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1 Prologue 1:23
2 Pastoral 3:14
3 Nocturne 3:36
4 Elegy 4:09
5 Dirge 3:21
6 Hymn 1:58
7 Sonnet 3:44
8 Epilogue (off stage) 1:32

Nocturne, Op. 60 (1958) 26:35
Philip Langridge, Tenor
Northern Sinfonia • Steuart Bedford

9 On a poet’s lips I slept ... 3:18
0 Below the thunders of the upper deep ... (Stephen Reay, Bassoon) 2:56
! Encintured with a twine of leaves ... (Christina Rhys, Harp) 2:49
@ Midnight’s bell goes ting, ting, ting, ting ... (Peter Francomb, Horn) 2:31
# But that night when on my bed I lay... (Alan Fearon, Timpani) 2:56
$ She sleeps on soft, last breaths; but no ghost looms ... (Colin Kellett, Cor Anglais) 4:09
% What is more gentle than a wind in summer ... 3:41

(David Haslam, Flute, and Robert Plane, Clarinet)
^ When most I wink, then do mine eyes best see ... 4:15

Phaedra, Op. 93 (1975) 14:57
Ann Murray, Mezzo-Soprano
English Chamber Orchestra • Steuart Bedford

& Prologue - In May, in brilliant Athens ... 1:32
* My lost and dazzled eyes ... 1:02
( Venus resigned her altar to my new Lord ... 0:43
) Phaedra in all her madness stands before you ... 1:42
¡ The wife of Theseus loves Hippolytus ... 1:28
™ Oh Gods of wrath ... 2:26
£ Death to the unhappy’s no catastrophe ... 1:46
¢ My time’s too short, your highness ... 1:42
∞ Chills already dart along my boiling veins 2:38
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And in such way I wrought upon myself, 
Until I seem’d to hear a voice that cried 
To the whole City, ‘Sleep no more’. 

$ She sleeps on soft, last breaths; 
but no ghost looms...
Wilfred Owen (1893-1918): The Kind Ghosts  

She sleeps on soft, last breaths; but no ghost looms 
Out of the stillness of her palace wall, 
Her wall of boys on boys and dooms on dooms.

She dreams of golden gardens and sweet glooms. 
Not marvelling why her roses never fall 
Nor what red mouths were tom to 

make their blooms.

The shades keep down which well might 
roam her hall.

Quiet their blood lies in her crimson rooms 
And she is not afraid of their footfall.

They move not from her tapestries, their pall, 
Nor pace her terraces, their hetacombs, 
Lest aught she be disturbed, or grieved at all. 

% What is more gentle than a wind in summer...’
John Keats (1795-1821): Sleep and Poetry

What is more gentle than a wind in summer? 
What is more soothing than the pretty hummer 
That stays one moment in an open flower, 
And buzzes cheerily from bower to bower? 
What is more tranquil than a musk-rose blowing 

In a green island, far from all men’s knowing? 
More healthful than the leafiness of dales? 
More secret than a nest of nightingales? 
More serene than Cordelia’s countenance? 
More full of visions than a high romance? 
What, but thee, Sleep? Soft closer of our eyes! 
Low murmurer of tender lullabies!
Light hoverer around our happy pillows!
Wreather of poppy buds, and weeping willows!
Silent entangler of a beauty’s tresses!
Most happy listener! when the morning blesses
Thee for enlivening all the cheerful eyes
That glance so brightly at the new sun-rise.

^ When most I wink, then do mine eyes best see
William Shakespeare (1564-1616): Sonnet 43

When most I wink, then do mine eyes best see,
For all the day they view things unrespected;
But when I sleep, in dreams they look on thee,
And darkly bright, are bright in dark directed.
Then thou, whose shadow shadows doth 

make bright
How would thy shadow’s form form happy show
To the clear days with thy much clearer light,
When to unseeing eyes thy shade shines so!
How would, I say, mine eyes be blessed made
By looking on thee in the living day,
When in dead night thy fair imperfect shade
Through heavy sleep on sightless eyes doth stay!
All days are night to see till I see thee,
And nights bright days when dreams 

do show thee me 

8.557199 2

The medium of the orchestral song-cycle is one that
much attracted Britten. His concept of an anthology of
sometimes diverse texts, unified by a common literary
or poetic theme was a favourite device to which he
returned several times. The present recording features
his two later and arguably best-known works in the
genre, together with a major vocal work dating from
the very last years of the composer’s life.

Britten’s return from his three-year sojourn in
America in 1942 represented a homecoming that was
more than purely geographical. As is well-known, it
was his reading an article by E.M. Forster about the
poet George Crabbe in an edition of The Listener that
made Britten homesick for his native Suffolk and
prompted his subsequent return to England with the
idea for a new opera, Peter Grimes, uppermost in his
mind. As if in preparation for the task ahead, Britten
undertook the composition of a number of vocal and
choral works including A Ceremony of Carols, the
Hymn to St Cecilia, Rejoice in the Lamb and, perhaps
most important of all, the Serenade for tenor, horn and
strings, Op. 31, composed during March and April
1943. In the summer of the previous year, Britten had
become acquainted with the remarkable young horn-
player Dennis Brain (1921-1957) who during the war
was playing in the R.A.F. Central Band, for which
Britten was writing incidental music for a series of
wartime radio documentaries. It was not long before
Brain asked Britten for a work especially for him and
the idea for the Serenade was born. The first
performance took place on 15th October 1943 at the
Wigmore Hall in London with Brain and Peter Pears as
soloists and Walter Goehr conducting. In a letter to his
friend Elizabeth Mayer, Britten characterized the
Serenade as ‘not important stuff, but quite pleasant I
think’, a surprisingly modest way of describing what is
widely regarded to be one of the finest and most
characteristic of all his works. The cycle is dedicated to
Edward Sackville-West, a writer friend of Britten’s
who had helped with the choice of texts. 

The Serenade opens with a Prologue for solo horn
played on the instrument’s natural harmonics (causing
some notes to sound deliberately out-of-tune), evoking
an atmosphere of ‘natural’, primeval innocence. This
mood is sustained in the twilit landscape of Cotton’s
Pastoral with its gently descending arpeggio figures in
the voice and horn, and the more vigorous setting of
Tennyson’s Nocturne, notable for its cadenza-like
fanfare passages (‘Blow, bugle, blow’) with their
highly characteristic chains of thirds. The relatively
uncomplicated nature of these first two settings makes
the contrast with the third, Blake’s Elegy, all the more
effective: this is one of Britten’s most overt and
explicit representations of, as Edward Sackville-West
put it, ‘the sense of sin in the heart of man’. The quietly
heaving syncopations in the strings and plodding
double bass arpeggios are straight-forwardly diatonic
but are disturbed by the chromatically meandering horn
line which proceeds by way of falling semi-tones, often
effecting a flattening from major to minor, intensified
in the closing bars by the eerie use of hand-stopped
glissandi. The following Dirge maintains the dark tone,
the tenor’s obsessively repeated ground oblivious to
the developing fugue in the strings which begins
pianissimo, gradually building to a powerful climax
(marked by the horn’s dramatic entry with the fugue
subject), before retreating back into the shadows. The
tension is dispelled by the following fleet-footed
setting of Ben Jonson’s Hymn to Diana in which the
strings play pizzicato throughout. The final song,
Keats’s Sonnet, in which the horn is silent, is an
Adagio of rare beauty which gains its highly distinctive
sound from the juxtaposition of unrelated triads, a
prime example of Britten’s genius for discovering
fresh uses for the most basic musical elements. Finally
the horn closes the cycle with the Epilogue, an exact
repeat of the Prologue with which it began the work,
but this time played offstage, the innocence of the
opening now left far behind.

The Nocturne, Op. 60, composed in 1958 and first

Benjamin Britten (1913–1976): Orchestral Song-Cycles • 2
Serenade for Tenor, Horn and Strings • Nocturne • Phaedra
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He will watch from dawn to gloom
The lake-reflected sun illume
The yellow bees in the ivy-bloom,
Nor heed nor see, what things they be;
But from these create he can
Forms more real than living man,
Nurslings of immortality!

0 Below the thunders of the upper deep ...
Alfred Lord Tennyson (1809-1892): The Kraken

Below the thunders of the upper deep;
Far, far beneath in the abysmal sea,
His ancient, dreamless, uninvaded sleep
The Kraken sleepeth: faintest sunlights flee
About his shadowy sides; above him swell
Huge sponges of millennial growth and height;
And far away into the sickly light,
From many a wondrous grot and secret cell
Unnumber’d and enormous polypi
Winnow with giant arms the slumbering green.
There hath he lain for ages and will lie
Battening upon huge seaworms in his sleep,
Until the latter fire shall heat the deep;
Then once by men and angels to be seen,
In roaring he shall rise and on the surface die,

! Encinctured with a twine of leaves ...
Samuel Taylor Coleridge (1772-1834): 
The Wanderings of Cain

Encinctured with a twine of leaves. 
That leafy twine his only dress! 
A lovely Boy was plucking fruits, 
By moonlight, in a wilderness. 
The moon was bright, the air was free, 
And fruits and flowers together grew 
On many a shrub and many a tree: 
And all put on a gentle hue, 
Hanging in the shadowy air 
Like a picture rich and rare.
It was a climate where, they say,
The night is more beloved than day.

But who that beauteous Boy beguiled,
That beauteous Boy to linger here?
Alone, by night, a little child,
In place so silent and so wild -
Has he no friend, no loving mother near?

@ Midnight’s bell goes ting, ting, ting, ting, ting..,
Thomas Middleton (c.1580-1627): 
Blurt, Master Constable

Midnight’s bell goes ting, ting, ring, ting, ring,
Then dogs do howl, and not a bird does sing
But the nightingale, and she cries twit, twit, twit;
Owls then on every bough do sit;
Ravens croak on chimney’s tops;
The cricket in the chamber hops;
The nibbling mouse is not asleep,
But he goes peep, peep, peep, peep, peep;
And the cats cry mew, mew, mew,
And still the cats cry mew, mew, mew.

# But that night when on my bed I lay ...
William Wordsworth (1770-1850): 
The Prelude (1805)

But that night
When on my bed I lay, I was most mov’d
And felt most deeply in what world I was;
With unextinguish’d taper I kept watch,
Reading at intervals; the fear gone by
Press’d on me almost like a fear to come~
I thought of those September Massacres,
Divided from me by a little month,
And felt and touch’d them, a substantial dread:
The rest was conjured up from tragic fictions,
And mournful Calendars of true history,
Remembrances and dim admonishments.
‘The horse is taught his manage, and the wind
Of heaven wheels round and treads in his own steps,
Year follow year, the tide returns again.
Day follows day, all things have second birth;
The earthquake is not satisfied at once.’
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performed at that year’s Leeds Centenary Festival, is in
many respects a successor to the Serenade. As with the
earlier work, the texts have the theme of night, sleep
and dreams in common, but there are some important
differences: in contrast to the single obbligato horn
employed in the Serenade, Britten here uses seven
different solo instruments, each of which lends its own
distinctive colour to each setting, and whereas the
Serenade had consisted of a sequence of separate, self-
contained songs, however unified overall, the Nocturne
is completely through-composed, connected by means
of a recurring ritornello figure in the strings, its gently
rocking motion no doubt meant to represent the
breathing sleeper (this idea actually derives from a
song originally intended for the Serenade, ‘Now sleeps
the crimson petal’, which was never used). The
harmonic language too is less tonally stable and more
ambiguous, making particular use of the juxtaposition
of two keys a semi-tone apart, C and D flat. Britten
dedicated the work to Alma Mahler, in doing so
acknowledging the debt he himself owed to Gustav
Mahler.

The strings alone accompany the lullaby-like first
song, Shelley’s On a poet’s lips I slept, dominated by
the sleeping motif mentioned above. This cross-fades
into the second, Tennyson’s The Kraken, the great sea-
monster suggested by the wide-ranging popping and
writhing of the solo bassoon. The harp is used to
characterise Coleridge’s delicate moonlit reverie of the
‘lovely boy plucking fruits’, its pure, untroubled A
major (Britten’s usual key for symbolizing innocence
and beauty) only mildly disrupted in the final line,
‘Has he no friend, no loving mother near?’ The horn
supplies onomatopoeic nocturnal sounds for
Middleton’s ‘midnight bell’ with varied use of muting,
hand-stopping and flutter-tongue. As in the Serenade,
the two central settings focus on the more sinister
aspects of night and darkness: the lines taken from
Wordsworth’s The Prelude are coloured by the
timpani, their ominous rumbling driving the music to
an anguished climax which, after a rapid diminuendo,
is followed by a setting of Wilfred Owen’s The Kind
Ghosts (anticipating Britten’s use of this poet’s verse

in the War Requiem), a funeral march featuring a
plaintive lament from the cor anglais supported by the
strings’ mournful pizzicato tread. In complete contrast,
the setting of Keats’s Sleep and Poetry is the lightest
setting in the work with an airy dialogue between flute
and clarinet. This culminates in a return of the
ritornello which in turn leads into the climactic final
song, a richly expressive, highly Mahlerian setting of
Shakespeare’s Sonnet 43, ‘When most I wink’ in which
all the instruments used hitherto are combined.

Phaedra Op. 93, Britten’s last major vocal work,
was composed during the summer of 1975. In 1970,
Britten had written the part of Kate Julian in the opera
Owen Wingrave specifically with the mezzo-soprano
Janet Baker in mind and had also conducted and
recorded The Rape of Lucretia with her in the title-rôle.
It was apparently her performance of Berlioz’s Nuits
d’été at the 1975 Aldeburgh Festival, however, that
inspired Britten to write this ‘dramatic cantata for
mezzo-soprano and small orchestra’ especially for her
voice. The work received its première on 16th June
1976 at Aldeburgh with Baker as soloist under the
direction of Steuart Bedford. 

The text is taken from Robert Lowell’s English
verse translation of Racine’s Phèdre. On the day of her
marriage to Theseus, Phaedra sees her husband’s son
Hippolytus with whom she immediately becomes
infatuated. When she is rejected by the youth, in guilt
and shame she decides to end her life by poisoning.
This subject of forbidden love is, of course, a favourite
Britten theme and it resulted in one of the most
passionate and emotionally involved of his later scores.
Britten’s model was the Baroque solo cantata (even
down to the use of cello and harpsichord for the
recitative passages), but it is perhaps more helpful to
think of Phaedra as an extended operatic scena. The
work falls into five clearly defined sections. The
luminous string textures of the Prologue, depicting the
brilliant Athenian sunshine on Phaedra’s wedding day,
are based on a theme of descending perfect fifths that
will recur at important moments during the work. This
is followed by a recitative in which Phaedra, at first
determined to fight her obsession, realises that
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The Whinnies shall prick thee to the bare bane; 
And Christe receive thy saule.

From Whinnymuir when thou may’st pass, 
Every nighte and alle, 
To Brig o’ Dread thou com’st at last; 
And Christe receive thy saule.

From Brig O’ Dread when thou may’st pass, 
Every night and alle. 
To Purgatory fire thou com’st at last; 
And Christe receive thy saule.

If ever thou gav’st meat or drink, 
Every nighte and alle, 
The fire shall never make thee shrink; 
And Christe receive thy saule.

If meat or drink thou ne’er gav’st nane, 
Every nighte and alle, 
The fire will burn thee to the bare bane; 
And Christe receive thy saule.

This ae nighte, this ae nighte, 
Every nighte and alle, 
Fire and fleete and candle-lighte, 
And Christe receive thy saule. 

6 Hymn
Ben Johnson (1572-1637)

Queen and huntress, chaste and fair, 
Now the sun is laid to sleep, 
Seated in thy silver chair, 
State in wonted manner keep: 
Hesperus entreats thy light, 
Goddess excellently bright.

Earth, let not thy envious shade
Dare itself to interpose; 
Cynthia’s shining orb was made 
Heav’n to clear when day did close: 
Bless us then with wished sight, 

Goddess excellently bright.

Lay thy bow of pearl apart,
And thy crystal shining quiver;
Give unto the flying hart
Space to breathe, how short so-ever:
Thou that mak’st a day of night,
Goddess excellently bright.

7 Sonnet
John Keats (1795-1821)

O soft embalmer of the still midnight,
Shutting with careful fingers and benign,
Our gloom-pleas’d eyes, embower’d from the light
Enshaded in forgetfulness divine:
O soothest Sleep! if so it please thee, close
In midst of this thine hymn my willing eyes,
Or wait the ‘Amen’ ere thy poppy throws
Around my bed its lulling charities.
Then save me, or the passed day will shine
Upon my pillow, breeding many woes, -
Save me from curious Conscience, that still lords
Its strength for darkness, burrowing like a mole;
Turn the key deftly in the oiled wards,
And seal the hushed Casket of my Soul.

8 Epilogue

NOCTURNE, Op. 60 (1958)

9 On a poet’s lips I slept..
Percy Bysshe Shelley (1792-1822): 
Prometheus Unbound

On a poet’s lips I slept
Dreaming like a love-adept
In the sound his breathing kept;
Nor seeks nor finds he mortal blisses,

But feeds on the aëreal kisses
Of shapes that haunt thought’s wildernesses.
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resistance is futile and abandons herself to her passion,
the whirling string figuration of the agitated Presto that
follows graphically representing her confused, frenzied
state of mind. This is contrasted with a slower moving,
statelier passage (marked ‘ironically’) based on the
fifths from the opening, ‘Phaedra in all her madness
stands before you’, one of the score’s most memorable
moments. In the second recitative, Phaedra resolves to

take her own life, the following Adagio portraying her
death in sonorous string harmonies that increasingly
acquire an air of stoic nobility. The main motives of the
work are then fleetingly recapitulated before the work
ends with a final reminder of the fifths, this time in
ascending form, as if evaporating into thin air.

Lloyd Moore

Naxos Radio
Over 50 Channels of Classical Music • Jazz, Folk/World, Nostalgia

Accessible Anywhere, Anytime • Near-CD Quality
www.naxosradio.com
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SERENADE, Op. 31 (1943)

1 Prologue

2 Pastoral
Charles Cotton (1630-1687)

The day’s grown old; the fainting sun 
Has but a little way to run. 
And yet his steeds, with all his skill, 
Scarce lug the chariot down the hill.

The shadows now so long do grow, 
That brambles like tall cedars show; 
Mole hills seem mountains, and the ant 
Appears a monstrous elephant.

A very little, little flock 
Shades thrice the ground that it would stock; 
Whilst the small stripling following them 
Appears a mighty Polypheme.

And now on benches all are sat,
In the cool air to sit and chat,
Till Phoebus, dipping in the West,
Shall lead the world the way to rest.

3 Nocturne
Alfred Lord Tennyson (1809-1892)

The splendour falls on castle walls 
And snowy summits old in story: 
The long night shakes across the lakes, 
And the wild cataract leaps in glory: 
Blow, bugle, blow, set the wild echoes flying, 
Bugle, blow; answer, echoes, answer, 

dying, dying, dying.

O hark, O hear how thin and clear,
And thinner, clearer, farther going!
O sweet and far from cliff and scar
The horns of Elfland faintly blowing! 
Blow, let us hear the purple glens replying: 

Bugle, blow; answer, echoes, answer, 
dying, dying, dying.

O love, they die in yon rich sky,
They faint on hill or field or river:
Our echoes roll from soul to soul
And grow for ever and for ever.
Blow, bugle, blow, set the wild echoes flying;
And answer, echoes, answer, dying, dying, dying.

4 Elegy
William Blake (1757-1827)

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.

5 Dirge
Anon (fifteenth century)

This ae nighte, this ae nighte, 
Every nighte and alle, 
Fire and fleete and candle-lighte, 
And Christe receive thy saule.

When thou from hence away art past, 
Every nighte and alle, 
To Whinnyrnuir thou com’st at last; 
And Christe receive thy saule.

If ever thou gav’st hos’n and shoon, 
Every nighte and alle, 
Sit thee down and put them on; 
And Christe receive thy saule.

If hos’n and shoon thou ne’er gav’st nanel 
Every nighte and alle, 
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Philip Langridge

Philip Langridge was born in Kent and studied at the Royal Academy of Music in London. He is one of the world’s
most distinguished singers, whose musical and dramatic qualities ensure that he is in constant demand throughout
Europe, the United States and Japan. In recognition of these qualities, he was made a Commander of the British
Empire in the Queen’s Birthday Honours of 1994. He has also received a number of other awards, including the
prestigious Olivier Award for Osud, the Singer of the Year Award from the Royal Philharmonic Society and The
Worshipful Company of Musicians’ Santay Award. He was awarded the NFMS/Charles Groves Prize 2001 for his
outstanding contribution to British Music. His remarkable versatility and command of a wide variety of styles is
reflected in his extensive discography, ranging from the early classical period to the present day. These recordings
have gained him two Grammy Awards (Moses und Aron, and Peter Grimes), the Gramophone Award (War
Requiem) and a Classic CD Award (The Turn of the Screw). On video he can be seen in Peter Grimes, Billy Budd,
Idomeneo, La Clemenza di Tito, From the House of the Dead, Wozzeck, Oberon, JenÛfa and Oedipus Rex, which
won the Classical Music Award. International festivals and opera houses with which he is particularly closely
associated include Salzburg, the Metropolitan Opera New York, La Scala, Milan, Bayerische Staatsoper, Munich,
the Royal Opera House Covent Garden, Glyndebourne, Edinburgh, and the English National Opera. In concert
Philip Langridge has worked with the world’s leading conductors including Abbado, Barenboim, Gergiev, Haitink,
Harnoncourt, Levine, Ozawa, Previn, Rattle and Solti, and appeared with the world’s major orchestras.

Ann Murray

Ann Murray was born in Dublin and studied with Frederick Cox at the Royal Manchester College of Music. She has
established close links with both the English National Opera, for which she has sung the title rôles in Handel’s
Xerxes and Ariodante and in Donizetti’s Maria Stuarda, and with the Royal Opera House, Covent Garden, where
her rôles have included Cherubino, Dorabella, Donna Elvira, Rosina, Octavian, and new productions of L’enfant et
les sortilèges, Ariadne auf Naxos, Idomeneo, Mitridate, re di Ponto, Così fan tutte, Mosé in Egitto, Alcina and Giulio
Cesare. Much sought after as a concert singer, she has sung with the Orchestre de Paris under Kubelik, the
Philadelphia Orchestra under Sawallisch, the Berlin Philharmonic Orchestra under Muti, the Chicago Symphony
Orchestra under Solti, the Royal Concertgebouw Orchestra under Haitink and in the Musikverein, Vienna under
Sawallisch and Harnoncourt. She sings in Great Britain with the leading orchestras, at the BBC Promenade
Concerts, where she has sung at both the First and Last Nights of the Proms, and at major festivals. Her recital
appearances and operatic engagements have taken her to major musical centres throughout Europe, as well as to the
Metropolitan Opera in New York and the Chicago Lyric Opera, while her discography reflects not only her broad
concert and recital repertoire but also many of her great operatic rôles, including Purcell’s Dido under Harnoncourt,
Dorabella under Levine, Cherubino under Muti, Hänsel under Colin Davis, Sextus under Harnoncourt and Donna
Elvira under Solti. In 1997 Ann Murray was made an Honorary Doctor of Music by the National University of
Ireland, in 1998 she was made a Kammersängerin of the Bavarian State Opera and in 1999 an Honorary Fellow of
the Royal Academy of Music. In the 2002 Golden Jubilee Queen’s Birthday Honours she was appointed an honorary
Dame Commander of the Most Excellent Order of the British Empire.
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Northern Sinfonia

Northern Sinfonia is one of Europe’s foremost chamber orchestras. With its Music Director Thomas Zehetmair
Northern Sinfonia ranges through the Western Classical Music repertoire from early baroque through the classical
and romantic periods, to commissioned new work. The orchestra was founded in 1958 and as it approaches its
fiftieth anniversary year is embarking on a brand new era in its development, becoming, from the winter of 2004/05,
the orchestra of The Sage Gateshead, central to the extensive classical music programme in its new multi-million
pound Norman Foster home. The flexibility of this world-class orchestra extends to self-directed performances and
chamber music as well as concerts at different times of day and in different venues from tiny Northumberland
churches to the Concertgebouw in Amsterdam. With The Sage Gateshead as its home Northern Sinfonia will
continue to travel in order to serve the whole of the North of England and further afield throughout the United
Kingdom and internationally. Apart from its Music Director, Thomas Zehetmair, Northern Sinfonia works with
distinguished visiting musicians including Franz Bruggen, Imogen Cooper, Thierry Fischer, Lesley Garrett, Evelyn
Glennie, Richard Hickox, Heinz Holliger, Kiri Te Kanawa, Sir Roger Norrington and Heinrich Schiff. Recordings
and broadcasts form an integral part of the orchestra’s work. Northern Sinfonia has won Classic CD awards for Best
Concerto Recording and Living Composer. The orchestra’s wide-ranging community and education programme
features participatory projects for people of all ages and abilities, and community performances. Northern Sinfonia
also has an associated award-winning youth orchestra, Young Sinfonia and is joined for both performance and
recording by the Northern Sinfonia Chorus.

Steuart Bedford

Steuart Bedford is recognised as one of today’s leading experts on the works of Benjamin Britten. As a result of his
former collaboration with the composer, he has conducted Britten’s operas throughout the world, including the
world première of Death in Venice in 1973, which was followed by the first recording of the work. From 1974 to
1998 he was one of the Artistic Directors of the Aldeburgh Festival eventually becoming Joint Artistic Director with
Oliver Knussen. Steuart Bedford has an extensive operatic repertoire and has worked with many of the world’s
greatest opera companies including English National Opera, the Royal Opera Covent Garden, Metropolitan Opera,
Opera North, Scottish Opera, Opéra de Paris, Brussels Opera, Monte Carlo Opera, Lausanne Opera, San Diego
Opera, Santa Fe Opera Festival, Canadian Opera Company, Vancouver Opera, and the Teatro Colón in Buenos
Aires. He is also highly regarded for his interpretations of the works of Mozart, with acclaimed performances at the
Garsington Opera and elsewhere. Although opera commitments take up much of his time, Steuart Bedford conducts
concert engagements, both in Britain and abroad, and has toured Australia, New Zealand, South America and
Scandinavia. He has worked with the English Chamber Orchestra (with whom he has toured all over the world), the
Scottish Chamber Orchestra, the Philharmonia, Royal Philharmonic, City of Birmingham Symphony Orchestra,
Royal Scottish National Orchestra, Northern Sinfonia, City of London Sinfonia, Teatro Colón, Gurzenich Orchestra,
Orchestre National de Bordeaux Aquitaine, Orchestre Philharmonique de Montpellier, Dortmund Philharmonic and
the BBC Orchestras.
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Frank Lloyd

Frank Lloyd was born into a non-musical family in Cornwall in 1952. He took up the trombone in his school brass
band at the age of thirteen, and on leaving school at fifteen he joined the Royal Marines Band Service, subsequently
changing to the French horn. In 1975 he left the services to embark on a course at the Royal Academy of Music as
a pupil of Ifor James. Within three months, however, he was offered the position of Principal Horn with the Royal
Scottish Orchestra, now the Royal Scottish National Orchestra. After four and a half years in Scotland he returned
to London and took up a post with the Royal Philharmonic Orchestra, remaining with them for three years. By this
time his career was taking a different direction as demand for him as a soloist and chamber-music player increased.
Soon after leaving the Royal Philharmonic he joined the Philip Jones Brass Ensemble and the Nash Ensemble and
the English Chamber Orchestra as Principal Horn. During this time he performed as a soloist as far afield as
Winnipeg and Vancouver in Canada, in Japan, Taiwan, Australia and in all parts of the United States. He has
featured on several occasions at the International Horn Workshops in the United States, Japan and Europe, and tours
Europe extensively, giving master classes, performing as a soloist, and as a member of groups such as German
Brass, Ensemble Villa Musica. For several years he served as Professor of Horn at both the Guildhall School of
Music and Trinity School of Music in London, and in 1998 was appointed Professor of Horn at the Essen Folkwang-
Hochschule, where he succeeded the renowned Hermann Baumann. His recordings include Richard Strauss’s Horn
Concerto No.1 with the Philharmonia Orchestra, Mozart’s Horn Quintet with the Nash Ensemble, together with
other chamber works, and Britten’s Serenade with the City of London Sinfonia. He has recorded all of the Mozart
horn concertos with Richard Hickox and the Northern Sinfonia Orchestra. His achievements have been recognised
by the award of the Fellowship of the Royal Academy of Music.

English Chamber Orchestra

The English Chamber Orchestra, formed in 1960, enjoys an international reputation as one of the world’s most
celebrated ensembles. The orchestra undertakes a busy annual schedule of concert appearances, which include its
prestigious London series. Overseas touring fills approximately three months of the schedule each year and since its
first foreign tour the orchestra has performed in almost four hundred cities across the globe. Its world-wide
reputation is enhanced by its recordings of over a thousand works and includes numerous award-winning discs as
well as those of historic interest. Over the years the English Chamber Orchestra has formed lasting and fruitful
relationships with a multitude of great performers, with guest soloists including Maxim Vengerov, Mstislav
Rostropovich, Vladimir Ashkenazy, Joshua Bell, Pinchas Zukerman and Mitsuko Uchida amongst many others. In
2000 the widely acclaimed and highly individual Finnish musician Ralf Gothóni was appointed Principal Conductor,
and in 2004 Roy Goodman accepted the post of Principal Guest Conductor.
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Northern Sinfonia

Northern Sinfonia is one of Europe’s foremost chamber orchestras. With its Music Director Thomas Zehetmair
Northern Sinfonia ranges through the Western Classical Music repertoire from early baroque through the classical
and romantic periods, to commissioned new work. The orchestra was founded in 1958 and as it approaches its
fiftieth anniversary year is embarking on a brand new era in its development, becoming, from the winter of 2004/05,
the orchestra of The Sage Gateshead, central to the extensive classical music programme in its new multi-million
pound Norman Foster home. The flexibility of this world-class orchestra extends to self-directed performances and
chamber music as well as concerts at different times of day and in different venues from tiny Northumberland
churches to the Concertgebouw in Amsterdam. With The Sage Gateshead as its home Northern Sinfonia will
continue to travel in order to serve the whole of the North of England and further afield throughout the United
Kingdom and internationally. Apart from its Music Director, Thomas Zehetmair, Northern Sinfonia works with
distinguished visiting musicians including Franz Bruggen, Imogen Cooper, Thierry Fischer, Lesley Garrett, Evelyn
Glennie, Richard Hickox, Heinz Holliger, Kiri Te Kanawa, Sir Roger Norrington and Heinrich Schiff. Recordings
and broadcasts form an integral part of the orchestra’s work. Northern Sinfonia has won Classic CD awards for Best
Concerto Recording and Living Composer. The orchestra’s wide-ranging community and education programme
features participatory projects for people of all ages and abilities, and community performances. Northern Sinfonia
also has an associated award-winning youth orchestra, Young Sinfonia and is joined for both performance and
recording by the Northern Sinfonia Chorus.

Steuart Bedford

Steuart Bedford is recognised as one of today’s leading experts on the works of Benjamin Britten. As a result of his
former collaboration with the composer, he has conducted Britten’s operas throughout the world, including the
world première of Death in Venice in 1973, which was followed by the first recording of the work. From 1974 to
1998 he was one of the Artistic Directors of the Aldeburgh Festival eventually becoming Joint Artistic Director with
Oliver Knussen. Steuart Bedford has an extensive operatic repertoire and has worked with many of the world’s
greatest opera companies including English National Opera, the Royal Opera Covent Garden, Metropolitan Opera,
Opera North, Scottish Opera, Opéra de Paris, Brussels Opera, Monte Carlo Opera, Lausanne Opera, San Diego
Opera, Santa Fe Opera Festival, Canadian Opera Company, Vancouver Opera, and the Teatro Colón in Buenos
Aires. He is also highly regarded for his interpretations of the works of Mozart, with acclaimed performances at the
Garsington Opera and elsewhere. Although opera commitments take up much of his time, Steuart Bedford conducts
concert engagements, both in Britain and abroad, and has toured Australia, New Zealand, South America and
Scandinavia. He has worked with the English Chamber Orchestra (with whom he has toured all over the world), the
Scottish Chamber Orchestra, the Philharmonia, Royal Philharmonic, City of Birmingham Symphony Orchestra,
Royal Scottish National Orchestra, Northern Sinfonia, City of London Sinfonia, Teatro Colón, Gurzenich Orchestra,
Orchestre National de Bordeaux Aquitaine, Orchestre Philharmonique de Montpellier, Dortmund Philharmonic and
the BBC Orchestras.

8.557199 6

Frank Lloyd

Frank Lloyd was born into a non-musical family in Cornwall in 1952. He took up the trombone in his school brass
band at the age of thirteen, and on leaving school at fifteen he joined the Royal Marines Band Service, subsequently
changing to the French horn. In 1975 he left the services to embark on a course at the Royal Academy of Music as
a pupil of Ifor James. Within three months, however, he was offered the position of Principal Horn with the Royal
Scottish Orchestra, now the Royal Scottish National Orchestra. After four and a half years in Scotland he returned
to London and took up a post with the Royal Philharmonic Orchestra, remaining with them for three years. By this
time his career was taking a different direction as demand for him as a soloist and chamber-music player increased.
Soon after leaving the Royal Philharmonic he joined the Philip Jones Brass Ensemble and the Nash Ensemble and
the English Chamber Orchestra as Principal Horn. During this time he performed as a soloist as far afield as
Winnipeg and Vancouver in Canada, in Japan, Taiwan, Australia and in all parts of the United States. He has
featured on several occasions at the International Horn Workshops in the United States, Japan and Europe, and tours
Europe extensively, giving master classes, performing as a soloist, and as a member of groups such as German
Brass, Ensemble Villa Musica. For several years he served as Professor of Horn at both the Guildhall School of
Music and Trinity School of Music in London, and in 1998 was appointed Professor of Horn at the Essen Folkwang-
Hochschule, where he succeeded the renowned Hermann Baumann. His recordings include Richard Strauss’s Horn
Concerto No.1 with the Philharmonia Orchestra, Mozart’s Horn Quintet with the Nash Ensemble, together with
other chamber works, and Britten’s Serenade with the City of London Sinfonia. He has recorded all of the Mozart
horn concertos with Richard Hickox and the Northern Sinfonia Orchestra. His achievements have been recognised
by the award of the Fellowship of the Royal Academy of Music.

English Chamber Orchestra

The English Chamber Orchestra, formed in 1960, enjoys an international reputation as one of the world’s most
celebrated ensembles. The orchestra undertakes a busy annual schedule of concert appearances, which include its
prestigious London series. Overseas touring fills approximately three months of the schedule each year and since its
first foreign tour the orchestra has performed in almost four hundred cities across the globe. Its world-wide
reputation is enhanced by its recordings of over a thousand works and includes numerous award-winning discs as
well as those of historic interest. Over the years the English Chamber Orchestra has formed lasting and fruitful
relationships with a multitude of great performers, with guest soloists including Maxim Vengerov, Mstislav
Rostropovich, Vladimir Ashkenazy, Joshua Bell, Pinchas Zukerman and Mitsuko Uchida amongst many others. In
2000 the widely acclaimed and highly individual Finnish musician Ralf Gothóni was appointed Principal Conductor,
and in 2004 Roy Goodman accepted the post of Principal Guest Conductor.

557199bk Britten US  22/10/2004  03:42pm  Page 6



8.557199 8

SERENADE, Op. 31 (1943)

1 Prologue

2 Pastoral
Charles Cotton (1630-1687)

The day’s grown old; the fainting sun 
Has but a little way to run. 
And yet his steeds, with all his skill, 
Scarce lug the chariot down the hill.

The shadows now so long do grow, 
That brambles like tall cedars show; 
Mole hills seem mountains, and the ant 
Appears a monstrous elephant.

A very little, little flock 
Shades thrice the ground that it would stock; 
Whilst the small stripling following them 
Appears a mighty Polypheme.

And now on benches all are sat,
In the cool air to sit and chat,
Till Phoebus, dipping in the West,
Shall lead the world the way to rest.

3 Nocturne
Alfred Lord Tennyson (1809-1892)

The splendour falls on castle walls 
And snowy summits old in story: 
The long night shakes across the lakes, 
And the wild cataract leaps in glory: 
Blow, bugle, blow, set the wild echoes flying, 
Bugle, blow; answer, echoes, answer, 

dying, dying, dying.

O hark, O hear how thin and clear,
And thinner, clearer, farther going!
O sweet and far from cliff and scar
The horns of Elfland faintly blowing! 
Blow, let us hear the purple glens replying: 

Bugle, blow; answer, echoes, answer, 
dying, dying, dying.

O love, they die in yon rich sky,
They faint on hill or field or river:
Our echoes roll from soul to soul
And grow for ever and for ever.
Blow, bugle, blow, set the wild echoes flying;
And answer, echoes, answer, dying, dying, dying.

4 Elegy
William Blake (1757-1827)

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.

5 Dirge
Anon (fifteenth century)

This ae nighte, this ae nighte, 
Every nighte and alle, 
Fire and fleete and candle-lighte, 
And Christe receive thy saule.

When thou from hence away art past, 
Every nighte and alle, 
To Whinnyrnuir thou com’st at last; 
And Christe receive thy saule.

If ever thou gav’st hos’n and shoon, 
Every nighte and alle, 
Sit thee down and put them on; 
And Christe receive thy saule.

If hos’n and shoon thou ne’er gav’st nanel 
Every nighte and alle, 
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Philip Langridge

Philip Langridge was born in Kent and studied at the Royal Academy of Music in London. He is one of the world’s
most distinguished singers, whose musical and dramatic qualities ensure that he is in constant demand throughout
Europe, the United States and Japan. In recognition of these qualities, he was made a Commander of the British
Empire in the Queen’s Birthday Honours of 1994. He has also received a number of other awards, including the
prestigious Olivier Award for Osud, the Singer of the Year Award from the Royal Philharmonic Society and The
Worshipful Company of Musicians’ Santay Award. He was awarded the NFMS/Charles Groves Prize 2001 for his
outstanding contribution to British Music. His remarkable versatility and command of a wide variety of styles is
reflected in his extensive discography, ranging from the early classical period to the present day. These recordings
have gained him two Grammy Awards (Moses und Aron, and Peter Grimes), the Gramophone Award (War
Requiem) and a Classic CD Award (The Turn of the Screw). On video he can be seen in Peter Grimes, Billy Budd,
Idomeneo, La Clemenza di Tito, From the House of the Dead, Wozzeck, Oberon, JenÛfa and Oedipus Rex, which
won the Classical Music Award. International festivals and opera houses with which he is particularly closely
associated include Salzburg, the Metropolitan Opera New York, La Scala, Milan, Bayerische Staatsoper, Munich,
the Royal Opera House Covent Garden, Glyndebourne, Edinburgh, and the English National Opera. In concert
Philip Langridge has worked with the world’s leading conductors including Abbado, Barenboim, Gergiev, Haitink,
Harnoncourt, Levine, Ozawa, Previn, Rattle and Solti, and appeared with the world’s major orchestras.

Ann Murray

Ann Murray was born in Dublin and studied with Frederick Cox at the Royal Manchester College of Music. She has
established close links with both the English National Opera, for which she has sung the title rôles in Handel’s
Xerxes and Ariodante and in Donizetti’s Maria Stuarda, and with the Royal Opera House, Covent Garden, where
her rôles have included Cherubino, Dorabella, Donna Elvira, Rosina, Octavian, and new productions of L’enfant et
les sortilèges, Ariadne auf Naxos, Idomeneo, Mitridate, re di Ponto, Così fan tutte, Mosé in Egitto, Alcina and Giulio
Cesare. Much sought after as a concert singer, she has sung with the Orchestre de Paris under Kubelik, the
Philadelphia Orchestra under Sawallisch, the Berlin Philharmonic Orchestra under Muti, the Chicago Symphony
Orchestra under Solti, the Royal Concertgebouw Orchestra under Haitink and in the Musikverein, Vienna under
Sawallisch and Harnoncourt. She sings in Great Britain with the leading orchestras, at the BBC Promenade
Concerts, where she has sung at both the First and Last Nights of the Proms, and at major festivals. Her recital
appearances and operatic engagements have taken her to major musical centres throughout Europe, as well as to the
Metropolitan Opera in New York and the Chicago Lyric Opera, while her discography reflects not only her broad
concert and recital repertoire but also many of her great operatic rôles, including Purcell’s Dido under Harnoncourt,
Dorabella under Levine, Cherubino under Muti, Hänsel under Colin Davis, Sextus under Harnoncourt and Donna
Elvira under Solti. In 1997 Ann Murray was made an Honorary Doctor of Music by the National University of
Ireland, in 1998 she was made a Kammersängerin of the Bavarian State Opera and in 1999 an Honorary Fellow of
the Royal Academy of Music. In the 2002 Golden Jubilee Queen’s Birthday Honours she was appointed an honorary
Dame Commander of the Most Excellent Order of the British Empire.
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The Whinnies shall prick thee to the bare bane; 
And Christe receive thy saule.

From Whinnymuir when thou may’st pass, 
Every nighte and alle, 
To Brig o’ Dread thou com’st at last; 
And Christe receive thy saule.

From Brig O’ Dread when thou may’st pass, 
Every night and alle. 
To Purgatory fire thou com’st at last; 
And Christe receive thy saule.

If ever thou gav’st meat or drink, 
Every nighte and alle, 
The fire shall never make thee shrink; 
And Christe receive thy saule.

If meat or drink thou ne’er gav’st nane, 
Every nighte and alle, 
The fire will burn thee to the bare bane; 
And Christe receive thy saule.

This ae nighte, this ae nighte, 
Every nighte and alle, 
Fire and fleete and candle-lighte, 
And Christe receive thy saule. 

6 Hymn
Ben Johnson (1572-1637)

Queen and huntress, chaste and fair, 
Now the sun is laid to sleep, 
Seated in thy silver chair, 
State in wonted manner keep: 
Hesperus entreats thy light, 
Goddess excellently bright.

Earth, let not thy envious shade
Dare itself to interpose; 
Cynthia’s shining orb was made 
Heav’n to clear when day did close: 
Bless us then with wished sight, 

Goddess excellently bright.

Lay thy bow of pearl apart,
And thy crystal shining quiver;
Give unto the flying hart
Space to breathe, how short so-ever:
Thou that mak’st a day of night,
Goddess excellently bright.

7 Sonnet
John Keats (1795-1821)

O soft embalmer of the still midnight,
Shutting with careful fingers and benign,
Our gloom-pleas’d eyes, embower’d from the light
Enshaded in forgetfulness divine:
O soothest Sleep! if so it please thee, close
In midst of this thine hymn my willing eyes,
Or wait the ‘Amen’ ere thy poppy throws
Around my bed its lulling charities.
Then save me, or the passed day will shine
Upon my pillow, breeding many woes, -
Save me from curious Conscience, that still lords
Its strength for darkness, burrowing like a mole;
Turn the key deftly in the oiled wards,
And seal the hushed Casket of my Soul.

8 Epilogue

NOCTURNE, Op. 60 (1958)

9 On a poet’s lips I slept..
Percy Bysshe Shelley (1792-1822): 
Prometheus Unbound

On a poet’s lips I slept
Dreaming like a love-adept
In the sound his breathing kept;
Nor seeks nor finds he mortal blisses,

But feeds on the aëreal kisses
Of shapes that haunt thought’s wildernesses.
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resistance is futile and abandons herself to her passion,
the whirling string figuration of the agitated Presto that
follows graphically representing her confused, frenzied
state of mind. This is contrasted with a slower moving,
statelier passage (marked ‘ironically’) based on the
fifths from the opening, ‘Phaedra in all her madness
stands before you’, one of the score’s most memorable
moments. In the second recitative, Phaedra resolves to

take her own life, the following Adagio portraying her
death in sonorous string harmonies that increasingly
acquire an air of stoic nobility. The main motives of the
work are then fleetingly recapitulated before the work
ends with a final reminder of the fifths, this time in
ascending form, as if evaporating into thin air.

Lloyd Moore

Naxos Radio
Over 50 Channels of Classical Music • Jazz, Folk/World, Nostalgia

Accessible Anywhere, Anytime • Near-CD Quality
www.naxosradio.com

557199bk Britten US  22/10/2004  03:42pm  Page 4



8.557199 10

He will watch from dawn to gloom
The lake-reflected sun illume
The yellow bees in the ivy-bloom,
Nor heed nor see, what things they be;
But from these create he can
Forms more real than living man,
Nurslings of immortality!

0 Below the thunders of the upper deep ...
Alfred Lord Tennyson (1809-1892): The Kraken

Below the thunders of the upper deep;
Far, far beneath in the abysmal sea,
His ancient, dreamless, uninvaded sleep
The Kraken sleepeth: faintest sunlights flee
About his shadowy sides; above him swell
Huge sponges of millennial growth and height;
And far away into the sickly light,
From many a wondrous grot and secret cell
Unnumber’d and enormous polypi
Winnow with giant arms the slumbering green.
There hath he lain for ages and will lie
Battening upon huge seaworms in his sleep,
Until the latter fire shall heat the deep;
Then once by men and angels to be seen,
In roaring he shall rise and on the surface die,

! Encinctured with a twine of leaves ...
Samuel Taylor Coleridge (1772-1834): 
The Wanderings of Cain

Encinctured with a twine of leaves. 
That leafy twine his only dress! 
A lovely Boy was plucking fruits, 
By moonlight, in a wilderness. 
The moon was bright, the air was free, 
And fruits and flowers together grew 
On many a shrub and many a tree: 
And all put on a gentle hue, 
Hanging in the shadowy air 
Like a picture rich and rare.
It was a climate where, they say,
The night is more beloved than day.

But who that beauteous Boy beguiled,
That beauteous Boy to linger here?
Alone, by night, a little child,
In place so silent and so wild -
Has he no friend, no loving mother near?

@ Midnight’s bell goes ting, ting, ting, ting, ting..,
Thomas Middleton (c.1580-1627): 
Blurt, Master Constable

Midnight’s bell goes ting, ting, ring, ting, ring,
Then dogs do howl, and not a bird does sing
But the nightingale, and she cries twit, twit, twit;
Owls then on every bough do sit;
Ravens croak on chimney’s tops;
The cricket in the chamber hops;
The nibbling mouse is not asleep,
But he goes peep, peep, peep, peep, peep;
And the cats cry mew, mew, mew,
And still the cats cry mew, mew, mew.

# But that night when on my bed I lay ...
William Wordsworth (1770-1850): 
The Prelude (1805)

But that night
When on my bed I lay, I was most mov’d
And felt most deeply in what world I was;
With unextinguish’d taper I kept watch,
Reading at intervals; the fear gone by
Press’d on me almost like a fear to come~
I thought of those September Massacres,
Divided from me by a little month,
And felt and touch’d them, a substantial dread:
The rest was conjured up from tragic fictions,
And mournful Calendars of true history,
Remembrances and dim admonishments.
‘The horse is taught his manage, and the wind
Of heaven wheels round and treads in his own steps,
Year follow year, the tide returns again.
Day follows day, all things have second birth;
The earthquake is not satisfied at once.’
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performed at that year’s Leeds Centenary Festival, is in
many respects a successor to the Serenade. As with the
earlier work, the texts have the theme of night, sleep
and dreams in common, but there are some important
differences: in contrast to the single obbligato horn
employed in the Serenade, Britten here uses seven
different solo instruments, each of which lends its own
distinctive colour to each setting, and whereas the
Serenade had consisted of a sequence of separate, self-
contained songs, however unified overall, the Nocturne
is completely through-composed, connected by means
of a recurring ritornello figure in the strings, its gently
rocking motion no doubt meant to represent the
breathing sleeper (this idea actually derives from a
song originally intended for the Serenade, ‘Now sleeps
the crimson petal’, which was never used). The
harmonic language too is less tonally stable and more
ambiguous, making particular use of the juxtaposition
of two keys a semi-tone apart, C and D flat. Britten
dedicated the work to Alma Mahler, in doing so
acknowledging the debt he himself owed to Gustav
Mahler.

The strings alone accompany the lullaby-like first
song, Shelley’s On a poet’s lips I slept, dominated by
the sleeping motif mentioned above. This cross-fades
into the second, Tennyson’s The Kraken, the great sea-
monster suggested by the wide-ranging popping and
writhing of the solo bassoon. The harp is used to
characterise Coleridge’s delicate moonlit reverie of the
‘lovely boy plucking fruits’, its pure, untroubled A
major (Britten’s usual key for symbolizing innocence
and beauty) only mildly disrupted in the final line,
‘Has he no friend, no loving mother near?’ The horn
supplies onomatopoeic nocturnal sounds for
Middleton’s ‘midnight bell’ with varied use of muting,
hand-stopping and flutter-tongue. As in the Serenade,
the two central settings focus on the more sinister
aspects of night and darkness: the lines taken from
Wordsworth’s The Prelude are coloured by the
timpani, their ominous rumbling driving the music to
an anguished climax which, after a rapid diminuendo,
is followed by a setting of Wilfred Owen’s The Kind
Ghosts (anticipating Britten’s use of this poet’s verse

in the War Requiem), a funeral march featuring a
plaintive lament from the cor anglais supported by the
strings’ mournful pizzicato tread. In complete contrast,
the setting of Keats’s Sleep and Poetry is the lightest
setting in the work with an airy dialogue between flute
and clarinet. This culminates in a return of the
ritornello which in turn leads into the climactic final
song, a richly expressive, highly Mahlerian setting of
Shakespeare’s Sonnet 43, ‘When most I wink’ in which
all the instruments used hitherto are combined.

Phaedra Op. 93, Britten’s last major vocal work,
was composed during the summer of 1975. In 1970,
Britten had written the part of Kate Julian in the opera
Owen Wingrave specifically with the mezzo-soprano
Janet Baker in mind and had also conducted and
recorded The Rape of Lucretia with her in the title-rôle.
It was apparently her performance of Berlioz’s Nuits
d’été at the 1975 Aldeburgh Festival, however, that
inspired Britten to write this ‘dramatic cantata for
mezzo-soprano and small orchestra’ especially for her
voice. The work received its première on 16th June
1976 at Aldeburgh with Baker as soloist under the
direction of Steuart Bedford. 

The text is taken from Robert Lowell’s English
verse translation of Racine’s Phèdre. On the day of her
marriage to Theseus, Phaedra sees her husband’s son
Hippolytus with whom she immediately becomes
infatuated. When she is rejected by the youth, in guilt
and shame she decides to end her life by poisoning.
This subject of forbidden love is, of course, a favourite
Britten theme and it resulted in one of the most
passionate and emotionally involved of his later scores.
Britten’s model was the Baroque solo cantata (even
down to the use of cello and harpsichord for the
recitative passages), but it is perhaps more helpful to
think of Phaedra as an extended operatic scena. The
work falls into five clearly defined sections. The
luminous string textures of the Prologue, depicting the
brilliant Athenian sunshine on Phaedra’s wedding day,
are based on a theme of descending perfect fifths that
will recur at important moments during the work. This
is followed by a recitative in which Phaedra, at first
determined to fight her obsession, realises that
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And in such way I wrought upon myself, 
Until I seem’d to hear a voice that cried 
To the whole City, ‘Sleep no more’. 

$ She sleeps on soft, last breaths; 
but no ghost looms...
Wilfred Owen (1893-1918): The Kind Ghosts  

She sleeps on soft, last breaths; but no ghost looms 
Out of the stillness of her palace wall, 
Her wall of boys on boys and dooms on dooms.

She dreams of golden gardens and sweet glooms. 
Not marvelling why her roses never fall 
Nor what red mouths were tom to 

make their blooms.

The shades keep down which well might 
roam her hall.

Quiet their blood lies in her crimson rooms 
And she is not afraid of their footfall.

They move not from her tapestries, their pall, 
Nor pace her terraces, their hetacombs, 
Lest aught she be disturbed, or grieved at all. 

% What is more gentle than a wind in summer...’
John Keats (1795-1821): Sleep and Poetry

What is more gentle than a wind in summer? 
What is more soothing than the pretty hummer 
That stays one moment in an open flower, 
And buzzes cheerily from bower to bower? 
What is more tranquil than a musk-rose blowing 

In a green island, far from all men’s knowing? 
More healthful than the leafiness of dales? 
More secret than a nest of nightingales? 
More serene than Cordelia’s countenance? 
More full of visions than a high romance? 
What, but thee, Sleep? Soft closer of our eyes! 
Low murmurer of tender lullabies!
Light hoverer around our happy pillows!
Wreather of poppy buds, and weeping willows!
Silent entangler of a beauty’s tresses!
Most happy listener! when the morning blesses
Thee for enlivening all the cheerful eyes
That glance so brightly at the new sun-rise.

^ When most I wink, then do mine eyes best see
William Shakespeare (1564-1616): Sonnet 43

When most I wink, then do mine eyes best see,
For all the day they view things unrespected;
But when I sleep, in dreams they look on thee,
And darkly bright, are bright in dark directed.
Then thou, whose shadow shadows doth 

make bright
How would thy shadow’s form form happy show
To the clear days with thy much clearer light,
When to unseeing eyes thy shade shines so!
How would, I say, mine eyes be blessed made
By looking on thee in the living day,
When in dead night thy fair imperfect shade
Through heavy sleep on sightless eyes doth stay!
All days are night to see till I see thee,
And nights bright days when dreams 

do show thee me 
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The medium of the orchestral song-cycle is one that
much attracted Britten. His concept of an anthology of
sometimes diverse texts, unified by a common literary
or poetic theme was a favourite device to which he
returned several times. The present recording features
his two later and arguably best-known works in the
genre, together with a major vocal work dating from
the very last years of the composer’s life.

Britten’s return from his three-year sojourn in
America in 1942 represented a homecoming that was
more than purely geographical. As is well-known, it
was his reading an article by E.M. Forster about the
poet George Crabbe in an edition of The Listener that
made Britten homesick for his native Suffolk and
prompted his subsequent return to England with the
idea for a new opera, Peter Grimes, uppermost in his
mind. As if in preparation for the task ahead, Britten
undertook the composition of a number of vocal and
choral works including A Ceremony of Carols, the
Hymn to St Cecilia, Rejoice in the Lamb and, perhaps
most important of all, the Serenade for tenor, horn and
strings, Op. 31, composed during March and April
1943. In the summer of the previous year, Britten had
become acquainted with the remarkable young horn-
player Dennis Brain (1921-1957) who during the war
was playing in the R.A.F. Central Band, for which
Britten was writing incidental music for a series of
wartime radio documentaries. It was not long before
Brain asked Britten for a work especially for him and
the idea for the Serenade was born. The first
performance took place on 15th October 1943 at the
Wigmore Hall in London with Brain and Peter Pears as
soloists and Walter Goehr conducting. In a letter to his
friend Elizabeth Mayer, Britten characterized the
Serenade as ‘not important stuff, but quite pleasant I
think’, a surprisingly modest way of describing what is
widely regarded to be one of the finest and most
characteristic of all his works. The cycle is dedicated to
Edward Sackville-West, a writer friend of Britten’s
who had helped with the choice of texts. 

The Serenade opens with a Prologue for solo horn
played on the instrument’s natural harmonics (causing
some notes to sound deliberately out-of-tune), evoking
an atmosphere of ‘natural’, primeval innocence. This
mood is sustained in the twilit landscape of Cotton’s
Pastoral with its gently descending arpeggio figures in
the voice and horn, and the more vigorous setting of
Tennyson’s Nocturne, notable for its cadenza-like
fanfare passages (‘Blow, bugle, blow’) with their
highly characteristic chains of thirds. The relatively
uncomplicated nature of these first two settings makes
the contrast with the third, Blake’s Elegy, all the more
effective: this is one of Britten’s most overt and
explicit representations of, as Edward Sackville-West
put it, ‘the sense of sin in the heart of man’. The quietly
heaving syncopations in the strings and plodding
double bass arpeggios are straight-forwardly diatonic
but are disturbed by the chromatically meandering horn
line which proceeds by way of falling semi-tones, often
effecting a flattening from major to minor, intensified
in the closing bars by the eerie use of hand-stopped
glissandi. The following Dirge maintains the dark tone,
the tenor’s obsessively repeated ground oblivious to
the developing fugue in the strings which begins
pianissimo, gradually building to a powerful climax
(marked by the horn’s dramatic entry with the fugue
subject), before retreating back into the shadows. The
tension is dispelled by the following fleet-footed
setting of Ben Jonson’s Hymn to Diana in which the
strings play pizzicato throughout. The final song,
Keats’s Sonnet, in which the horn is silent, is an
Adagio of rare beauty which gains its highly distinctive
sound from the juxtaposition of unrelated triads, a
prime example of Britten’s genius for discovering
fresh uses for the most basic musical elements. Finally
the horn closes the cycle with the Epilogue, an exact
repeat of the Prologue with which it began the work,
but this time played offstage, the innocence of the
opening now left far behind.

The Nocturne, Op. 60, composed in 1958 and first
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BRITTEN
Serenade for Tenor, Horn and Strings

Nocturne • Phaedra
Philip Langridge • Ann Murray • Frank Lloyd

Northern Sinfonia • English Chamber Orchestra
Steuart Bedford

Serenade, Op. 31 (1943) 22:57
Philip Langridge, Tenor • Frank Lloyd, Horn
English Chamber Orchestra • Steuart Bedford

1 Prologue 1:23
2 Pastoral 3:14
3 Nocturne 3:36
4 Elegy 4:09
5 Dirge 3:21
6 Hymn 1:58
7 Sonnet 3:44
8 Epilogue (off stage) 1:32

Nocturne, Op. 60 (1958) 26:35
Philip Langridge, Tenor
Northern Sinfonia • Steuart Bedford

9 On a poet’s lips I slept ... 3:18
0 Below the thunders of the upper deep ... (Stephen Reay, Bassoon) 2:56
! Encintured with a twine of leaves ... (Christina Rhys, Harp) 2:49
@ Midnight’s bell goes ting, ting, ting, ting ... (Peter Francomb, Horn) 2:31
# But that night when on my bed I lay... (Alan Fearon, Timpani) 2:56
$ She sleeps on soft, last breaths; but no ghost looms ... (Colin Kellett, Cor Anglais) 4:09
% What is more gentle than a wind in summer ... 3:41

(David Haslam, Flute, and Robert Plane, Clarinet)
^ When most I wink, then do mine eyes best see ... 4:15

Phaedra, Op. 93 (1975) 14:57
Ann Murray, Mezzo-Soprano
English Chamber Orchestra • Steuart Bedford

& Prologue - In May, in brilliant Athens ... 1:32
* My lost and dazzled eyes ... 1:02
( Venus resigned her altar to my new Lord ... 0:43
) Phaedra in all her madness stands before you ... 1:42
¡ The wife of Theseus loves Hippolytus ... 1:28
™ Oh Gods of wrath ... 2:26
£ Death to the unhappy’s no catastrophe ... 1:46
¢ My time’s too short, your highness ... 1:42
∞ Chills already dart along my boiling veins 2:38

8.557199 12

557199bk Britten US  22/10/2004  03:42pm  Page 12



DDD

8.557199

CMYK

h
1994 L

am
bourne Productions L

td.
g

2004 N
axos R

ights International L
td.

B
ooklet notes in E

nglish  
M

ade in C
anada

w
w

w
.naxos.com

Playing Time
64:29

B
R

IT
T

E
N

:
O

rchestral Song-C
ycles • 2

N
A

X
OS

B
R

IT
T

E
N

:
O

rchestral Song-C
ycles • 2

N
A

X
OS

This second volume of Britten orchestral songs features his two arguably best-known works
in the genre, together with a major vocal work from the very last years of the composer’s life.
The masterly Serenade for Tenor, Horn and Strings is an extraordinary example of Britten’s
ability to set an anthology of texts bound together by a similar theme, in this case, the world
of night, sleep and dreams. Composed as a companion piece to the Serenade, the Nocturne
employs a more ambiguous harmonic language. Here the tenor solo is joined by seven solo
instruments, each imparting a different tone colour to each setting. Phaedra represents the
distillation of a lifetime’s expertise in operatic composition and remains one of the most
dramatic cantatas for soprano in the repertoire.

Philip Langridge, Tenor 1 • Ann Murray, Mezzo-Soprano 2

Frank Lloyd, Horn 3 • Northern Sinfonia 4

English Chamber Orchestra • Steuart Bedford
Recorded at Henry Wood Hall, London, UK (Tracks 1-8, 17-25) and St. Nicholas, Newcastle, UK 

(Tracks 9-16) in July 1994  • Producer: John H. West • Engineer: Mike Hatch
Booklet Notes: Lloyd Moore • Originally released by Collins Classics in 1994

Please see page 16 of the booklet for a complete track list • Publishers: Faber Music Ltd. (Tracks 17-25) 
and Boosey & Hawkes Ltd. • Cover Picture: Moon and Alf at Avebury, 1975 by David Inshaw 

(Private Collection / Bridgeman Art Library)

1-8 Serenade for Tenor, Horn and Strings, Op. 31 (1943) 1, 3 22:57

9-^ Nocturne, Op. 60 (1958) 1, 4 26:35

&-∞ Phaedra, Op. 93 (1975) 2 14:57

Over 50 Channels of Classical Music • Jazz, Folk/World, Nostalgia
Accessible Anywhere, Anytime • Near-CD Quality

NAXOS RADIO
www.naxosradio.com 
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