
Often goes the Christ in a stranger’s guise. 
Words from Ancient Gaelic, Author unknown 
Recovered by Kenneth Macleod 

[25] The Wee Boy in Bed 
I mind* my granny wi’ her wrinkled  

hands cardin’ the wool; 
I mind my mother at her spinnin’ wheel,  

on a low stool. 
I mind myself, a wee wee boy in bed, lying  

so still; 
I mind the quare we lamp that glimmered on  

the window sill.   
I mind my father climbin’ to the loft to work  

the loom, 
I mind the clackin’ noise that it would  

make down in the room, 
An’ well I mind the way I’d be afeart o’  

what ’twould be, 
An’ then herself would lave the wheel an’  

come whisperin’ to me:  
“Och, whist ye arathaisce*, turn your face  

into the wall, 
There’s not a hait o’ harm in the ould loom,  

at all, at all.” 
I mind the way her voice would murmer close  

to my ear; 
I mind the way I’d hear the crickets singin’  

loud and clear.  
An’ still I mind the light would flicker dim,  

the turf burn red, 
But I can never mind the big ones when goin’  

to bed. 
Elizabeth Shane 
 
* ‘mind’, meaning to remember 
* ‘Well then, O treasure’, a term of endearment 



ALSO AVAILABLE...

JOHANNES BRAHMS:  
RODERICK WILLIAMS 
Roderick Williams &  
Roger Vignoles   

“Williams is in superb voice, matched by 
Vignoles’ incisive playing ... This is clearly 
a labour of love for both artists and one 
which should be rewarded.” 
Classical Music Magazine 

“Roderick Williams is a wonderful story-
teller ... grips you all the way through ...” 

“[Williams & Vignoles] also give us a 
performance of the four serious songs ... 
they're beautifully shaped and sung ... it’s 
a lovely package as well.” 
BBC Radio 3, Record Review 

“The recorded sound is excellent. So too is 
the documentation which includes an 
excellent essay by Daniel Jaffé ...” 
MusicWeb International

CH
RC

D1
08

 

LOVE'S OLD SWEET SONG 
Kathryn Rudge, James Baillieu   

“Outstanding performances of every piece;  
I loved every minute of it.” 

“... if you like exceptionally thoughtful music-
making, this album is for you.” 

“Rudge’s voice is golden, rich, and even; her 
diction crystal clear, and her phrasing superb. 
Baillieu’s playing is warm and supportive.”  
American Record Guide 

“Kathryn Rudge has a lovely warm yet focussed 
mezzo-soprano voice and she sings with a 
combination of line and superb diction.” 

“[Rudge] is well supported by James Baillieu 
and the pair treat each song with the same care 
and sense of seriousness.” 

“Highly recommended.” 
Planet Hugill
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[28] The Small Black Rose 
My Rose, do not mourn for what has  

happened thee, 
The friars are drawing nigher from across  

the sea, 
Rome’s pardon for my darling will ease her woes, 
And wine from Spain salve the pain of my  
Small Black Rose.  
Long my faring throughout Erin since  

yester night, 
Lough Erne in my yearning I leapt outright; 
Over highways and byways the pilgrim goes, 
A flame with the name of my Small Black Rose.   
I adore thee, watch o’er thee the livelong year,  
With no guerdon for love’s burden but  

black despair; 
With spirits pining, health declining,  

my passion grows,  
Yet vainly I strive to gain thee, my  
Small Black Rose.   
I’d roam in the gloaming through  

Munster’s plain, 
Over hill side and rill side her heart to gain; 
She is fairer, far rarer, than any flower  

that glows, 
Is she yielding to my pleading, my  
Small Black Rose.  

The sea’s flood will be blood red, the sky aflame. 
The whole world will be hurled into ruin  

and shame, 
Hills will tremble and crumble in agony’s throes, 
Ere the day that death takes thee, my  
Small Black Rose.   
Donal O’Sullivan 

[29] Padraic the Fiddiler 
see track [5]


