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Michael Hurd was born in Gloucester on 19 December 1928, the son of a self-employed 
cabinetmaker and upholsterer.  His early education took place at Crypt Grammar School in 
Gloucester.  National Service with the Intelligence Corps involved a posting to Vienna, where 
he developed a burgeoning passion for opera.  He studied at Pembroke College, Oxford 
(1950-53) with Sir Thomas Armstrong and Dr Bernard Rose and became President of the 
University Music Society.  In addition, he took composition lessons from Lennox Berkeley, 
whose Gallic sensibility may be said to have influenced Hurd’s own musical language, not 
least in the attractive and witty Concerto da Camera for oboe and small orchestra (1979), 
which he described in his programme note as a homage to Poulenc’s ‘particular genius’. 

Following a six-year term (1953-59) as Professor of Music Theory at the Royal Marines 
School of Music in Deal, Hurd settled in West Liss, Hampshire, dedicating the rest of his life 
to a variety of musical pursuits - composing, writing, conducting, lecturing and broadcasting.  
He shared with Benjamin Britten a desire to be involved in his local community by taking part 
actively in music-making.  His involvement as conductor, player and singer in events staged 
within his native Hampshire, and particularly his long association with the Farnham and 
Petersfield Festivals, was an affirmation of his strongly-held belief in the composer as a useful 
member of society.  He travelled widely and was a frequent visitor to Australia, where he 
helped to found the Port Fairy Music Festival which staged the premieres of his last two 
operas.   He died in Petersfield, Hampshire on 8 August 2006, at the age of 78.

Michael Hurd’s books reflect a deep and passionate interest in early twentieth-century British 
music and he wrote seminal studies of Rutland Boughton1 and Ivor Gurney2 as well as concise 
biographical portraits of Britten, Elgar, Vaughan Williams and Tippett.  He possessed a gift 
for addressing complex issues with clarity and incisiveness, something which served him well 
in a series of Young Person’s Guides to concerts, opera, English music and sailors’ and soldiers’ 
songs.  Among his other publications is a percipient introductory portrait of ‘The Composer’, 
a figure unfashionably but accurately described as ‘the most important person in music’,3 and 
a vivid account of the early history of the music publishing firm Novello & Company,4 with 

1  Immortal Hour: The Life and Period of Rutland Boughton (1962), London: Routledge & Kegan Paul, updated as 
Rutland Boughton and the Glastonbury Festivals (1993). Oxford: Oxford University Press.
2  The Ordeal of Ivor Gurney (1978), Oxford: Oxford University Press; reprinted in paperback by Faber and Faber 
in 2008.
3  The Composer (1968), London: Oxford University Press.
4  Vincent Novello and Company (1981), London: Granada Publishing Ltd.
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whom he had a long-standing association.  His last book, co-edited with Howard Ferguson, 
presents correspondence between the latter and Gerald Finzi and amounts to a dual-biogra-
phy of the two featured composers.5  

Hurd’s love of literature and the human voice illuminated a natural talent for word-setting.  
Hence his catalogue is dominated by choral and vocal works, including operas, ‘pop’ cantatas, 
songs and anthems.  He was especially noted for his many scores for children and amateurs, 
and his care to ensure that the material he wrote was within the reach of non-professional 
singers and accompanists accords with his conviction that composers should adopt a practical 
approach to their craft.  

His music for the stage consists of a children’s nautical opera Little Billy (1964); the ‘operatic 
entertainment for children’ Mr. Punch (1970); a one-act chamber opera The Widow of Ephesus 
(1971); the three-act opera The Aspern Papers (1995) and the one-act chamber opera The 
Night of the Wedding (1998).6  Numerous scores written for radio, theatre and television 
include a wide-ranging series of projects undertaken with director Mai Zetterling comprising 
the 1969 film Flickcorna; Play Things (1980), a theatre production designed by Andy Warhol 
and premiered in the English Theatre, Vienna; the hard-hitting 1982 feature film Scrubbers, 
set in a closed women’s borstal and Sunday Pursuit (1990), a short film for television starring 
Denholm Elliott and Rita Tushingham.   

A series of popular cantatas began with the highly successful Jonah-Man Jazz (1966) and 
continued with Swingin’ Samson (1973), Hip Hip Horatio (1974), Rooster Rag (1975), Adam-
in-Eden (1981), Captain Coram’s Kids (1988), Prodigal (1989, rev. 1991) and Pop Pied Piper 
(1998).  In several of these tuneful and witty pieces for children’s groups, Hurd uses a 
narrator and this device was also employed in his ‘music-hall guide to Victorian living’, Mrs. 
Beeton’s Book (1982), whose ‘every detail of good advice’ is taken from the first edition (1861) 
of Mrs Beeton’s Book of Household Management, to humorous effect.

His skilful treatment of texts is also evident in more serious works and enriches such diverse 
settings as Shore Leave, five songs for baritone and strings (1967), performed at the 1998 
Gloucester Three Choirs Festival; Night Songs of Edward Thomas, for SATB unaccompanied 

5  Letters of Gerald Finzi and Howard Ferguson (2001), Woodbridge: Boydell Press.
6  The Aspern Papers and The Night of the Wedding are available on a 2-CD Lyrita set (SRCD.2350).
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(1990), commissioned by Norman Morris and The Reading Phoenix Choir,7 and the choral 
symphony Shepherd’s Calendar (words by John Clare), for baritone solo, chorus and orchestra 
(1975), written for the Southampton Choral Society.

Among a select number of non-vocal works may be mentioned the Sinfonia Concertante for 
violin and strings (1968, rev. 1973); Overture to an Unwritten Comedy (1970, rev. 1979); 
Harlequin Suite, for brass quintet (1971, rev. 1983); Dance Diversions (1972); Bagatelles, for 
solo piano (1986); Five Preludes, for solo piano (1989); Sonata for violin and piano (1989), 
and Three-Piece Suite, written in 2004 for recorder-player John Turner.  The last of these, 
which exists in versions with piano- , string quartet- and string orchestra-accompaniment, 
turned out to be the composer’s final piece, characteristically droll and effective. 

Lyrical and lucid, Michael Hurd’s music is directly communicative.  His relaxed and 
approachable style is sufficiently versatile to tap emotional depths, as in the poetic Largo of 
the flute/recorder sonatina (1964, rev. 2002), the wistful setting of John Clare’s poem ‘O 
Love is so deceiving’ from The Shepherd’s Calendar and the beautiful central passacaglia from 
the Sinfonia Concertante.   Hurd offered this typically balanced and perceptive assessment of 
his own creative output:  ‘my music is accessible and, in the traditional sense, very tuneful.  
It is, however, not entirely predictable: certain rhythmic and harmonic subtleties lifting it, I 
hope, somewhat out of the ordinary’.8    

These ‘rhythmic and harmonic subtleties’ are readily discernible in Hurd’s choral works.  The 
examples presented here include settings of his favourite poetry.  They are all indicative of a 
desire to engage singers and listeners instantly, and a natural aptitude for enhancing the text.  

Subtitled ‘Six hymns for the Nativity’, This Day to Man (1974) is scored for SATB accompa-
nied by an orchestra of two flutes, oboe, two clarinets, bassoon and strings.  It was commis-
sioned by the Chichester Singers who first performed the work on 14 December 1974 under 
the baton of Anne Lawrence.  This piece reflects the composer’s predilection for setting the 
words of relatively obscure poets, in this instance from the 16th and 17th centuries.  Lending 
its title to the overall work, the opening hymn is a setting of the Christmas carol ‘This day to 
man’ by Francis Kindlemarsh.  After a short instrumental introduction, the opening theme 

7  Featured on Michael Hurd Choral Music Vol. 1 (Lyrita SRCD.363) 
8  Michael Hurd in Contemporary Composers, eds. Brian Morton and Pamela Collins (1991), London: St James 
Press, p.431.
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provides material for the rest of the hymn, including the final verse, which sees a sudden, 
liberating shift into a quicker tempo. ‘As I in hoary winter’s night …’ sets the poem The 
Burning Babe by Robert Southwell (1561-1595).  Hurd’s treatment is mainly gentle and 
measured with the exception of an agitated central episode which is underscored by tremolo 
strings and ends in a fortissimo climax.  There follows a brisk setting of ‘All this night shrill 
chanticleer’ from A Handful of Celestial Flowers by William Austin (1587-1634), scored for 
tenor and bass voices only with the exception of a brief closing orchestral flourish.   This tiny, 
pivotal passage introduces the key and time signature of the following hymn and therefore 
also acts as a mini-prelude. ‘Fairest of the morning lights appear’ from A Psalm for Christmas 
Day Morning by Thomas Pestel (1586-1659) is a simple, almost madrigal-like setting for 
voices alone whose climactic final verse ascends joyously from G major into B flat major.  
Counterbalancing the third hymn’s setting for lower voices, ‘Sweet baby, sleep’ from Hallelu-
jah, or Britain’s Sacred Remembrance by George Wither (1588-1667) requires soprano and alto 
voices only and takes the form of a gentle lullaby.  Flowing and serene, the poised final hymn, 

‘Come to your heav’n, you heav’nly choirs …’ from New Heaven, New War by Robert 
Southwell is rounded off by a short orchestral epilogue. 

Hurd’s 1966 setting of A Song for St Cecilia by John Dryden (1631-1700) was commissioned 
for performance at the 1967 Havant and District Schools’ Music Festival.  At its premiere in 
Havant Grammar School the SATB choir was accompanied by a substantial ensemble 
consisting of two flutes, oboe, two clarinets, bassoon, two horns, three trumpets, tenor 
trombone, tuba, percussion (three players) and piano.  Hurd also produced a version which 
calls for two flutes, oboe, two clarinets, bassoon, two horns, two trumpets, percussion and 
strings, and it is the more orthodox chamber orchestral arrangement which is heard on this 
recording.  Although the work falls into several distinct sections, the composer stipulated that 
only minimal breaks should be allowed during performance – enough to assist in a change of 
mood but not so much as to destroy the overall continuity.  In this straightforward piece Hurd 
shows a typical sensitivity to the text, responding literally to Dryden’s references to musical 
instruments: thus, bold trumpet and timpani fanfares introduce the section beginning ‘The 
trumpet’s loud clangour Excites us to arms’ and continuing ‘The double, double, double beat 
of the thundering drum’; ‘The soft complaining flute’ is prefaced by an extended duet for two 
flutes, and a solo violin enters with the words ‘Sharp violins proclaim their jealous pangs’.  
These literal gestures should not lead the listener to conclude that the work lacks subtlety: the 
opening choral fanfare is truncated into a recurring three-note instrumental flourish which 
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permeates the score and binds together its disparate sections.  Appropriately, the prevailing 
character is one of joy and celebration.  In the closing pages there is a discordant passage 
marked ‘nobilmente’ which corresponds to the words:

‘As from the pow’r of sacred lays
The spheres began to move …
And sung the great Creator’s praise’

Such was the disruptive power of this dissonant episode that during the present recording, 
the conductor, producer and orchestral leader held a conference to determine whether the 
composer really meant it.  After checking the score and parts it was decided that Hurd most 
definitely did intend this as a kind of seismic harmonic disruption leading to the glorious final 
declarations culminating in the words, ‘And Music shall untune the sky’.       

Shakespeare’s metaphysical poem The Phoenix and the Turtle has inspired arrangements for 
chorus and orchestra by several British composers, including Thea Musgrave (1962) and 
Phyllis Tate (1967).9  Michael Hurd’s setting for mezzo-soprano, SATB, timpani and string 
orchestra (1974) was commissioned by the Canterbury Singers for performance on 9 June 
1974 at the Chapter House, Canterbury Cathedral.  The soloist was Elizabeth Stutchbury 
and the conductor Anthony Stutchbury.  Impelled by the elegiac power of his text, the 
composer fashions one of his most intricately wrought and poignant settings.  He wrote of it: 

‘Shakespeare’s poem was published in 1601 in a collection called Love’s Martyr, the contents 
of which were described on the title page as ‘allegorically shadowing the truth of Love’.  Like 
all metaphysical utterances, The Phoenix and the Turtle is open to many interpretations.  But 
the more you try to pin it down, the more it eludes definition; indeed, if a simple explanation 
were possible, there would have been no reason to write the poem.  Better by far simply to 
accept that it ‘rings true’, even though that truth can only be glimpsed as through a glass 
darkly.  I believe utterly in the poem, though what it is I believe I do not quite know.  I cannot 
hope that my music will add to Shakespeare’s vision, but I may perhaps trust that I have not 
betrayed it’.  Hurd’s treatment of the text is both simple and subtle, juxtaposing the 
mezzo-soprano line with largely homophonic choral writing.   As in all the most effective word 
settings, text and music illuminate and enhance each other. 

9  Tate originally scored the work for tenor voice and an ensemble of flute, horn, two cellos, harpsichord and 
piano; this version was first performed at a BBC Invitation Concert in 1961.
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John Tavener, Sally Beamish, Thomas Larcher, Peter Maxwell Davies and David Sawer.   For the 
2017 BBC Proms, Marcus performed Maxwell Davies Eight Songs for a Mad King with the 
Birmingham Contemporary Music Group, conducted by Sian Edwards. Marcus is the Founder and 
Artistic director of the Southwell Music Festival.

SIMON LEPPER read music at King’s College, Cambridge before studying piano 
accompaniment with Michael Dussek. He is a professor of piano accompaniment and a vocal 
repertoire coach at the Royal College of Music, London where he also co-ordinates the piano 
accompaniment course. Since 2003 he has been an official accompanist for the BBC Cardiff Singer 
of the World Competition. Performance highlights have included an invitation from the Wigmore 
Hall, London to present a three concert project on the songs of Joseph Marx; a recital tour with 
Stéphane Degout which included the Ravinia and Edinburgh Festivals; his debut at Carnegie Hall, 
New York with mezzo Karen Cargill and at the Frick Collection with Christopher Purves; 
performances of the Schubert song cycles with Mark Padmore including at the Schubertiade, 
Hohenhems and recitals with Angelika Kirchschlager in Verbier and at the Wigmore Hall where 

appearances have included recitals with 
Christopher Maltman, Elizabeth Watts, Stephan 
Loges, Sophie Bevan, Mary Bevan, Sally 
Matthews and Lawrence Zazzo. He will present 
an all Schubert programme with Ilker Arcayürek 
in Barcelona, Zürich and at the Wigmore Hall 
where further appearances include recitals with 
Dame Felicity Palmer, Karen Cargill and 
Morgan Pearse. With Benjamin Appl he will tour 
to India including recitals in Mumbai and 
Chennai. His discography includes 2 volumes of 
Debussy Songs and a Strauss disc with Gillian 
Keith, a disc of Mahler songs with Karen Cargill, 
the complete songs of Jonathan Dove with Kitty 
Whately and a CD of contemporary violin works 
with Carolin Widmann which received a 
Diapason d’or.  Recent releases include a song 
recital disc with Dame Felicity Palmer and CD 
of Schubert songs with tenor Ilker Arcayürek.    
www.simonlepper.com
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Berlin Philharmonic Orchestra and Sir Simon Rattle. His recordings have received nominations and 
awards from the BBC Music Magazine, Gramophone, Grammy, L’Orfee d’Or and Diapason. His 
many roles for the Hamburg Opera included Tamino, Ferrando (Cosi fan tutte) and Narraboth 
(Salome). He has also performed with the Royal Opera House Covent Garden, Bayerische 
Staatsoper, Deutsche Staatsoper Berlin, Opera North, Theater an der Wien and Welsh National 
Opera, and for the Salzburg, Edinburgh and Glyndebourne and Baden-Baden festivals. He sang his 
first Tom Rakewell (The Rake’s Progress) in Caen, Limoges, Reims, Rouen and Luxembourg. 
Engagements for 2016/17 and beyond include Gonzalve (L’heure Espagnole) with the Los Angeles 
Philharmonic Orchestra (Charles Dutoit), Don Ottavio Don Giovanni for WNO, his debut for the 
Teatro Real Madrid as Arbace Idomeneo, and a return to the Royal Opera House, Covent Garden. 

MARCUS FARNSWORTH read Music at the University of Manchester and was a post-graduate 
student at the Royal Academy of Music.  He was awarded first prize in the 2009 Wigmore Hall 
International Song Competition and the Song Prize at the 2011 Kathleen Ferrier Competition.   
Marcus enjoys a varied career, both in concert and 
on the operatic stage and is known for his versatility 
in both classical and contemporary repertoire.  He 
has appeared in recital at the Concertgebouw 
(Amsterdam), La Monnaie (Brussels) and the 
Wigmore Hall.  He works regularly with such pianists 
as Julius Drake, Graham Johnson, Simon Lepper, 
Joseph Middleton and James Baillieu.  He is a 
founder member of the Myrthen Ensemble. Marcus 
regularly works with some of the UK’s renowned 
orchestras, festivals and opera houses, most recently 
the BBC Symphony Orchestra (Adams Doctor 
Atomic and The Wound Dresser ), London Symphony 
Orchestra, Oxford Lieder Festival, Edinburgh 
International Festival, English National Opera (Cosi 
fan Tutte and Death in Venice) and Welsh National 
Opera.  Further afield, he has worked with Bergen 
National Opera (Peter Grimes), Aix en Provence 
Festival (Midsummer Nights’ Dream).  He made his 
USA debut with Boston Lyric Opera, appearing as 
Eddy in Turnage’s Greek. A strong supporter of 
contemporary composers, he has sung works by 
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Music’s Praise, a serenade for four-part choir and string orchestra (1968) was commissioned 
by the Stroud Festival and first performed by the Stroud Festival Choir with the Orchestra 
da Camera conducted by Tony Hewitt-Jones on 30 October 1968.  It consists of four lyrical 
hymns to music. The opening setting of ‘Descend, ye Nine’ from Ode for Music, on St Cecilia’s 
Day by Alexander Pope (1688-1744) is bold and spirited and driven by a recurring dotted 
rhythm in the strings.  There follows ‘When Whispering Strains’ from In Commendation of 
Music by William Strode (c.1602-1645).  Hurd seems to take his cue from the words ‘Lull 
me, charming air’ and presents one of his most hauntingly lyrical themes carried aloft by a 
gently undulating accompaniment.  If one was asked to single out a specific piece that 
demonstrated Hurd’s melodic gift, this graceful, incantatory rendering of Strode’s ethereal 
poetry would provide compelling evidence.  A brief and playful setting of Shakespeare’s 

‘Orpheus with his lute’ from King Henry VIII, Act 3, Scene 1 is followed by a slow and serene 
setting of ‘To music to calm his fever’ by Robert Herrick (1591-1674) which brings the 
serenade to a peaceful and exalted conclusion.   

A Choral Cantata (1991) was commissioned by the Southport Bach Society for performance 
on 22 June 1991.  It is scored for SATB, two trumpets, tenor trombone, organ and timpani.  
In the first movement, Hurd takes a lively and exultant approach to ‘Praise ye the Lord’ from 
Psalm 150, supporting the acclamatory choral writing with rich brass and organ sonorities.  
The enchanting central movement, a musical adaptation of ‘When griping griefs the heart 
would wound’ from In Commendation of Music by Richard Edwards (1523-1566) is tranquil 
and elegant, its seraphic soprano solos and choral responses underpinned by rippling organ 
accompaniment.  The text of the final movement is taken from ‘Ye boundless realms of joy’ 
from Psalm 148 in A New Version of the Psalms of David (c.1698) by Nahum Tate (1652-
1715) and Nicholas Brady (1659-1726).  There is a satisfying correlation between this vibrant 
psalm setting and the example which opens the cantata: both are ardently rhetorical and 
employ ceremonial instrumental forces to intensify their jubilant character.  

Paul Conway, 2018



8    SRCD.366

Michael Hurd: complete solo songs for voice and piano

Michael Hurd had a natural inclination towards lyricism and direct communication so it 
seemed inevitable that that he would turn to songs as an outlet for his musical expression.  
Secular word setting preoccupied him throughout his creative life and his diverse choice of 
texts springs from a deep love of literature.  The solo songs for voice and piano presented here 
are representative of their composer – full of memorable tunes written gratefully for the voice 
supported by rhythmically interesting accompaniments that avoid complexity for its own sake.  
The intimate nature of this medium gives the listener an opportunity to appreciate the 
sensitivity of Hurd as a composer in a way rarely afforded by his more public works for larger 
forces.  These are some of the most personal and reflective utterances of a very private man.

The Four Early Songs of 1948-49 for voice and piano show Hurd’s responsiveness to his text 
at an early age and are written in an accessible vein that never detracts from the words.  His 
adaptation of ‘Proud Maisie’ by Sir Walter Scott (1771-1832) contains a higher level of 
chromaticism in its vocal line than one encounters in the composer’s later works but the 
gentle, rocking accompaniment of ‘Cradle Song’ by Padraic Colum (1881-1972) is entirely 
characteristic.  The delicacy and discernment of Hurd’s treatment of ‘The Widow Bird’ by 
Percy Shelley (1792-1822) suggests that his restrained, pared back approach to song setting 
was inherent rather than the fruit of experience.  While the relentless alternation of two piano 
chords in ‘The Sick Rose’ by William Blake (1757-1827) may owe something to ‘Saturn’ 
from Holst’s orchestral suite The Planets, it evokes effectively the insidious decay of ‘the 
invisible worm’.  

In The Night Swans, Hurd’s 1952 settings of ten poems by Walter de la Mare for tenor and 
piano, the composer frequently uses musical forms and devices.  Hence, ‘Bread and Cherries’ 
is a fruit seller’s call; ‘Song of the Soldiers’ a trudging march; ‘The Huntsmen’ a high-
stepping canter, and ‘Night Song’ a soft berceuse.  Elsewhere he takes his cue for the overall 
character of the song from a particular word or phrase, e.g. the recurring four-note motif in 

‘The Night Swan’ is associated with ‘Evangeline’, ‘Someone’ is framed by insistent rapidly 
repeated single notes on the piano to suggest the mysterious knocking ‘at my wee small door’, 
and the rippling accompaniment of ‘Water Midden’s Song’ complements perfectly the 
opening line, ‘Bubble, Bubble, Swim to see’.  These miniatures capture the essence of de la 
Mare’s poetry and demonstrate that Hurd’s musical voice is effective and fully rounded even 
on so small a scale.            
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and Strauss Deutsche Motette both at St John’s Smith Square, Jonathan Harvey's Songs of Li 
Po with the Guildhall Orchestra for a live BBC Radio 3 Total Immersion broadcast at Barbican Hall, 
Mozart Requiem at St Paul's Cathedral with the Royal Philharmonic Orchestra, Mozart Mass in 
C minor at St John’s Smith Square, L'Enfant et les Sortilèges with Radio-Sinfonieorchester 
Stuttgart (Denève), Wesendonck Lieder at the Auditorio de Tenerife, Mahler Kindertotenlieder 
at St James’ Piccadilly, London, Elijah with CBSO and Vivaldi Gloria with the Really Big Chorus 
in Mallorca. Her operatic experience includes Ruggiero in Agostino Steffani's  Orlando 
Generoso (The Barber Opera), Drummer in Ullmann’s The Emperor of Atlantis (Grimeborn 
Festival), Hansel  Hansel and Gretel  (Clonter Opera), Kate Pinkerton  Madama 
Butterfly (Glyndebourne on Tour), and Mercedes and covering title role Carmen for Mid Wales 
Opera.  Marta was involved in a Glyndebourne/ROH co-production of Nothing, a main stage new 
commission youth opera based on the novel by Danish author Janne Teller and composed by David 
Bruce.  She has sung Lapak (Dog) in the Glyndebourne Festival revival of The Cunning Little 
Vixen, Cherubino Le Nozze di Figaro at Garsington, and the title role Cenerentola with Diva 
Opera. At the end of 2017 Marta performed the London première of Alasdair Nicolson’s Shadows 
on the Wall with BBC Symphony Orchestra at the Barbican and has her debut at the Teatro Real, 
Madrid in early 2018. www.hazardchase.co.uk/artists/marta-fontanals-simmons

SARAH MAPPLEBECK began her singing and 
choral career with the National Youth Choir of Great 
Britain and went on to study singing at the University 
of Leeds under Marie Bodenham. Sarah now conducts 
the Braughing Sing Choir, is the Director of Music at 
Presdales School and sings with Hertfordshire Chorus.

BENJAMIN HULETT graduated from New College 
Oxford and the Guildhall School of Music and Drama, 
and studies with David Pollard. He has appeared in 
concert with Jeffrey Tate, Sir Andrew Davis, Peter 
Oundjian, Frans Brüggen, Thomas Zehetmair, 
Christopher Hogwood, Harry Bicket, at the Vienna 
Musikverein and Salzburg Mozartwoche with Ivor 
Bolton, at the BBC Proms and Edinburgh Festival with 
Sir Roger Norrington, and on tour with Emmanuelle 
Haim. He sang Tamino (Die Zauberflöte) with the 
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DAVID TEMPLE MBE,  one of the country’s 
foremost choral directors, has been Musical Director 
of Hertfordshire Chorus since 2000.  He also 
founded and continues to conduct Crouch End 
Festival Chorus. Highlights with Hertfordshire 
Chorus include critically acclaimed performances of 
Elgar’s The Kingdom  and The Apostles  in St Albans 
Cathedral, frequent visits to Sage Gateshead, and 
the many commissions of Hertfordshire Chorus, 
including Codebreaker and Ode to a Nightingale.  
David is passionate about supporting the 
development of new music. David has worked with 
many eminent conductors including Valery Gergiev, 
Esa-Pekka Sallonen, Semyon Bychkov and Edward 
Gardner, preparing choirs for major performances. 
With Crouch End Festival Chorus he recorded 
Bach’s St John Passion in 2016. Not only involved 

with traditional classical music, David has collaborated closely for many years with Ray Davies, 
Oasis – and more recently, Noel Gallagher – as well as 
Goldfrapp, Take That, Bombay Bicycle Club and 
Muse. Recording work includes music for the 
BBC’s  Doctor Who  at Air Studios and soundtracks 
such as A Cure for Wellness, Loving Vincent and The 
Awakening. David is the regular UK chorus master for 
Ennio Morricone and Andrea Bocelli. He is also a 
guest chorus master for the BBC Symphony Chorus. 
David was awarded an MBE in the New Year’s 
Honours 2018.   www.davidtemple.co.uk

MARTA FONTANALS-SIMMONS, completed 
both postgraduate and Opera Course training at the 
Guildhall School of Music & Drama under the tuition 
of Marilyn Rees. She was the 2015 joint winner of the 
prestigious Gold Medal awarded by the Guildhall 
School of Music & Drama in its centenary year, and 
was a finalist in the 2014 Kathleen Ferrier Awards. 
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The five songs for tenor and piano entitled Carmina Amoris (1979, rev.1998) were written 
over a considerable span of time, as the composer recounted: ‘Though logic suggests that in 
writing a music work (even one with several movements) you should start at the beginning 
and move steadily to the last note, this is not necessarily what happens in practice.  In the case 
of Carmina Amoris it seems that I started in the middle and only worked my way to a 
convincing overall shape.   My diaries tell me that the words of what are now the third and 
fourth songs caught my fancy in 1975.  I set them to music with no intention of making a 
cycle and it was only gradually, over the next three or four years that I added songs two and 
five and realised that I was actually telling a kind of story.  Even so it was not until 1979 that 
I decided that some sort of introduction was needed and therefore added the Invocation.  So 
the whole cycle came about in a very protracted topsy-turvy way, and not as an immediate 
response to a sudden emotional trauma.  The cycle is not therefore autobiographical, though, 
like everyone else, I have certainly felt at least some of the emotions it charts’.

Despite its piecemeal construction, Carmina Amoris forms a satisfying entity in its 1998 
incarnation for tenor and piano presented here.  The text of the opening ‘Invocation’ is 
attributed to the Ancient Greek lyric poet Anacreon in an English translation by the English 
socialist poet Edward Carpenter (1844-1929).  Hurd’s treatment is brief and declamatory, 
with jagged vocal and piano lines.  ‘Prayer’, which follows without a break, features a text by 
the Latin poet Catullus, translated into English by the politician and writer George Lamb 
(1784-1834).  The elemental nature of this chant-like song is heightened by the liberal use of 
octaves and fifths in the piano writing.  ‘Vow’, also by Catullus in translation by George Lamb, 
is more flexible and rhetorical, seemingly driven by its passionate declarations of love.  ‘Elegy’ 
by the Greek philosopher Plato, translated by Shelley (1792-1822), is noble and stately in its 
measured progress, whilst the final ‘Epitaph’, to an anonymous text translated into English 
by the poet and literary critic John Addington Symonds (1849-1893), is one of Hurd’s 
simplest and most polished utterances.               

The Day’s Alarm for baritone and piano (1991) benefits from witty and sophisticated texts by 
Paul Dehn (1902-1976), who also wrote the libretto for Lennox Berkeley’s two one-act 
operas A Dinner Engagement and The Castaway and William Walton’s The Bear, as well as the 
screenplays for films such as Goldfinger and the 1974 version of Murder on the Orient Express.  
Dehn’s aphoristic style is matched by Hurd’s concise and pithy approach so that every gesture 
and phrase is made to count.  The range of mood is notably wide, from the tense and 
relentless ticking of the crisp opening ‘Minute-hand and moon and mind’ to the cool 



10    SRCD.366

recollections of a love lost in ‘Look to my lover, lonely one’, in which deft tonal shifts between 
D flat major and D major suggests the singer’s thoughts constantly drifting between past and 
present.  ‘Swing low, sweet sun’ is one of the composer’s deceptively simple settings, as fluent 
as it is well-crafted.  In ‘By night I coin the shilling star’, Hurd hints at a sense of a constant 
routine by the judicious use of a repeated ostinato figure in the piano.  The final setting, of ‘In 
boyhood, as was fitting’, has an almost liquid flow which conceals its considerable harmonic 
adventurousness.

Three Songs of Robert Graves for baritone and piano (1995) find Hurd at his most relaxed and 
self-effacing.  The opening setting, of the poem ‘A Lost World’, is fluent and graceful, taking 
its rhythm from the phrases and natural cadences of Graves’s words.  The central setting of 

‘Song: Sword and Rose’ maintains a lightness of touch but has a bustling energy set in motion 
by scurrying piano semiquaver figurations.  The closing treatment of Graves’s ‘Song: The Far 
Side of Your Moon is Black’ is slow and serene, bringing the set to a tranquil close.

Hurd’s setting for voice and piano of Walter de la Mare’s narrative ‘The Ride-by-Nights’ is a 
spectral perpetuum mobile.  The breathless, repeated three-note figures in contrary motion 
keep pace with the witches as they ‘whoop and flutter’ past various constellations on their way 
home.               

Paul Conway, 2018
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HERTFORDSHIRE CHORUS
Known for commissioning new music, high-quality and passionate singing, tackling difficult, 
rarely performed music as well as much-loved and well-known pieces, Hertfordshire Chorus 
is one of the UK’s finest symphonic choirs.  The Chorus performs in the UK’s major concert 
halls, appears frequently with the BBC Concert Orchestra and with the Royal Philharmonic 
Concert Orchestra, has worked with Daniele Gatti and José Carreras, and has made 
numerous recordings.  Its members sing regularly in other concerts, including the BBC Proms.  
David Temple, one of the leading choral conductors in the country, has been its Musical 
Director since 2000.

The Chorus has a special fund to commission new music and under David Temple’s direction 
its drive to encourage young British composers has produced some of the most outstanding 
and successful new choral music of recent times, including Will Todd’s Mass in Blue, with 
pieces being performed by choirs around the world.  Its most recent CD prior to this Michael 
Hurd release was of two of its own commissions, Ode to a Nightingale (Will Todd) and 
Codebreaker (James McCarthy), which have been performed a number of times in both the 
UK and the USA. 

LONDON ORCHESTRA DA CAMERA
London Orchestra da Camera is recognised as one of the capital’s most accomplished 
ensembles. Its players include some of the country’s most talented freelance professional 
musicians, many of whom perform with some of London’s best known orchestras. It has an 
established association with Hertfordshire Chorus, which has developed into a strong 
partnership through many outstanding performances of an eclectic range of works, including 
various new commissions. 

The orchestra is in great demand, due to its wide reputation for an enthusiastic approach and 
energetic commitment, which have brought consistently high critical acclaim. It regularly 
operates in both studio and location recording sessions and specialises in accompanying 
leading choirs in London and the provinces, from chamber to full symphonic forces, having 
built up many years’ experience providing accompaniment in the choral performing world, 
from baroque to contemporary styles.  
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3.  ‘The far side of your moon is black...’
[Song: The Far Side of Your Moon, 
in Collected Poems 1975]

The far side of your moon is black,
     And glorious grows the vine;
Ask anything of me you lack,
     But only what is mine.

Yours is the great wheel of the sun,
     And yours the unclouded sky;
Then take my stars, take every one,
     But wear them openly.

Walking in splendour through the plain
     For all the world to see,
Since none alive shall view again
     The match of you and me.

The Ride by Night, Walter de la Mare
[The Ride-By-Nights, in Peacock Pie]

Up on their brooms the Witches stream,
Crooked and black in the crescent’s gleam;
One foot high, and one foot low,
Bearded, cloaked, and cowled, they go.

’Neath Charlie’s Wain they twitter and tweet,
And away they swarm ’neath the Dragon’s feet, 
With a whoop and a flutter they swing and sway,
And surge pell-mell down the Milky Way.
Between the legs of the glittering Chair
They hover and squeak in the empty air.
Then round they swoop past the glimmering Lion
To where Sirius barks behind huge Orion;
Up, then, and over to wheel amain
Under the silver, and home again.
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This Day to Man 
(f.p. 14 December 1974; pub. 1979)
Six Hymns for the Nativity, 
for SATB and orchestra

1.  ‘This day to man...’
[Francis Kindlemarsh (fl. 1550)]

This day to man came pledge of perfect peace;
This day to man came love and unity;
This day man’s grief began for to surcease;
This day did man receive a remedy
For each offence and every deadly sin
With guilty heart that erst he wandered in.

In Christes flock let love be surely placed; 
From Christes flock let concord hate expel;
Of Christes flock let love be so embraced,
As we in Christ, and Christ in us, may dwell.
Christ is the author of all unity,
From whence proceedeth all felicity.

From Virgin’s womb this day [to us] did spring
The precious seed that only saved man;
This day let man rejoice and sweetly sing,
Since on this day salvation first began.
This day did Christ man’s soul from death remove,
With glorious saints to dwell in heav’n above.

O sing unto this glitt’ring, glorious King;
O praise His name let ev’ry living thing;
Let heart and voice like bells of silver ring
The comfort that this day to man doth bring:
Let lute, let shawm, with sound of sweet delight,
The joy of Christes birth this day recite. 

2.  ‘As I in hoary winter’s night...’
[The Burning Babe
from St Peter’s Complaint 1595
Robert Southwell SJ (1561-1595)]

As I in hoary winter’s night
Stood shivering in the snow,
Surprised I was with sudden heat
Which made my heart to glow;
And lifting up a fearful eye
To view what fire was near,
A pretty babe all burning bright
Did in the air appear;
Who, scorchèd with excessive heat,
Such floods of tears did shed,
As though His floods should quench His flames,
Which with His tears were bred:
‘Alas!’ quoth He, ‘but newly born
In fiery heats I fry,
Yet none approach to warm their hearts
Or feel my fire but I!

‘My faultless breast the furnace is;
The fuel, wounding thorns;
Love is the fire, and sighs the smoke;
The ashes, shames and scorns;
The fuel Justice layeth on,
And Mercy blows the coals,
The metal in this furnace wrought
Are men’s defilèd souls:
For which, as now on fire I am
To work them to their good,
So will I melt into a bath,
To wash them in my blood.’
With this He vanish’d out of sight
And swiftly shrunk away,
And straight I callèd unto mind
That it was Christmas Day.

1 2
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3.  ‘All this night shrill chanticleer…’
[from A Handful of Celestial Flowers
William Austin (1587-1634)]

All this night shrill chanticleer,
    Day’s proclaiming trumpeter,
             Claps his wings and loudly cries,
             ‘Mortals, mortals! wake and rise!
                            See a wonder
                            Heav’n is under!
                   From the earth is ris’n a Sun,
                   Shines all night, though day be done.

  Wake, O earth! wake ev’rything!
  Wake and hear the joy I bring!
             Wake and joy; for all this night
             Heav’n and ev’ry twinkling light,
                            All amazing,
                            Still stand gazing;
                  Angels, power, and all that be,
                  Wake, and joy this Sun to see!

  Hail, O Sun! O blessed Light!
  Sent into the world by night!
             Let thy rays and heav’nly pow’rs
             Shine in this dark soul of ours;
                            For most duly
                            Thou art truly
                   God and man, we do confess.
                   Hail! O Sun of Righteousness!’

4.  ‘Fairest of morning lights appear...’
[from A Psalm for Christmas Day Morning
Thomas Pestel  (1586-1659)]

Fairest of morning lights appear,
Appear thou blest and gaudy day
On whom was born our Saviour dear,
Make haste and come away.

Behold the great Creator makes,
He makes Himself an house of clay,
A robe of Virgin flesh he takes
Which He will wear for aye.

This wonder struck the world amazed,
It shook the starry frame;
Squadrons of Spirits stood and gazed,
Then down in troops they came.

Glad shepherds ran to view this sight,
A quire of angels sings,
And Eastern Sages, with delight
Adore this King of Kings.

Join then, all hearts that are not stone,
And all our voices prove,
To celebrate this Holy One, 
The God of Peace and Love.

5.  ‘Sweet baby, sleep...’
[from Hallelujah, or Britain’s Sacred Remembrancer
George Wither  (1588-1667)]

Sweet baby, sleep: what ails my dear?
          What ails my darling thus to cry?
Be still, my child, and lend thine ear
          To hear me sing thy lullaby.
               My pretty lamb, forbear to weep;
               Be still, my dear; sweet baby, sleep.

Thou blessed soul, what canst thou fear?
            What thing to thee can mischief do?
The God is now thy father dear;
            His holy spouse, thy mother too.
                 Sweet baby, then, forbear to weep;
                 Be still, my babe; sweet baby, sleep.

3
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Goat-footed One, give back to me
A green boy’s humility
That once in flower, star and tree
Discerned the demigod.

5.  ‘In boyhood, as was fitting...’
[Willow-Warbler, in The Fern on the Rock, 1965]

In boyhood, as was fitting,
I first saw and heard 
Low-fluting, quick-flitting
This small, restless bird

Who made our spring seem brief,
Blown by a migrant breeze
To land like a green leaf
On the still-budding trees.

Now, faded in the fall,
It clings to a bare tree,
Awaiting the wind’s call
And the call of the sea.

Three Songs By Robert Graves
Three songs for baritone and piano 
to words by Robert Graves

1.  ‘Dear love, why should you weep...’
[A Lost World, in Collected Poems 1975]

‘Dear love, why should you weep
       For time’s remorseless way?
Though today die in sleep
       And be called yesterday,
       We love, we stay.’

‘I weep for days that died
       With former love that shone
On a world true and wide
       Before this newer one
       Which yours shines on.’

‘Is this world not as true
       As that one ever was
Which now has fled from you
       Like shadows from the grass
       When the clouds pass?’

‘Yet for that would I weep
       Kindly, before we kiss:
Love has a faith to keep
       With past felicities
       That weep for this.’

2.  ‘The King of Hearts a broadsword bears...’
[Song: Sword and Rose, in Collected Poems 1975]

The King of Hearts a broadsword bears,
     The Queen of Hearts, a rose –
Though why, not every gambler cares
     Or cartomancer knows.

Be beauty yours, be honour mine,
     Yet sword and rose are one:
Great emblems that in love combine
     Until the dealing’s done;

For no card, whether small or face,
     Shall overtrump our two
Except that Heart of Hearts, the Ace,
     To which their title’s due.

24
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4.  Elegy
‘Thou wert the morning star...’
[Plato, trans. Percy Bysshe Shelley (1792-1822)]

Thou wert the morning star among the living,
   Ere thy fair light had fled;
Now, having died, thou art as Hesperus, giving
   New splendour to the dead.

5.  Epitaph
‘Of our great love...’
[Anon., trans. John Addington Symonds (1840-1893)]

Of our great love,
This little stone abideth still
   Sole sign and token:
I seek thee yet, and yet shall seek,
Tho’ faint mine eyes, my spirit weak
   With prayers unspoken.

Meanwhile best friend of friends, do thou,
If this the cruel fates allow,
   By death’s dark river,
Among those shadowy people, drink
No drop for me on Lethe’s brink:
   Forget me never!

The Day’s Alarm
Five songs for baritone and piano 
to words by Paul Dehn

1.  ‘Minute-hand and moon and mind...’
[For a Sleeper, in The Day’s Alarm]

Minute-hand and moon and mind,
Turning in the windless night,
Gather moment as the light
Halts before your window-blind.

Over clockface, field and farm,
Narrows the sector of the dark
Till springing into light, a lark
Touches-off the day’s alarm.

2.  ‘Look to my lover, lonely one...’
[Song for a Thief, in The Day’s Alarm]

Look to my lover, lonely one,
While the swift hours allow;
May she be gentle as I remember,
For you who need her now.

So love her once, and tenderly;
So leave, with me, the pain: 
For my unhappiness is brief,
But yours shall come again.

3.  ‘Swing low, sweet sun...’
[Tailor’s Song, in The Day’s Alarm]

Swing low, sweet sun, like a gold hunter
Waistcoat-high in the lavender light;
Consulted, slipped from a gloved finger
Into the pocket of night.

Spin high, sweet moon, in the cold winter,
Latchet-low beyond window-bars,
Wheel of a sewing machine, my Singer
Under the thimble stars.

4.  ‘By night I coin the shilling star...’
[Poor Man’s Song, in The Day’s Alarm]

By night I coin the shilling star,
Turn cypress into tall cigar;
Neatly by day, for bullion-bar,
I stack the Golden Rod.
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When God with us was dwelling here,
In little babes He took delight.
Such innocents as though, my dear,
Are ever precious in His sight.

A little infant once was he,
And strength, in weakness, then was laid
Upon His Virgin mother’s knee,
That pow’r to thee might be conveyed.

Sweet baby, sleep, and nothing fear;
            For whosoever thee offends,
By thy protector threatened are,
            And God and angels are thy friends.
                 Sweet baby, then, forbear to weep;
                 Be still, my babe; sweet baby, sleep.

6.  ‘Come to your heav’n, you heav’nly choirs...’  
[from New Heaven, New War, 
Robert Southwell SJ]

Come to your heav’n, you heav’nly quires,
Earth hath the heav’n of your desires.
Remove your dwelling to your God;
A stall is now His best abode.
Since men their homage do deny,
Come, angels, all their fault supply.

His chilling cold doth heat require;
Come, seraphins, in lieu of fire.
This little ark no cover hath;
Let cherubs’ wings His body swathe.
Come, Raphael, this babe must eat;
Provide our little Tobie meat.

Let Gabriel be now His groom,
[That first took up his earthly room.]
Let Michael stand in His defence,
[Whom love hath linked to feeble sense.]

Let Graces rock when He doth cry;
And [Let] angels sing His lullaby.

This little babe, so few days old,
Is come to rifle Satan’s fold;
All hell doth at His presence quake,
Though He himself for cold do shake:
For in this weak unarmèd wise,
The gates of hell He will surprise.

A Song for St Cecilia 
(f.p. 1967; pub. 1966)
For SATB and Orchestra
[A Song for St Cecilia’s Day, John Dryden (1631-1700)]

     From harmony, from heavenly harmony,
               This universal frame began:
          When nature underneath a heap
               Of jarring atoms lay,
          And could not heave her head,
     The tuneful voice was heard from high,
               ‘Arise, ye more than dead.’
     Then cold, and hot, and moist, and dry,
     In order to their stations leap,
               And Music’s power obey.
     From harmony, from heavenly harmony,
               This universal frame began;
               From harmony to harmony
     Through all the compass of the notes it ran,
     The diapason closing full in man.

     What passion cannot music raise and quell?
               When Jubal struck the corded shell,
          His listening brethren stood around,
          And, wondering, on their faces fell
          To worship that celestial sound:
     Less than a god they thought there could not dwell
              Within the hollow of that shell
              That spoke so sweetly and so well.
     What passion cannot music raise the quell?
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              The trumpet’s loud clangour
                  Excites us to arms,
              With shrill notes of anger
                  And mortal alarms.
          The double double double beat
                  Of the thundering drum
          Cries ‘hark! The foes come:
     Charge, charge! ’tis too late to retreat.’

         The soft complaining flute,
         In dying notes discovers
         The woes of hopeless lovers;
     Whose dirge is whispered by the warbling lute.

          Sharp violins proclaim
     Their jealous pangs, and desperation,
     Fury, frantic indignation,
     Depth of pains, and height of passion,
          For the fair, disdainful dame.

          But, oh! what art can teach,
          What human voice can reach,
     The sacred organ’s praise?
     Notes inspiring holy love,
     Notes that wing their heavenly ways
              To mend the choirs above.
     Orpheus could lead the savage race;
     And trees uprooted left their place,
          Sequacious of the lyre:
     But bright Cecilia raised the wonder higher;
     When to her organ vocal breath was given,
     An angel heard, and straight appeared,
          Mistaking earth for heaven.

                           (Grand Chorus)
              As from the power of sacred lays
                  The spheres began to move,
              And sung the great creator’s praise
                  To all the blessed above;
              So when the last and dreadful hour

              This crumbling pageant shall devour,
              The trumpet shall be heard on high,
              The dead shall live, the living die,
              And Music shall untune the sky.

The Phoenix and the Turtle 
(f.p. 6 June 1974; pub. 1977)
For mezzo-soprano solo, 
SATB, timpani and String Orchestra
[The Phoenix and the Turtle
William Shakespeare]

Let the bird of loudest lay,                         
On the sole Arabian tree,                                 
Herald sad and trumpet be,                            
To whose sound chaste wings obey.              

But though shrieking harbinger,
Foul precurrer of the fiend,                             
Auger of the fever’s end,                                  
To this troop come thou not near.                 

From this session interdict                             
Every fowl of tyrant wing,                               
Save the eagle, feath’red king:                        
Keep the obsequy so strict.                              

Let the priest in surplice white,                     
That defunctive music can,                             
Be the death-divining swan,                           
Lest the requiem lack his right.                     

And thou treble-dated crow,                                   
That thy sable gender mak’st
With the breath thou giv’st and tak’st,         
’Mongst our mourners shall thou go.           
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9.  The Huntsmen, [in Peacock Pie]

Three jolly gentlemen,
   In coats of red,
Rode their horses
   Up to bed.

Three jolly gentlemen
   Snored till morn,
Their horses champing
   The golden corn.

Three jolly gentlemen,
   At break of day,
Came clitter-clatter down the stairs
   And galloped away.

10.  Night Song
[Lullaby, in Songs of Childhood]

Sleep, sleep, thou lovely one!
The little mouse cheeps plaintively,
The nightingale in the chest-nut tree –
They sing together, bird and mouse,
In starlight, in darkness, lonely, sweet,
The wild notes and the faint notes meet –   

Sleep, sleep, thou lovely one!
Time comes to keep night-watch with thee,
Nodding with roses, and the sea
Saith ‘Peace! Peace!’ amid his foam.

‘O be still!’
The wind cries up the whispering hill –
   Sleep!

Carmina Amoris
Five songs for tenor and piano 

1.  Invocation
‘O thou, with virgin-glancing eye...’, 
[Anacreon, trans. Edward Carpenter (1844-1929)]

O thou, with virgin-glancing eye,
   I call thee, but thou dost not hear;
Thou knowest not how my soul doth cry
   For thee, its charioteer.

2.  Prayer
‘If ’tis thy wish and will...’,
[Catullus, trans. George Lamb (1784-1834)]

If ’tis thy wish and will 
   That I should owe my eyes to thee,
Or anything that’s dearer still,
   If aught that’s dearer there can be;           

Then rob me not of that I prize,
   Of the dear form that is to me,
Oh! far far dearer than my eyes,
   Or aught, if dearer aught there be.

3.  Vow
‘If, all complying...’
[Catullus, trans. George Lamb]

If, all complying, thou wouldst grant
   Thy lovely eyes to kiss, my fair,
Long as I pleased; oh! I would plant 
   Three hundred thousand kisses there.

Nor could I even then refrain,
   Nor sated leave that fount of blisses;
Tho’ thicker than autumnal grain
   Should be our growing crop of kisses.
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As I sat musing, ’twas not one but ten – 
Rank on rank of ghostly soldiers marching o’er the fen,
Marching in the misty air they showed in dreams to me,
And behind me was the shouting and the shattering of 
 the sea.

As I sat musing, ’twas a host in dark array,
With their horses and their cannon wheeling onward to 
 the fray,
Moving like a shadow to the fate the brave must dree,
And behind me roared the drums, rang the trumpets of 
 the sea.

5.  The Water Midden’s Song
[in The Three Royal Monkeys, story, 1910]

Bubble, Bubble,
Swim to see
Oh, how beautiful
I be.

Fishes, Fishes,
Finned and fine,
What’s your gold
Compared with mine?

Why, then, has 
Wise Tishnar made
One so lovely, One so sad?

Lone am I, 
And can but make
A little song,
For singing’s sake.

6.  Some One, [in Peacock Pie]

Some one came knocking 
   At my wee, small door;

Some one came knocking,
   I’m sure – sure – sure;
I listened, I opened,
   I looked to left and right,
But nought there was a-stirring
   In the still, dark night;
Only the busy beetle
   Tap-tapping in the wall,
Only from the forest
   The screech-owl’s call,
Only the cricket whistling
   While the dewdrops fall,
So I know not who came knocking,
   At all, at all, at all.

7.  Old Shellover, [in Peacock Pie]

‘Come!’ said Old Shellover.
‘What?’ says Creep.
‘The horny old Gardener’s fast asleep;
The fat cock Thrush
To his nest has gone;
And the dew shines bright
In the rising Moon;
Old Sally Worm from her hole doth peep:

‘Come!’ said Old Shellover.
‘Ay!’ said Creep.

8.  The Horseman, [in Peacock Pie]

I heard a horseman
   Ride over the hill;
The moon shone clear,
   The night was still;
His helm was silver,
   And pale was he;
And the horse he rode
   Was of ivory.
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Here the anthem doth commence:
Love and constancy is dead;                           
Phoenix and the turtle fled                            
In a mutual flame from hence.                      

So they loved as love in twain                        
Had the essence but in one;                           
Two districts, division none:                          
Number there in love was slain.
                                                                                  
Hearts remote, yet not asunder;                   
Distance, and no space was seen                   

’Twixt this turtle and his queen;
But in them it were a wonder.                        
                                                                                   
So between them love did shine                     
That the turtle saw his right
Flaming in the phoenix’ sight:
Either was the other’s mine.

Property was thus appalled,
That the self was not the same;
Single nature’s double name
Neither two nor one was called.     

Reason, in itself confounded,
Saw division grow together;
To themselves yet either neither,
Simple were so well compounded,

That it cried ‘How true a twain              
Seemeth this concordant one!
Love hath reason, reason none,
If what parts can so remain’.

Whereupon it made this threne
To the phoenix and the dove,
Co-supremes and stars of love,
As chorus to their tragic scene.

THRENOS
Beauty, truth, and rarity,
Grace in all simplicity,
Here enclos’d in cinders lie.

Death is now the phoenix’ nest;
And the turtle’s loyal breast
To eternity doth rest,

Leaving no posterity:                                           
‘Twas not their infirmity,
It was married chastity.
                                                                                  
Truth may seem, but cannot be                    
Beauty brag, but ‘tis not she; 
Truth and beauty buried be.

To this urn let those repair
That are either true or fair;
For these dead birds sigh a prayer.

Music’s Praise 
(f.p. 30 October 1968; pub. 1969)
Serenade for SATB and String Orchestra

1.  Descend, Ye Nine!
[from Ode for Musick, on St Cecilia’s Day, 
Alexander Pope (1688-1744)]

     Descend, ye Nine! descend and sing;
          The breathing instruments inspire:
     Wake into voice each silent string,
          And sweep the sounding lyre;
         [In a sadly-pleasing strain
          Let the warbling lute complain:
              Let the loud trumpet sound,
              Till the roofs all around
              The shrill echoes rebound:
     While in more lengthen’d notes and slow,
     The deep, majestic, solemn organs blow.]

13
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      Hark! The numbers, soft and clear,
          Gently steal upon the ear;
      Now louder, and yet louder rise,
          And fill with spreading sounds the skies;
     [Exulting in triumph now swell the bold notes,
     In broken air, trembling, the wild music floats;]
         Till by degrees, remote and small,
              The strains decay, 
         And melt away
               In a dying, dying fall.

2.  When Whispering Strains
[In Commendation of Music 
William Strode (c. 1602-1645)]

     When whisp’ring strains do softly steal
     With creeping passion through the heart,
     And when at ev’ry touch we feel
     Our pulses beat and bear a part;
              When threads can make 
              A heartstring shake,
              Philosophy
              Can scarce deny
     The soul consists of harmony.

     When unto heav’nly joy we feign
     Whate’er the soul affecteth most,
     Which only thus we can explain
     By music of the wingèd host,
              Whose lays we think
              Make stars to wink,
              Philosophy 
              Can scarce deny
     Our souls consist of harmony.

     O lull me, lull me, charming air,
     My senses rock with wonder sweet;
     Like snow on wool thy fallings are,
     Soft, like a spirit’s, are thy feet:

              Grief who need fear
              That hath an ear?
              Down let him lie
              And slumb’ring die,
     And change his soul for harmony.

3.  Orpheus with his Lute
[from King Henry VIII, Act 3 Scene i
William Shakespeare (1564-1616)]

     Orpheus with his lute made trees,
     And the mountain tops that freeze,
              Bow themselves when he did sing;
     To his music plants and flowers
     Ever sprung, as sun and show’rs
              [There] had made a lasting spring.

     Ev’rything that heard him play,
     Even the billows of the sea,
              Hung their heads, and then lay by.
     In sweet music is such art,
     Killing care and grief of heart
              Fall asleep, or hearing, die!

4.  To Music, to Becalm his Fever
[from To Music, to Becalm his Fever
Robert Herrick (1591-1674)]

     Charm me asleep and melt me so
              With thy delicious numbers,
     That, being ravisht, hence I go
              Away in easy slumbers.
                  Ease my sick head
                  And make my bed,
     Thou pow’r that canst sever
                  From me this ill,
                  And quickly still,
                  Though thou not kill 
                         My fever.

14

15

16

SRCD.366   21

The Night Swans  
Ten songs for tenor and piano
to words by Walter de la Mare

1.  The Night Swans  
[The Night-Swans, 
in Songs of Childhood, 1902]

’Tis silence on the enchanted lake,
And silence in the air serene,
Save for the beating of her heart,
The lovely-eyed Evangeline.

She sings across the waters clear
And dark with trees and stars between,
The notes her fairy godmother
Taught her, the child Evangeline.

As might the unrippled pool reply,
Faltering an answer far and sweet,
Three swans as white as mountain snow
Swim mantling to her feet.

And still upon the lake they stay,
Their eyes black stars in all their snow,
And softly, in the glassy pool,
Their feet beat darkly to and fro.

She rides upon her little boat,
Her swans swim through the starry sheen,
Rowing her into fairyland –
The lovely-eyed Evangeline.

’Tis silence on the enchanted lake,
And silence in the air serene;
Voices shall call in vain again
On earth the child Evangeline.

‘Evangeline! Evangeline!’
Upstairs, downstairs, all in vain.
Her room is dim; her flowers faded;
She answers not again.

2.  The Islands of Ling  
[As I Went to the Well-Head, in Poems for Children, 
1930]

As I went to the well-head
I heard a bird sing:

‘Lie yonder, lie yonder
The Islands of Ling.

‘Leagues o’er the water
Their shores are away,
In the darkness of stars,
And a foaming of spray.’

3.  Bread and Cherries, [in Peacock Pie]

‘Cherries, ripe cherries!’
   The old woman cried,
In her snowy white apron,
   And basket beside;
And the little boys came,
   Eyes shining, cheeks red,
The buy bags of cherries
   To eat with their bread.

4.  Song of the Soldiers
The Song of Soldiers, [in Peacock Pie]

As I sat musing by the frozen dyke,
There was one man marching with a bright steel pike,
Marching in the dayshine like a ghost came he,
And behind me was the moaning and the murmur of  
 the sea.
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Four Early Songs 
1.  Proud Maisie
[Walter Scott, in The Heart of Midlothian]
          
Proud Maisie is in the wood,
     Walking so early;
Sweet Robin sits on the bush,
     Singing so rarely.

"Tell me, thou bonny bird,
     When shall I marry me?"─

"When six braw gentlemen
   Kirkward shall carry ye."

"Who makes the bridal bed,
     Birdie, say truly?"─

"The grey-headed sexton
     That delves the grave duly.

"The glow-worm o'er grave and stone
     Shall light thee steady;
The owl from the steeple sing
     ‘Welcome, proud lady’. "

2.  The Widow Bird
[Percy Shelley, Archy’s Song 
from the unfinished play Charles the First]

[Heigho! the lark and the owl! 
     One flies the morning, and one lulls the night:
Only the nightingale, poor fond soul,
     Sings like the fool through darkness and light.]

          'A widow bird sate mourning for her love
               Upon a wintry bough;
          The frozen wind crept on above,
               The freezing stream below.

          'There was no leaf upon the forest bare,
               No flower upon the ground,
          And little motion in the air
               Except the mill-wheel's sound.' 

3.  The Sick Rose
[William Blake, in Songs of Experience]

O Rose, thou art sick!
The invisible worm
That flies in the night,
In the howling storm,

Has found out thy bed
Of crimson joy:
And his dark secret love
Does thy life destroy.

4.  Cradle Song
[Padraic Colum, in Wild Earth, 1907]

O, men from the fields,
   Come gently within.
Tread softly, softly,
   O men coming in.

Mavourneen is going
  From me and from you,
Where Mary will fold him
   With mantle of blue.

From reek of the smoke
   And cold of the floor
And the peering of things
   Across the half-door.

O, men from the fields,
  Soft, softly come thro’.
Mary puts round him 
  Her mantle of blue.
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     [Thou sweetly canst convert the same
              From a consuming fire
     Into a gentle-licking flame,
              And make it thus expire.]
               Then make me weep 
                  My pains asleep;
     And give me such reposes
                  That I, [poor I,]
                  May think thereby
                  I live and die
                         ’Mongst roses.

     Fall on me like a silent dew,
              Or like those maiden show’rs
     Which, by peep of day, do strew
              A baptime o’er the flow’rs.
                  Melt, melt my pains
                  With thy soft strains;
     That, having ease me given,
                  With full delight
                  I leave this light,
                  And take my flight
                         For heav’n.

A Choral Cantata 
(f.p. 22 June 1991; pub. 1991)
For soprano solo, 
SATB, brass, organ and timpani

1.  ‘Praise Ye the Lord...’
[Psalm 150]

Praise ye the Lord.
Praise God in his sanctuary: praise him in 

the firmament of  his power.
Praise him for his mighty acts: praise him 

according to his excellent greatness.

Praise him with the sound of the trumpet: praise him 
with the saltery and harp.

Praise him with the timbrel and dance: praise him with 
stringed instruments and organs.

Praise him upon the loud cymbals: praise him upon the 
high-sounding cymbals.

Let every thing that hath breath praise the Lord. Praise 
ye the Lord.

2.  ‘When griping griefs the heart would wound...’
[In Commendation of Music
Richard Edwards (1523-1566)]

Where griping grief the heart would wound, 
And doleful dumps the mind oppress,
There Music with her silver sound
With speed is wont to send redress:

Of troubled mind, for every sore, 
Sweet music has a salve in store

In joy it makes our mirth abound, 
In woe it cheers our heavy sprites,
Bestraughted heads relief hath found 
By Music’s pleasant, sweet delights:

Our senses all, what say I more,
Are subject unto Music’s lore.

The gods by music have their praise;
The life, the soul, therein does joy;
For as the Roman poet says, 
In seas, whom pirates would destroy,

A dolphin saved from death most sharp
Arion playing on his harp.

A heavenly gift, that rules the mind
E’en as the stern does rule the ship!
O Music, whom the gods assigned 
To comfort man whom cares would nip!

Since thou both man and beast dost move, 
What beast is he will thee disprove.
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3.  ‘Ye boundless realms of joy...’
[from Psalm 148 in A New Version of the Psalms of 
David (c. 1698), Nahum Tate (1652-1715) and 
Nicholas Brady (1659-1726)]
 
  Ye boundless realms of joy,
  Exalt your maker's fame,
  His praise your song employ
  Above the starry frame;
        Your voices raise, 
        Ye cherubim
        And seraphim, 
        To sing His praise. 

  Thou moon, that rul'st the night,
  And sun, that guid'st the day;
  Ye glitt'ring stars of light,
  To him your homage pay;
        His praise declare, 
        Ye heav'ns above
        And clouds that move 
        In liquid air. 

  Let them adore the Lord,
  And praise His holy name,
  By whose almighty word
  They all from nothing came;
        And all shall last 
        From changes free;
        His firm decree 
        Stands ever fast. 

  Let earth her tribute pay;
  Praise him, ye dreadful whales,
  And fish, that through the sea
  Glide swift with shining scales.
        Fire, hail, and snow, 
        And misty air,
        And winds that, where 
        He bids them, blow.

  By hills and mountains, (all
  In grateful concert join'd,)
  By cedars stately tall,
  And trees for fruit design'd;
        By ev'ry beast, 
        And creeping thing,
        And fowl of wing, 
        His name be blest.

    [Let all of royal birth,
  With those of humbler frame,
  And judges of the earth,
  His matchless praise proclaim.
        In this design 
        Let youths with maids,
        And hoary heads 
        With children join.]

  United zeal be shown
  His wondrous fame to raise,
  Whose glorious name alone
  Deserves our endless praise.
        Earth's utmost ends 
        His pow'r obey;
        His glorious sway 
        The sky transcends.

  [His chosen saints to grace,
  He sets them up on high,
  And favours Israel's race,
  Who still to Him are nigh.] 
        O therefore raise 
        Your grateful voice,
        And still rejoice 
        The Lord to praise!
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Among the manuscripts of music by Michael Hurd (1928–2006) now held in the Bodleian 
Library at Oxford are those of the songs included in this recording.  The Four Early Songs 
appear as the first four in a group of ten unpublished songs written mainly in Gloucester, the 
city of the composer’s birth, during the years 1948 and 1949.  Of those ten early songs, the 
second (The Widow Bird, a pseudo-folksong) was later featured in the three-act chamber 
opera The Aspern Papers (1994), while the final six (not included here) were extensively 
revised for inclusion in either The Night Swans (1952) or The Day’s Alarm (1991).  Of the four 
songs recorded here, the first three bear tempi indications, while only the second and third 
include minimal expression and/or phrasing marks.

The manuscript of the unpublished The Night Swans, a group of ten settings of poems by 
Walter de la Mare, is signed by the composer and dated ‘Gloucester 1952’.  It has not however 
been completed for publication, and neither phrasing and expression marks nor tempi 
indications are included.  A few later, tentative revision markings have been ignored for this 
recording. 

The song cycle Carmina Amoris exists in two versions.  The first version, set for baritone 
and piano, was completed in 1979 and revised in 1982; it remains unpublished.  The second 
version, a further revision and recorded here, was written in 1998 and first performed in 
Melbourne, Australia on 6 February 1999, by tenor Michael Smallwood and pianist Len 
Vorster; it was first published by Novello in 2017.  The ancient Greek and Roman texts were 
most likely taken from Edward Carpenter’s well-known Iolaus: An Anthology of Friendship, 
first published in 1902 and much reprinted since.    

The Day’s Alarm, in effect a short song cycle though subtitled simply as ‘five songs for 
baritone and piano’, was commissioned by the Port Fairy Spring Festival in Australia, 
completed in May 1991 and first performed at the festival on 13 October that same year.  
Three of the songs (numbers 1, 2 and 4) were first included in the collection of ten early songs 
mentioned above, and revised for the present work.  The Day’s Alarm was published by 
Novello in MS facsimile in 1991, and typeset for republication in 2017.

The completed manuscript of Three Songs of Robert Graves is dated ‘West Liss, April 
25th 1995’, and was first published by Novello in 2017. The Ride by Night, still 
unpublished, exists as a signed, though incomplete and undated manuscript: the notes 
themselves are all that is indicated.  

John Talbot 
February 2017
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