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TOM + WILL
WEELKES & BYRD: 400 YEARS



17. This sweet and merry month of  May William Byrd [2.11]
18. Browning / The leaves be green William Byrd [4.41]
19. Alack, when I look back William Byrd [5.34]
 Julian Gregory soloist
20. O Lord make thy servant Elizabeth William Byrd [3.09]

 Total timings  [70.55]

 * World Premiere Recording

 The King’s Singers
 Patrick Dunachie countertenor
 Edward Button countertenor
 Julian Gregory tenor
 Christopher Bruerton baritone
 Nick Ashby baritone
 Jonathan Howard bass 

 Fretwork
 Emelia Benjamin
 Emily Ashton
 Joanna Levine
 Sam Stadlen
 Richard Boothby

Tom and Will
Weelkes and Byrd: 400 Years

1. Praise our Lord all ye gentiles William Byrd [2.47]
2. If  women could be fair William Byrd [3.42]
 Christopher Bruerton soloist
3. Say dear, when will your frowning leave Thomas Weelkes [2.47]
 Edward Button, Jonathan Howard soloists
4. Like two proud armies Thomas Weelkes [1.42]
5. Pavan no. 3 Thomas Weelkes [2.42]
6. Thule, the period of  cosmography Thomas Weelkes [4.12]
7. What joy so true Thomas Weelkes [4.51]
 Edward Button, Julian Gregory,
 Patrick Dunachie soloists
8. In nomine a4 Thomas Weelkes [1.33]
9. Ye sacred muses William Byrd [3.18]
 Patrick Dunachie soloist 
10. Ye sacred muses * James MacMillan [7.04]
11. In nomine a5 (1) Thomas Weelkes [2.49]
12. Hark all ye lovely saints above Thomas Weelkes [3.06]
13. Death hath deprived me Thomas Weelkes [2.23]
14. Death, be not proud * Roderick Williams [7.46]
15. In nomine a5 (2) Thomas Weelkes [3.02]
16. Who made thee Hob William Byrd [1.34]
 Christopher Bruerton, Nick Ashby soloists

2 3



The many 400th anniversary projects and celebrations commemorating the life and music 
of  William Byrd (c.1540-1623) have finally come to fruition, from concerts and festivals 
to books and articles to, like this, dedicated recordings of  the many forms and genres 

the composer mastered throughout his long life. This recording offers quite a different take by 
incorporating, in equal measure, the music of  Thomas Weelkes who also died in 1623 although 
as a relatively younger man. Byrd lived more than 80 years, while Weelkes only 47: two composers 
from two different generations, and certainly two men of  wildly contrasting characters.

Byrd was almost certainly a young chorister towards the end of the reign of  Henry VIII. 
Being famously ‘bred up’ under the towering figure of  Thomas Tallis, he would have spent 
his formative years singing and composing during the protestant reign of  Edward VI and the 
brief  Catholic restoration under Mary I. He was a product of  the English Reformation and the 
large majority of  his music was shaped and influenced by these religiously turbulent years. He 
became a Gentleman of  the Chapel Royal in 1572, and, with Tallis, jointly produced Cantiones 
Sacrae, a landmark collection of  sacred songs in Latin and published in 1575. Thomas Weelkes 
was born in the following year. At the age of  around 21 he published his first book of  Madrigals 
in 1597 and was soon after appointed organist of  Winchester College. He went on to publish 
two further volumes of  English madrigals in 1598 and 1600, and by 1602 he received his 
Bachelor of  Music degree from New College, Oxford; he went from there straight to Chichester 
Cathedral as Instructor of  the Choristers as well as a paid singer. A stellar career thus far, 
although he began to suffer notable and notorious decline after the publication of  his final 
volume of  English madrigals in 1608. 

The choir at Chichester was accused of  insubordination at this time, and Weelkes was singled 
out as the most disorderly member of  the cathedral staff. In 1613 he was admonished for being 
drunk in public, and two years later it was recorded that Weelkes and ten other choir men were 
further reprimanded for their failure in attending cathedral services. Matters came to a head 

in 1617 when he was dismissed as organist and choirmaster for his notorious ‘drunkenness 
and outrageous blaspheming’, although he remained in post as a singing man. Weelkes was 
unreformed the remainder of  his life, and it was noted that he continued to ‘utter curses and 
oaths that both profaned the service and outraged those who were present’. Weelkes ended 
his days in London and died in the house of  a friend, ironically called Henry Drinkwater, in 
November 1623 and was buried in St Bride’s church. 

Byrd’s life from the 1570s took a different route. Following the death of  Tallis in 1585 he went 
on to produce four extensive solo publications: two volumes of  secular and spiritual songs (1588 
and 1589) and two volumes of  Latin motets (1589 and 1591). The latter included so-called 
‘political’ motets written in response to the persecution of  English recusant communities. These 
were followed by blatantly Catholic works in the form of  three Masses (mid 1590s) and two 
books of  Mass Propers or ‘Gradualia’ in 1605 and 1607. One further volume of  sacred and 
secular songs was published in 1611. Byrd remained faithful to the Catholic faith to his death 
in July 1623, and lies buried in the churchyard at Stondon Massey in Essex. Unlike Weelkes 
he was never accused of  scandalous acts although he can be found in contemporary court 
documents petitioning the rights of  fellow Catholics — he himself  was more or less immune 
from persecution owing to his high status. He attracted the patronage of  some of  the greatest 
personages of  the time, and the sheer quality and diversity of  his output has ensured his place 
as England’s most celebrated high Renaissance composer. Within Weelkes’s relatively short 
composing career he, too, was able to demonstrate his first-rate skills as a composer of  several 
genres. His publications between 1597 and 1600 are argued to contain ‘some of  the boldest 
music yet conceived in England, and the best of  the twenty works in his 1600 volume are among 
the greatest of  all English madrigals’ (David Brown).  

This recording therefore provides an opportunity to admire their works side-by-side, in a variety 
of  genres. The title of  this album is relevant, as it is quite likely that Weelkes and Byrd would 
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have been known by their respective diminutives ‘Tom’ and ‘Will’, which was commonplace in 
Elizabethan and Jacobean England. Given, too, that the majority of  music on this recording 
is of  a secular nature, or of  sacred music intended for the household rather than chapel, the 
informality seems even more appropriate. The programme begins and ends with two sacred 
anthems by Byrd: the proud and confident Praise our Lord all ye gentiles (Psalm 117) and O Lord 
make thy servant Elizabeth, a prayer for the health and well-being of  his principal patron the queen. 
Sandwiched in-between is a garden of  various musical delights.

Weelkes was known primarily as one of  England’s greatest composers of  the madrigal, a form 
that gained its popularity in London with the publication of  Musica Transalpina (London, 1588), 
a collection of  Italian madrigals ‘Englished’. The madrigals became immediately popular, and 
inspired home-grown composers to produce their own works with themes broadly ranging 
across all human emotions. This sweet and merry month of  May is one of  Byrd’s few contributions to 
the genre (depending on how one defines a madrigal), while this genre was very much Weelkes’s 
domain. Hark all ye lovely saints above is among his most popular, with the characteristic ‘fa-la-las’ 
that follow each verse. Other general themes include likening courtship to battle (Like two proud 
armies) and melancholy (Say dear, when will your frowning leave), but Thule, the period of  cosmography is a 
poetico-musical tour de force. Thule is a metaphorical term for a distant place beyond the known 
world, but Weelkes describes it with reference to the Icelandic volcano Hekla. The meaning of  
the poem has been variously debated, but the general theme is, perhaps, that nothing can be 
more strange than those induced by the unsteady progress of  love. One interpretation is that 
‘the commonplace grime and dirt of  our own feelings is still more powerful and exciting than 
the Thule of  either cosmography’. Weelkes’s musical response to this idiosyncratic poem is 
direct, sensitive, and ingenious. 

Akin to the madrigal, the consort song with voices and viols was a particularly English invention 
in the latter half  of  the 16th century which extended well into the 17th century. Byrd’s song 

collections of  1588 and 1589 were the first to introduce the genre to the masses. Who made thee 
Hob is a short, boisterous dialogue between two rustic characters about the pursuit of  a maiden 
called Sylvana, ending with a trail of  protests ‘yet love I must or else I die’, while If  women could 
be fair warns of  colluding with ladies of  the night. Some consort songs could be described as 
verse anthems more suited to the church, which is the case for Weelkes’s What joy so true and 
Byrd’s Alack, when I look back (where the narrator ponders the follies of  youth). Both have here 
been arranged for domestic performance with viols. 

A good number of  purely instrumental works also survive by both composers, including various 
dance forms such as the Pavan. The so-called ‘In nomine’ tradition can be traced back decades 
earlier to the Mass Gloria tibi trinitas by John Taverner (d. 1545). From the mid 16th century 
the four-part ‘In nomine’ section from the Benedictus of  the Mass was detached as a separate 
work and copied in a variety of  instrumental sources. This became a composition template 
for generations of  composers up to the time of  Henry Purcell, and the three settings here by 
Weelkes demonstrate the variety of  ideas which can be inspired by a single tune. Among Byrd’s 
many creations is his arrangement of  the popular tune ‘Browning’. The original model is a 
monophonic folksong which comes with the words ‘The leaves be green, the nuts be brown; 
they hang so high they will not come down.’ Byrd shuffles the tune from one voice-part to 
another for the entire work, and one can imagine informal household performances where 
singers randomly join in with the words as in the version recorded here. 

Among the many highlights of  this recording are the two elegies. Weelkes’s stirring Death hath 
deprived me was composed as a elegy for Thomas Morley (1557-1602), another fine madrigalist 
whose Plain and Easie Introduction to Practicall Musicke (London, 1597) would have served Weelkes 
well for his Oxford B.Mus. But arguably the most poignant and heartfelt example is Byrd’s Ye 
sacred muses written upon the death of  Thomas Tallis, his mentor, colleague and friend for much 
of  his life. The song ends with the haunting words ‘Tallis is dead and Music dies’. They are 

6 7



both here expertly reimagined by Roderick Williams in Death, be not proud (Weelkes), and James 
MacMillan, who resets the words of  Byrd’s own elegy replacing ‘Tallis’ for ‘Will’. No elegies for 
Byrd or Weelkes survive by their contemporaries, but these new works admirably stand in their 
stead. One candidate could very well have been the great Orlando Gibbons had he not joined 
them in death two years later. 

© David Skinner, 2022

A note on the commissions
by The King’s Singers

We are thrilled to include at least two world premiere recordings on this album. As far as we are 
aware, Say dear, when will your frowning leave is one of  them, but perhaps more notable still are the 
newly-commissioned works by Roderick Williams and Sir James MacMillan. These two works 
were commissioned especially for this album and collaboration, as part of  our commitment to 
celebrating the legacy of  these two composers in today’s choral music landscape. 

The starting point for these new works was in fact Thomas Morley and Thomas Tallis. These 
two composers had such a profound impact on their friends and pupils, Weelkes and Byrd 
respectively, that the two composers wrote musical elegies (Weelkes’ Death hath deprived me and 
Byrd’s Ye sacred muses) after the passing of  these two old masters. To create something of  a 
chain stretching into the present day, we invited James and Roderick to write their own elegies, 
reflecting on Weelkes and Byrd and we were delighted that they accepted the challenge. 

In the case of  James MacMillan’s work particularly, we found there to be something deeply 
significant in the elegy. James elected to set an altered version of  the same Ye sacred muses text that 
Byrd set, mirroring the same sentiment that Byrd expressed towards Tallis. James’ Catholic faith, 
like Byrd’s was, is an important ingredient in his music, and like Byrd, James is undoubtedly the 

foremost Catholic composer working in the British Isles today. There are other parallels too. 
Both Byrd and James have chosen to write music for practical, local use in community worship, 
as well as for major publications. In the case of  Byrd, it was for the Catholic community in 
his corner of  Essex around Stondon Massey and Ingatestone; for MacMillan it can be seen in 
(amongst other works) his St. Anne’s Mass and Galloway Mass -- two congregational settings for use 
in Catholic churches -- and in his annual Cumnock Tryst music festival, based near Glasgow. 
James’ setting of  Ye sacred muses weaves the voices and the viols around each other - sometimes 
in block homophony, and at other times in solo lines which dance around viols at a similar 
pitch. In the opening passage and again later in the work, MacMillan gives the bass viol a 
kind of  cantus firmus: a melody in long notes, around which the other parts are built. This was 
an established and venerated technique in 16th century Catholic church music, when sacred 
plainchant melodies would be used to provide the cantus firmus, and we learnt during the process 
that in his distinguished career this was his first time writing for ‘period instruments’. 

For his new work, Roderick Williams opted for Death, be not proud, one of  John Donne’s Holy Sonnets. 
John Donne was one of  the preeminent theologians and writers of  the early 17th century, and 
an almost direct contemporary of  Thomas Weelkes who would certainly have known Donne’s 
work. The theme of  this poem is one which complements Weelkes’ Death hath deprived me. Whilst 
Weelkes’ piece mourns the loss of  a friend at the powerful hands of  Death, Death, be not proud pokes 
fun at Death and points out the powerlessness of  Death in the face of  Christ’s gift of  eternal life. 
Roderick Williams also shares some of  his story with Weelkes, both earning their Music degrees 
from Oxford colleges mere metres away, and both working as educators and singers – although 
Roderick with significantly more success than Weelkes ever managed!

We are grateful to our partners in Fretwork, and to the Continuo Foundation, for their support 
for these two commissions. And above all we are grateful to James and Roderick for their 
inspired writing, and for helping us celebrate the legacy of  Tom and Will. 
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Praise our Lord all ye Gentiles, praise him all ye people,
Because his mercy is confirmed upon us, and his truth remaineth for ever. Amen.

If  women could be fair and never fond,
Or that their beauty might continue still:
I would not mervaile though they made men bond,
By service long, to purchase their good will.
But when I see, how frail these creatures are:
I laugh, that men forget themselves so far.

To mark what choice they make, and how they change,
how leving best the worst they chose out stil:
And how like haggards wilde, about they range,
Scorning after reason to follow will.
Who would not shake such bussards from the fist,
And let them fly (fair fooles) which way they list.

Yet for our sport, wee fawne and flatter both,
To pass the time, when nothing else can please:
And train them on to yield by subtlel oath,
The sweet content, that gives such humour ease.
And then we say, when we their follies trie,
To play with fools, Oh what a fool was I.

Edward de Vere, Earl of  Oxford (1550-1604)

Say dear, when will your frowning leave,
Which doth my heart of  joy bereave,
To sing and play becomes you better,
Such pleasures makes my heart your debtor,
But when you frown you wound my heart,
And kill my soul, with double smart.

Like two proud armies marching in the field,
joining a thund’ring fight, each scorns to yield;
So in my heart, your beauty and my reason,
one claims the crown, the other says ‘tis treason.
But O your beauty shineth as the sun
and dazzled reason yields as quite undone.

Thule, the period of  cosmography,
Doth vaunt of  Hecla, whose sulfurious fire
Doth melt the frozen clime and thaw the sky;
Trinacrian Etna’s flames ascend not higher.
These things seem wondrous, yet more wondrous I,
Whose heart with fear doth freeze, with love doth fry.

The Andalusian merchant, that returns
Laden with cochineal and China dishes,
Reports in Spain how strangely Fogo burns,
Amidst an ocean full of  flying fishes!
These things seem wond’rous, yet more wond’rous I,
Whose heart with fear doth freeze, with love doth fry.
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What joy so true, what comfort so divine
Throughout the race of  our mortality 
As that which they in greatest measure find,
Who keep the sacred bond of  unity.

It much resembleth that delicious oil 
Infus’d upon the sacrificer’s crown 
Which gliding thence did all his beard besoil,
Thence smoothly streamed his gorgeous coat a-down.

Or that pure issue of  sweet Hermon dew
Which, scattered in many a crystal drop 
Lies everywhere like pearls of  clearest hue,
Enamelling fair Sion’s stately top.

For so, right so, high God most lovingly 
Pours down his gracious benefits amain
Upon that, on that blessed society, 
Whose life can love and amity maintain. Amen.

Ye sacred muses, race of  Jove,
whom Music’s lore delighteth,
Come down from crystal heav’ns above
to earth where sorrow dwelleth,
In mourning weeds, with tears in eyes:
Tallis is dead, and Music dies.

Ye sacred Muses, race of  Jove,
whom Music’s lore delighteth,
Come down from crystal heav’ns above
to earth where sorrow dwelleth,
In mourning weeds, with tears in eyes:
Will is dead, and Music dies. 

Hark all ye lovely saints above
Diana hath agreed with Love,
His fiery weapon to remove.
Fa la la.
Do you not see
How they agree?
Then cease fair ladies; why weep ye?
Fa la la.

See, see, your mistress bids you cease,
And welcome Love, with love’s increase,
Diana hath procured your peace.
Fa la la.
Cupid hath sworn
His bow forlorn
To break and burn, ere ladies mourn.
Fa la la.
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Death hath deprived me of  my dearest friend,
My dearest friend is dead and laid in grave,
In grave he rests until the world shall end
As end must all things have.
All things must have an end that Nature wrought,
Must unto dust be brought.

Death, be not proud, though some have called thee
Mighty and dreadful, for thou art not so;
For those whom thou think’st thou dost overthrow
Die not, poor Death, nor yet canst thou kill me.
From rest and sleep, which but thy pictures be,
Much pleasure; then from thee much more must flow,
And soonest our best men with thee do go,
Rest of  their bones, and soul’s delivery.
Thou art slave to fate, chance, kings, and desperate men,
And dost with poison, war, and sickness dwell,
And poppy or charms can make us sleep as well
And better than thy stroke; why swell’st thou then?
One short sleep past, we wake eternally
And death shall be no more; Death, thou shalt die.

Who made thee Hob forsake the Plough, and fall in love?
Sweet beauty which hath power to bow the gods above,
What, dost thou serve a shepherdess?
Ay, such as hath no peer I guess.
What is her name who bears thy heart within her breast?
Sylvana fair of  high desert whom I love best,
Oh Hob, I fear she looks too high,
Yet love I must or else I die.

This sweet and merry month of  May,
while nature wantons in her prime,
And birds do sing, and beasts do play,
For pleasure of  the joyful time,
I choose the first for holy day,
And greet Eliza with a rhyme.
O beauteous Queen of  second Troy:
Take well in worth a simple toy.

Browning
The leaves be green, the nuts be brown: 
they hang so high they will not come down.
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Alack, when I look back upon my youth that’s past
And deeply ponder youth’s offence at last.
With tears and sighs I say, Oh God I not deny, 
My youth through folly hath deserved with folly for to die.
But yet, if  ever sinful man might mercy move to ruth,
Good Lord, with mercy do forgive the follies of  my youth.

In youth I ranged the field where vices all did grow;
In youth, alas, I wanted grace such vice to overthrow.
In youth what I thought sweet, most bitter now I find;
Thus have the follies of  my youth with folly kept me blind. 
But as the eagle casts her bill, whereby her age renew’th,
Good Lord, with mercy do forgive the follies of  my youth.

So Lord with mercy do forgive the follies of  my youth. Amen. 

William Hunnis (d.1597)

O Lord make thy servant Elizabeth our Queen to rejoice in thy strength:
give her her heart’s desire, and deny not the request of  her lips;
but prevent her with thine everlasting blessing,
and give her a long life, even for ever and ever. Amen.

 

THE KING’S SINGERS have represented the gold standard in a cappella singing on the 
world’s greatest stages for over fifty years. They are renowned for their unrivalled technique, 
versatility and skill in performance, and for their consummate musicianship, drawing both on 
the group’s rich heritage and its pioneering spirit to create an extraordinary wealth of  original 
works and unique collaborations. 

What has always distinguished the group is their comfort in an unprecedented range of  styles 
and genres, pushing the boundaries of  their repertoire, while at the same time honouring 
their origins in the British choral tradition. They are known and loved around the world, 
and appear regularly in major cities, festivals and venues across Europe, North America, Asia 
and Australasia, including Carnegie Hall, Elbphilharmonie Hamburg, Leipzig Gewandhaus, 
Mozarteum Salzburg, Tonhalle Zurich, Concertgebouw Amsterdam, Edinburgh International 
Festival, Helsinki Music Centre, Sydney Opera House, Tokyo Opera City and the National 
Centre for the Performing Arts, Beijing. They also work with orchestras, recently including 
the NDR Radiophilharmonie and the Royal Scottish National Orchestra, with whom they 
performed a specially commissioned work by Sir James MacMillan. 

The King’s Singers’ extensive discography has led to numerous awards including two Grammy 
Awards, an Emmy Award, and a place in Gramophone magazine’s inaugural Hall of  Fame. As 
part of  their 50th anniversary celebrations in 2018, the group undertook a series of  major tours 
worldwide, supporting the release of  a special anniversary album GOLD (also nominated for a 
Grammy Award), which featured important works in the group’s history and new commissions 
by Bob Chilcott, John Rutter and Nico Muhly. 
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This commitment to creating a new repertoire has always been central to the group, with 
over 200 commissioned works by many leading composers of  the 20th and 21st Centuries, 
including John Tavener, Judith Bingham, Eric Whitacre, György Ligeti, Luciano Berio, 
Krzysztof  Penderecki and Toru Takemitsu. These join a unique body of  close-harmony and 
a cappella arrangements, including those by individual King’s Singers past and present. Many 
of  their early collaborators’ own experience with brass bands helped to inform the distinct 
‘King’s Singers sound’ and a large number of  their commissioned works and arrangements 
are available in their own signature series with Hal Leonard, selling over two million copies 
worldwide. A key to the group’s success has been their ability to evolve and innovate over many 
years – and through 28 individual members – while always retaining this special sound and 
musical integrity. 

They also lead educational workshops and residential courses across the world, working with 
groups and individuals on their techniques and approaches to ensemble singing. In 2018 they 
founded The King’s Singers Global Foundation to provide a platform for the creation of  new 
music across multiple disciplines, coach a new generation of  performers and provide musical 
opportunities to people of  all backgrounds. 

The King’s Singers were formed in 1968, when six recent choral scholars from King’s College, 
Cambridge gave a concert at London’s Queen Elizabeth Hall. By chance, the group was made 
up of  two counter-tenors, a tenor, two baritones and a bass, and the group has maintained this 
formation ever since that debut. 

“Fretwork is the finest viol consort on the planet”
Stephen Pettitt, The London Evening Standard. 

FRETWORK has been around for nearly 40 years, performing music old and new, and look 
forward to a challenging and exciting future as the world’s leading consort of  viols.

They have expanded their repertory to include music from over 500 years, from the first printed 
consort music in Venice in 1501 to music written this year – and, in between, everything that 
can be played on a consort of  viols – Byrd & Schubert, Purcell & Shostakovich, Gibbons & 
Britten, Dowland & Grieg.

While they used to fly all over the globe, they have now committed to reducing their carbon 
footprint by travelling in Europe only by train or electric cars – recently, they have toured 
Germany, France, Spain, Austria & Slovenia in their two Teslas.

The future sees many exciting projects based on the thrilling juxtaposition of  old and new; 
making the experience of  old music new and bringing the sensibilities of  past ages to bear on 
contemporary music.
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Recorded at
ST BARTHOLOMEW’S CHURCH,

Orford, Suffolk (UK) 13-15 January 2022 

Producer & Editor: NICK PARKER
Recording Engineer: MIKE HATCH

Project advisor 
DR. DAVID SKINNER
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As no reliable depictions exist of  either William Byrd
or Thomas Weelkes, the graphic elements of  this album
make use of  a famous pair of  18th century engravings

supposedly showing William Byrd and his mentor
Thomas Tallis (the subject of  ‘Ye sacred muses’).

22




