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The Main Solo Songs of the 1930s 
 

Introduction       
Whereas the main interest in the songs of the 1920s is the development of the 
initial material of each song, the main point of interest in the 1930s songs, apart 
from developmental issues, is the more individual style. The songs of this period 
display three main areas of musical style.  Firstly, a style influenced by the English 
ayre, melismatic decoration and chordal figuration.  Secondly, a language using 
features derived from English folk-song such as modality, repeating melodic units 
and phrases and lighter textures.  Thirdly, a more progressive style involving 
tonal/modal ambiguity, juxtaposed sections of differing character, greater use of 
chromaticism, more angular melody with wider ranges, greater use of dissonance, 
increased harmonic experimentation, constantly changing time patterns (albeit 
through attention to poetic metre), and wider dynamic and tempo ranges.  
     
Details of the main middle period songs are shown below: 
 

Song Poet Date Publication Original 
Publisher 

Ψ5ŀȅōǊŜŀƪΩ Donne 1930 1931 OUP 
Four Songs with Piano 

Accompaniment: 
Ψ{ƻ ǎǿŜŜǘ ƭƻǾŜ ǎŜŜƳŜŘΩ 

Ψ9ƭŜƎȅΩ 
Ψ[ƻǾŜ ƻƴ Ƴȅ ƘŜŀǊǘΩ 

Bridges 1933 1933 Novello 

Cradle Song Blake 1935 1936 OUP 
Four Hardy Songs: 
Ψ¢ƻ {ƛƴŎŜǊƛǘȅΩ 
Ψ¢ƘŜ /ƻƭƻǳǊΩ 

ΨLŦ ƛǘΩǎ ŜǾŜǊ ǎǇǊƛƴƎ ŀƎŀƛƴΩ 
Ψ¢ƻƭŜǊŀƴŎŜΩ 

Hardy 1938 1939 OUP 

Ψ¢ƘŜ tƛƴƪ CǊƻŎƪΩ Hardy 1938 1939 OUP 

ΨL ǿƛƭƭ ƴƻǘ ƭŜǘ ǘƘŜŜ ƎƻΩ Bridges 1939 1940 OUP 

 
 

Lƴ ŀŘŘƛǘƛƻƴ ǘƻ aƛƭŦƻǊŘΩǎ ŜǾŜǊ-increasing professional life, the 1930s also saw the 
ƘŀǇǇȅ ŀǊǊƛǾŀƭ ƻŦ wƻōƛƴΩǎ ŀƴŘ YƛǊǎǘƛŜΩǎ ƻƴƭȅ ŎƘƛƭŘΣ .ŀǊƴŀōȅΣ ƛƴ мфорΦ  ! ƘŀǇǇȅ marriage, 
.ŀǊƴŀōȅΩǎ ōƛǊǘƘ ŀƴŘ ǇǊƻŦƻǳƴŘ ŦǊƛŜƴŘǎƘƛǇǎ ŎǊŜŀǘŜŘ ŀƴ ŀƴŎƘƻǊŀƎŜ ŘǳǊƛƴƎ ǿƘƛŎƘ 
Milford composed the bulk of his main published songs.  These years did not, of 
course, alter his temperament; they simply served as a buffer for his nervous state. 
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Writing of the late 1920s and early 1930s, Alice Pennant (née Stainer - the youngest 
of the three sisters for whom Kirstie was governess and companion) gave a glimpse 
of the young composer whose roots lay in an Edwardian background.  She depicted 
a man of absolute gentleness and thoughtfulness in his dealings with people, 
musical and otherwise: 
 

When I was about eighteen, I paid happy visits to Robin and Kirstie in their 
ǎƳŀƭƭ ƘƻǳǎŜ ƛƴ 9ǇǎƻƳΣ ŦƻǊ ŎƻƳǇƻǎƛǘƛƻƴ ƭŜǎǎƻƴǎΦ  L ŎŀƭƭŜŘ ƛǘ Ƴȅ ΨƘƻƳŜ ŦǊƻƳ 
ƘƻƳŜΩΦ  wƻōƛƴ ǿƻǳƭŘ ōŜ ŀƎƛǘŀǘŜŘƭȅ ǇƭŀȅƛƴƎ ΨWŜƴƛŦŜǊΩǎ ώǎƛŎϐ WƛƴƎƭŜΩΣ ǿƛǘƘ Ƙƛǎ 
tongue out.  It was glorious - ōǳǘ wƻōƛƴΩǎ ŦƛƴƎŜǊǎ ǿŜǊŜ ŦŀǊ ǘƻƻ ǎǘƛŦŦ ǘƻ 
perform well, and even Nora Ford had to give him up as an impossible 
violin pupil.  Sometimes he would play us his latest compositions (he 
worked on them at the piano a lot), and once, to my great joy, he went 

ǘƘǊƻǳƎƘ Ψ¢ƘŜ tǊƻǇƘŜǘ ƛƴ ǘƘŜ [ŀƴŘΩΣ ǿƛǘƘ YƛǊǎǘƛŜ ǎƛƴƎƛƴƎ ŀƭƭ ǘƘŜ ǎƻƭƻǎΦ
1
  

 
aǊǎ tŜƴƴŀƴǘΩǎ Ŧƛƴŀƭ ŎƻƳƳŜƴǘ ǎŀȅǎ ŀ ƎǊŜŀǘ ŘŜŀƭ ŀōƻǳǘ wƻōƛƴΩǎ ƎŜƴǘƭŜ ŘƛǇƭƻƳŀŎȅ ŀƴŘ 
reserve.  She wǊƻǘŜΥ άL ǎŀǿ wƻōƛƴ ƻƴŎŜ ŘǳǊƛƴƎ ǘƘŜ ǘƛƳŜ ǿƘŜƴ ƘŜ ǿŀǎ ǘŜŀŎƘƛƴƎ ŀǘ 
Downe House, when I took my instrument to try out his clarinet concerto with him.  
Lǘ ǿŀǎ ǿǊƛǘǘŜƴ ƛƴ Ƙƛǎ άƳƻŘŜǊƴέ ǇŜǊƛƻŘΣ ŀƴŘ L ŎƻǳƭŘ ƳŀƪŜ ƴƻǘƘƛƴƎ ƻŦ ƛǘΦ  YƛƴŘƭȅΣ ŀƴŘ 
characteristically, all Rƻōƛƴ ǎŀƛŘ ǿŀǎΥ άLŦ L Ƴŀȅ ǎŀȅ ǎƻΣ ȅƻǳ Ǉƭŀȅ ǘƘŀǘ ƛƴǎǘǊǳƳŜƴǘ ǾŜǊȅ 

ǿŜƭƭέΦ
2 

 
In later years, reflecting on the Robin Milford she knew during the 1920s, Alice 
tŜƴƴŀƴǘ ǿǊƻǘŜΣ άwƻōƛƴ ǿŀǎ ƳƻŘŜǎǘ ŀƴŘ ŀƭǿŀȅǎ ƪƛƴŘΤ ƘŜ ƎŀǾŜ ƴƛŎƪƴŀƳŜǎ ǘƻ ƳŀƴȅΣ 
and had an earthy sense of humour and a fund of well worn jokes of innocent 

ǾǳƭƎŀǊƛǘȅέΦ
3
  She remembered happy family gatherings at the Milford home and 

ŎƻƴǘƛƴǳŜŘΥ άIŜ ŀƴŘ YƛǊǎǘƛŜ ƎŀǾŜ ŀƴ ŀƴƴǳŀƭ ŦŀƳƛƭȅ ǇŀǊǘȅ ŀŦǘŜǊ /ƘǊƛǎǘƳŀǎΦ  wƻōƛƴ 
stirred the hot punch, and gleefully recited the ingredients: no one who was there 
ŎƻǳƭŘ ŦƻǊƎŜǘ Ƙƛǎ ƴŀǎŀƭ ǇǊƻƴǳƴŎƛŀǘƛƻƴ ƻŦ άǾƛƴ ƻǊŘƛƴŀƛǊŜέΦ  !ǘ ǘƘƛǎ Ǉƻƛƴǘ ƛƴ ǘƛƳŜΣ ǘƘŜ 
Stainers and Milfords spent part of Christmas and all their summer holidays 

ǘƻƎŜǘƘŜǊΦ  IŀǇǇȅ ŘŀȅǎΦέ
4
  Mrs Pennant, however, also recounted the darker times: 

ά¢ƘŜǊŜ ǿŜǊŜ ŎƭƻǳŘǎ ƻƴ ǘƘŜ ƘƻǊƛȊƻƴǎ ǘƻƻ ǿƘŜƴ wƻōƛƴ ƭŀȅ ƻƴ ŀ ŎƻǳŎƘ ǾŜǊȅ ǿƘƛǘŜΣ 
waiting for a thunderstorm to pass; or later, when he was convinced he was being 
followed, and could be seen, head down, haring along to escape, and recognising 

                                                           

1  Alice Pennant programme commentary for family concert 
2  Ibid 
3  Alice Pennant, post-1959 
4  Ibid 
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ƴƻōƻŘȅΦέ
5
  aƛƭŦƻǊŘΣ ƘƛƳǎŜƭŦΣ ƴƻǘŜŘ ƻŦ ǘƘŜǎŜ ǘƛƳŜǎΣ άbŜǊǾŜǎ ŀǊŜ ŀ ǇŜǊŦŜŎǘ ŎǳǊǎŜ ŀƴŘ 

ƻŦǘŜƴ ƳŀƪŜ ƭƛŦŜ ǎŎŀǊŎŜƭȅ ǘƻƭŜǊŀōƭŜέΦ
6
 

 
¢ƘŜ ǎƻƴƎǎ ƻŦ ǘƘƛǎ ǇŜǊƛƻŘ ǎƘƻǿ ǘƘŜ ŜȄǘǊŜƳŜǎ ƻŦ aƛƭŦƻǊŘΩǎ ŜƳƻǘƛƻƴŀƭ ǘŜƳǇŜǊŀƳŜƴǘΦ  
The years from 1930 to 1939 were a period of relative emotional calm, tranquility 
and security for Milford.  He was happily married to Kirstie, and Barnaby, his son, 
was born in 1935.  
 
CƻƭƭƻǿƛƴƎ Ψ5ŀȅōǊŜŀƪΩΣ ǎƻƴƎǎ ǊŜŦƭŜŎǘƛƴƎ ǘƘŜ ŎƻƴǘƛƴǳŜŘ ƘŀǇǇƛƴŜǎǎ ƻŦ ƳŀǊǊƛŜŘ ƭƛŦŜ ŀǊŜ 
Ψ{ƻ ǎǿŜŜǘ ƭƻǾŜ ǎŜŜƳŜŘΩΣ Ψ[ƻǾŜ ƻƴ Ƴȅ ƘŜŀǊǘΩ ŀƴŘ Ψ/ǊŀŘƭŜ {ƻƴƎΩΦ  Ψ¢ƘŜ /ƻƭƻǳǊΩΣ ΨLŦ ƛǘΩǎ 
ever spring aƎŀƛƴΩ ŀƴŘ Ψ¢ƘŜ Ǉƛƴƪ ŦǊƻŎƪΩ ŘŜƳƻƴǎǘǊŀǘŜ ǘƘŜ ŎƻƳǇƻǎŜǊΩǎ ƎƻƻŘ ǎǇƛǊƛts at 
ǘƘƛǎ ǇŜǊƛƻŘΦ  Ψ9ƭŜƎȅΩΣ ƘƻǿŜǾŜǊΣ ǎƘƻǿǎ aƛƭŦƻǊŘ ƛƴ ŀ ǇŜƴǎƛǾŜ ƳƻƻŘ ŀƴŘΣ ǇǊƻōŀōƭȅΣ 
reveals the insecure part of his nature which cannot quite accept that good things 
will last.  By 1938, however, the storm clouds were rapidly gathering over Europe.  
Milford was very much aware of the seriousness of the situation and the various 
repercussions of events in Europe wrecking the security of his calm existence, not to 
ƳŜƴǘƛƻƴ ǘƘŜ ǳƴŎŜǊǘŀƛƴǘȅ ǘƘŀǘ ǇƻǎǎƛōƭŜ ǿŀǊ ǿƻǳƭŘ ōǊƛƴƎ ǘƻ Ƙƛǎ ƭƛŦŜΦ  Ψ¢ƻ {ƛƴŎŜǊƛǘȅΩ ŀƴŘ 
Ψ¢ƻƭŜǊŀƴŎŜΩ ŀǊŜ ŘŀǊƪŜǊ ǎƻƴƎǎΣ ǎƘƻǿƛƴƎ aƛƭŦƻǊŘΩǎ ǿƛŘŜ ǊŀƴƎŜ ƻŦ ƳƻƻŘ ŀƴŘ ǎǘȅƭŜΣ 
including pensiveness. The songs from 1939 onwards display a shift in musical 
language to a more developed form of style with more angular melodies, greater 
chromaticism, thicker textures, wider tonality and dissonance - features which Finzi 
ŦŜƭǘ ŘƛŘ ƴƻǘ ǊŜǇǊŜǎŜƴǘ aƛƭŦƻǊŘ ŀǘ Ƙƛǎ ōŜǎǘΦ  ΨL ǿƛƭƭ ƴƻǘ ƭŜǘ ǘƘŜŜ ƎƻΩ is the final published 
song to demonstrate this shift as Milford made no effort to have published any of 
his songs written after 1940 ς nor, indeed, did he discuss these works with Finzi. 
 
aƛƭŦƻǊŘΩǎ Ƴŀƛƴ мфолǎ ǇǳōƭƛǎƘŜŘ ǎƻƴƎǎ ŀǊŜ ŎƻƴǘŜƳǇƻǊŀǊƛŜǎ ƻŦ ǘƘŜ CƛƴȊƛ ǎƻƴƎǎ ǿǊƛǘǘŜƴ 
before 1939 (Finzi collected his songs into sets for publication, dating from the 
1920s).  The songs of this period fall into particular categories: ayre-influenced, 
cradle song, folk-influenced, and dramatic.  Three songs fall under the first category, 
Ψ5ŀȅōǊŜŀƪΩΣ Ψ{ƻ ǎǿŜŜǘ ƭƻǾŜ ǎŜŜƳŜŘΩ ŀƴŘ Ψ[ƻǾŜ ƻƴ Ƴȅ ƘŜŀǊǘΩΦ  ²ƛǘƘ ǊŜŦŜǊŜƴŎŜ ǘƻ ǘƘŜ 
influence of the Elizabethan ayre on twentieth-century English song, Hold highlights 
ǘƘŜ ŦŀŎǘ ǘƘŀǘ ±ŀǳƎƘŀƴ ²ƛƭƭƛŀƳǎΩ ŦƛǊǎǘ ǎƻƴƎ ƻŦ ƛƳǇƻǊǘŀƴŎŜΣ ΨIƻǿ Ŏŀƴ ǘƘŜ ǘǊŜŜ ōǳǘ 
ǿƛǘƘŜǊΩ όǇǳōƭƛǎƘŜŘ ƛƴ мфоп ōǳǘ ǿǊƛǘǘŜƴ ŀǘ ǘƘŜ ŜƴŘ ƻŦ ǘƘŜ ǇǊŜǾƛƻǳǎ ŎŜƴǘǳǊȅύ ǿŀǎ άŀ 

deliberate attempt to recreate the ElizabeǘƘŀƴ !ȅǊŜέΦ
7
  This idea (also used by 

Warlock and Finzi) was taken up by Milford when he employed characteristics of the 
Elizabethan ayre (such as repeated chords and delicate textural figuration) in a 
ƴǳƳōŜǊ ƻŦ ǎƻƴƎǎ όŜΦƎΦ Ψ5ŀȅōǊŜŀƪΩ).   
 
                                                           

5  Alice Pennant, post-1959  
6  Milford diary entry, 1 June, 1929 
7  Hold (2002), Parry to Finzi, p 103 
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The Songs 
Daybreak 
Ψ5ŀȅōǊŜŀƪΩ όмфолύ ǎŜǊǾŜǎ ŀǎ ŀ άōǊƛŘƎŜέ ōŜǘǿŜŜƴ ǘƘŜ ŜŀǊƭȅ ŀƴŘ ƳƛŘŘƭŜ ǇŜǊƛƻŘ ǎƻƴƎǎ 
through its similarities with the songs of the 1920s and its melodic, harmonic and 
ǘŜȄǘǳǊŀƭ ŘŜǾŜƭƻǇƳŜƴǘǎΦ  ²ƛǘƘ ǘƘŜ ŜǇƛƎǊŀǇƘ άCƻǊ aȅ ²ƛŦŜέΣ Ψ5ŀȅōǊŜŀƪΩΣ ƛǎ ŀ ǘƘǊƻǳƎƘ-
composeŘ ǎƻƴƎΦ  Lǘ ƛǎ ƻƴŜ ƻŦ ƻƴƭȅ ǘǿƻ ǎƻƴƎǎ όǘƘŜ ƻǘƘŜǊ ōŜƛƴƎ Ψ¢ƻƭŜǊŀƴŎŜΩύ ƛƴ 
aƛƭŦƻǊŘΩǎ ǇǳōƭƛǎƘŜŘ ǎƻƴƎǎ ǘƻ ƳŀƪŜ ǳǎŜ ƻŦ ŜȄǘŜƴŘŜŘ ƳŜƭƛǎƳŀΦ  ¢ƘŜ ŎƻƳǇƻǎŜǊΩǎ Ƴŀƛƴ 
published songs are mostly syllabic.  

 
After the repeating tonic chords at the beginning of the song (suggesting constancy), 
ǘƘŜ Ƴƻǎǘ ƳŜƳƻǊŀōƭŜ ŀǎǇŜŎǘǎ ƛƴ Ψ5ŀȅōǊŜŀƪΩ ŀǊŜ ǘƘŜ ŜƳǇƘŀǎƛǎ ƻƴ ǘƘŜ ǿƻǊŘǎ ά{ǘŀȅΗ 
{ǘŀȅΗέ ƛƴ ōŀǊǎ мт ŀƴŘ му ǘƘǊƻǳƎƘ ƭƻƴƎ ŘǳǊŀǘƛƻƴŀƭ ŎƘǊƻƳŀǘƛŎ ƘŀǊƳƻƴȅ ŀƴŘ ǘƘŜ 
impressive word-pŀƛƴǘƛƴƎ ƻŦ άǇŜǊƛǎƘέ ƛƴ ōŀǊǎ нн ŀƴŘ ноΣ ǎǳƎƎŜǎǘƛƴƎ ŀ ƎǊŀŘǳŀƭ 
ǇǊƻŎŜǎǎΦ ¢ƘŜ ŎƻƳǇƻǎŜǊΩǎ ǎŜǘǘƛƴƎ ƛƴ ǘƘŜ ŜŀǊƭȅ ŀƴŘ ƳƛŘŘƭŜ ǎƻƴƎǎ ŀǊŜ Ƴŀƛƴƭȅ 
monosyllabic.  Melisma of this scale for word painting next appears in the later 
ǳƴǇǳōƭƛǎƘŜŘ ǎƻƴƎǎΣ ŦƻǊ ŜȄŀƳǇƭŜΣ Ψ{ƻƴƎ ƻŦ {ǘΦ aŀǊȅ ǘƘŜ ±ƛǊƎƛƴΩΦ   
 
CƛƴŀƭƭȅΣ aƛƭŦƻǊŘ ŎǊŜŀǘŜǎ ǘƘŜ ƛƳŀƎŜ ƻŦ ǘƘŜ ƭƻǾŜǊ ǊŜƳŀƛƴƛƴƎ ƛƴ ǘƘŜ ǇƻŜǘΩǎ ǇǊŜǎŜƴŎŜ 
ǘƘǊƻǳƎƘƻǳǘ Ψ5ŀȅōǊŜŀƪΩ ōȅ ŜƳǇƭƻȅƛƴƎ όƛύ ǎƭƻǿ ƘŀǊƳƻƴƛŎ ƳƻǾŜƳŜƴǘ όƻƴŜ ƘŀǊƳƻƴȅ 
and, at the most, two harmonies per bar) and (ii) repeated identical chords. 
  
Four Songs with Piano Accompaniment (1933) 
So sweet love seemed 
!ƭǘƘƻǳƎƘ Ψ{ƻ ǎǿŜŜǘ ƭƻǾŜ ǎŜŜƳŜŘΩ όмфооύ ƛǎ ƛƴ ǎǘǊƻǇƘƛŎ ŦƻǊƳΣ aƛƭŦƻǊŘ ŎǊŜŀǘŜǎ ŀƴ 
accompaniment of quite diverse character for verses one/two, three and four, thus 
ensuring constant interest to match that of the poet.  This song is also, like 
Ψ5ŀȅōǊŜŀƪΩΣ ǎŜǘ ƛƴ .ō ƳŀƧƻǊΦ  ¢ƘŜ ǎƛƳǇƭƛŎƛǘȅ ƻŦ ǘƘŜ ŀŎŎƻƳǇŀƴƛƳŜƴǘ ŀƴŘ ƛǘǎ ŘƛŀǘƻƴƛŎ 
harmony suggests the apparently simple observation of the poet ς that love 
changes (Ex.36).  Yet Milford is able to bring many touches of imagination to the 
unexpectant ear.  The subtle gentleness of added-notes and inversions adds further 
interest to the accompaniment.  
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¢ƘŜ ƻǾŜǊŀƭƭ ǇƻŜǘƛŎ ƳŜǎǎŀƎŜ ƻŦ Ψ{ƻ ǎǿŜŜǘ ƭƻǾŜ ǎŜŜƳŜŘΩ ƛǎ ƎŜƴǘƭŜƴŜǎǎ ŀƴŘ ǎǿŜŜǘƴŜǎǎΦ  
After the arpeggiated introduction, verse three is striking in its change from well-
established homophony (using a minim/crotchet rhythm) to quaver-dominated 
texture, poetically differentiating between the present and the future (Ex.37). 
 

 
 
The final verse appropriately returns to homophony, now within a majestic forte 
setting, emphasising the definite conclusion that young love is sweet (Ex.38).   
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It is through these unobtrusive textural changes that Milford creates a lasting 
musical canvas.  He shows his ability in subtlety moving from one texture to another 
while creating the impression of remaining within a basically unified texture.  The 
false-relation which Milford introduces in bar 46 suggests the Elizabethan period 
ό²ŀǊƭƻŎƪΣ ƻŦ ŎƻǳǊǎŜΣ ŦŀǾƻǳǊŜŘ ǘƘƛǎ ŘŜǾƛŎŜΣ ŀǎΣ ŦƻǊ ŜȄŀƳǇƭŜΣ ƛƴ Ψ/ǊŀŘƭŜ {ƻƴƎΩύΦ 
 
Ψ9ƭŜƎȅΩ όмфооύ ƛǎ ŘŜŘƛŎŀǘŜŘ ǘƻ ǘƘŜ ŎƻƳǇƻǎŜǊΩǎ ǿƛŦŜΣ YƛǊǎǘƛŜΦ  IŀǾƛƴƎ ŀǘǘŜƴŘŜŘ ŀ 
ǇŜǊŦƻǊƳŀƴŎŜ ƻŦ CƛƴȊƛΩǎ ŎƘƻǊŀƭ ǎŜǘǘƛƴƎ ƻŦ .ǊƛŘƎŜǎΩ ǇƻŜƳ Ψ/ƭŜŀǊ ŀƴŘ DŜƴǘƭŜ {ǘǊŜŀƳΩΣ 
aƛƭŦƻǊŘ ǎŜŜƪǎ CƛƴȊƛΩǎ ŀŘǾƛŎŜ ǊŜƎŀǊŘƛƴƎ Ƙƛǎ ƻǿƴ ōŜŀǳǘƛŦǳƭ ǎƻƭƻ ǎƻƴƎΥ 
 

L ǎƘƻǳƭŘ ǾŀƭǳŜ ȅƻǳǊ ƻǇƛƴƛƻƴ ƻƴ Ƴȅ 9ƭŜƎȅ ώΨ/ƭŜŀǊ ŀƴŘ DŜƴǘƭŜ {ǘǊŜŀƳΩϐ ǾŜǊȅ ƳǳŎƘ ƛŦ ȅƻǳ 
could bear to hear it when you come here ς LΩǾŜ ƭƻǎǘ ŀƭƭ ŎƻƴŦƛŘŜƴŎŜ ƛƴ ƪƴƻǿƛƴƎ ŀōƻǳǘ Ƴȅ 
work now; I mean, if the ideas themselves (the essentials) are decent at all, or just 

awful.
8  

 

/ƻƴǎƛŘŜǊƛƴƎ aƛƭŦƻǊŘ ŀǎ ŀƴ ŜǉǳŀƭΣ CƛƴȊƛ ŎƻƳǇŀǊŜŘ ōƻǘƘ ǎŜǘǘƛƴƎǎ ƻŦ Ψ/ƭŜŀǊ ŀƴŘ DŜƴǘƭŜ 
{ǘǊŜŀƳΩ ŀƴŘ ŎƻƳŜǎ ǘƻ ŀ ƎǊŀŎŜŦǳƭƭȅ ŘƛǇƭƻƳŀǘƛŎ ŎƻƴŎƭǳǎƛƻƴΣ ά¢ƘŜ ŦŀŎǘ ǘƘŀǘ ǿŜ ƘŀǾŜ 
ōƻǘƘ ŘƻƴŜ ǎŜǘǘƛƴƎǎ ŀƴŘ Ŏŀƴ ƭƛǎǘŜƴ ǘƻ ŜŀŎƘ ƻǘƘŜǊΩǎ ǿƛǘƘ ǇƭŜŀǎǳǊŜΣ ƻƴƭȅ ƘŜƭǇǎ ǘƻ ǎƘƻǿ 

ǘƘŜ ƎƻƻŘ ǎŜƴǎŜ ƻŦ .ƭŀƪŜΩǎ Ψ¢ƘŜǊŜΩǎ ƴƻ ŎƻƳǇŜǘƛǘƛƻƴ ƛƴ IŜŀǾŜƴΩΦ
9
 

 
Ψ9ƭŜƎȅΩ is a four-verse progressive-strophic song in which verse two is strophic until 
bar 33, when additional material is inserted; verse 3 contains additional material; 
and verse 4 is strophic.  The twelve-ƭƛƴŜ ǾŜǊǎŜǎ ƻŦ .ǊƛŘƎŜǎΩ ǇƻŜƳ ƘŀǾŜ ŀƴ ŜƭŀōƻǊŀǘŜ 
rhyme-scheme, consisting of the following pattern: abba, cdcd, eeaa.  This is 
employed in verse one, the strophic part of verse two, verse three and verse four.  
This scheme also assists in the effect of lilting forward.    
 
The introduction consists of a triplet figure in the right hand of the piano, centred 
on the note B, against rolling 3rds in the left hand (Ex. 39). 
 

 

                                                           

8  Milford letter to Finzi, unknown, 1939 
9  Finzi letter to Milford, unknown date May, 1939 
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It becomes an ostinato, suggesting the continuous flow of the stream.  Thus, as in 
{ŎƘǳōŜǊǘΩǎ Ψ¢ƘŜ .ǊƻƻƪΩǎ [ǳƭƭŀōȅΩΣ ǘƘŜ ƛƴǘǊƻŘǳŎǘƛƻƴ ƛƴǎǘŀƴǘƭȅ ǎŜǘǎ ǘƘŜ ǎŎŜƴŜ ƻŦ ŀ 
running stream.   
 
Ψ9ƭŜƎȅΩ ƛǎ ǘƘŜ ŦƛǊǎǘ ƻŦ aƛƭŦƻǊŘΩǎ ǎƻƴƎǎ ǘƻ ŜƳǇƭƻȅ ŀ ǘǊǳŜ ŀƴŘ ŘŜǾŜƭƻǇŜŘ ŘƛŀƭƻƎǳŜ 
ōŜǘǿŜŜƴ ǾƻƛŎŜ ŀƴŘ ǇƛŀƴƻΦ  ¢ƘŜ ƎŜƴǘƭŜ ǊƘȅǘƘƳǎ ǘƘǊƻǳƎƘƻǳǘ Ψ9ƭŜƎȅΩ ŀƭǎƻ ŎƻƴǘǊƛōǳǘŜ ǘƻ 
the idyllic setting painted by Bridges.  The texture is quite uncluttered, giving the 
impression of clarity and gentleness.  This becomes all the more poignant when 
Ψ9ƭŜƎȅΩ ƛǎ ŎƻƴǎƛŘŜǊŜŘ ŀƭƻƴƎǎƛŘŜ ƻǘƘŜǊ ŎƻƳǇƻǎŜǊǎΩ ǎƻƴƎǎ ǎǳŎƘ ŀǎ {ŎƘǳōŜǊǘΩǎ Ψ¢ƘŜ 
.ǊƻƻƪΩ ƻǊ DǳǊƴŜȅΩǎ Ψ¢ƘŜ .ƻŀǘ Lǎ /ƘŀŦƛƴƎΩ όмфнлύΦ  Lƴ ǘƘŜǎŜ ŎŀǎŜǎΣ ǘƘŜ ŦƭƻǿƛƴƎ ǿŀǘŜǊ ƛǎ 
depicted through a thick texture of flowing semiquavers and all manner of 
ŀŎŎƛŘŜƴǘŀƭǎΦ  Iƻǿ ƳǳŎƘ ƎǊŜŀǘŜǊ ƛǎ aƛƭŦƻǊŘΩǎ ŀŎƘƛŜǾŜƳŜƴǘ ŎǊŜŀǘŜŘ ǘƘǊƻǳƎƘ Ƙƛǎ ǳǎŜ ƻŦ 
lighter textures. 
 
Ψ9ƭŜƎȅΩ ƛǎ ǎƛƳƛƭŀǊ ǘƻ ΨhƭŘ !ƎŜΩ ƛƴ ƛǘǎ ǳǎŜ ƻŦ ǇŜǊǎƻƴƛŦƛŎŀǘƛƻƴΦ  Lƴ ǘƘƛǎ ŎŀǎŜΣ ǘƘŜ Ǉƛŀƴƻ 
ŀŎŎƻƳǇŀƴƛƳŜƴǘ ǊŜǇǊŜǎŜƴǘǎ ǘƘŜ ŦƭƻǿƛƴƎ ǎǘǊŜŀƳ ǘƘǊƻǳƎƘ ǘǊƛǇƭŜǘ ŦƛƎǳǊŀǘƛƻƴΦ  !ǎ ƛƴ ΨhƭŘ 
!ƎŜΩΣ ŀ ŘƛŀƭƻƎǳŜ ǘŀƪŜǎ ǇƭŀŎŜ ōŜǘǿŜŜƴ ǾƻƛŎŜ ŀƴŘ Ǉƛŀƴƻ ōǳǘ ƴƻǿ ƛƴǾƻƭǾƛƴƎ ǊƘȅǘƘƳƛŎ 
variation between the verses, adding to the delicate and varying figuration. Other 
memorable features include a canon between the piano and voice depicting a lazy 
summer day in verse three [when the ostinato dramatically ceases] (Ex.40); 
 

 
 
low register open F and C chords with a falling melodic contour (now, in reversed 
Ŏŀƴƻƴύ ǎǳƎƎŜǎǘƛƴƎ άǘƘŜ ŘŜŜǇ ōŜƭƭ ƘǳƳǎκCǊƻƳ ǘƘŜ aƛƴǎǘŜǊ ǘƻǿŜǊέ ό9ȄΦпмύΤ 
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a rising melodic contour and sharpening chromaticism depicting the arrival of 
ŜǾŜƴƛƴƎ ά/ǊŜŜǇƛƴƎ ǳǇ ǘƘŜ ƎƭŀŘŜέ ό9ȄΦпнύΤ  
 

 
 
and rising inner textural 6ths suggesting the brightening moon (Ex.43). 
 

 
 

Ψ9ƭŜƎȅΩ ōŜŀǊǎ ǎƛƳƛƭŀǊƛǘƛŜǎ ǘƻ ¢ǳǊƴōǳƭƭΩǎ ΨLƴ Cƻǳƴǘŀƛƴ /ƻǳǊǘΩ  ƛƴ ǘƘŀǘ ōƻǘƘ ǎƻƴƎǎ 
ǇŜǊǎƻƴƛŦȅ ǊǳƴƴƛƴƎ ǿŀǘŜǊ ǿƛǘƘ ŀƴ άƻǎǘƛƴŀǘƻέ όaƛƭŦƻǊŘΩǎ ŎƻƴǎƛǎǘƛƴƎ ƻŦ ǊǳƴƴƛƴƎ ǘǊƛǇƭŜǘǎ 
superimposed on rƻƭƭƛƴƎ ǘƘƛǊŘǎ ŀƴŘ ¢ǳǊƴōǳƭƭΩǎ ŜƳǇƭƻȅƛƴƎ ŀ ƘŀǳƴǘƛƴƎ ǿƛƴŘƛƴƎ 
ƳŜƭƻŘƛŎ ŦƛƎǳǊŜύ ŀǎ ŀ ōŀŎƪŎƭƻǘƘ ǘƻ ǘƘŜ ƻǾŜǊŀƭƭ ǇƻŜǘƛŎ ǊŜŦƭŜŎǘƛƻƴΦ  aƛƭŦƻǊŘΩǎ ǎƻƴƎ Ƙŀǎ ŀ 
ŘŜŦƛƴƛǘŜ ǘƻƴŀƭ ŎŜƴǘǊŜ ǿƘƛƭŜ ¢ǳǊƴōǳƭƭΩǎ ǎƻƴƎ ŜƳǇƭƻȅǎ ǘƻƴŀƭ ǳƴŎŜǊǘŀƛƴǘȅ ǿƘƛŎƘ ƛǎ 
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eventually resolved.  Both songs, however, successfully shroud their reflection with 

ŀ ǎŜƴǎŜ ƻŦ ƳȅǎǘŜǊȅΦ  WŜǊŜƳȅ 5ƛōōƭŜ ŘŜǎŎǊƛōŜǎ ¢ǳǊƴōǳƭƭΩǎ ǎƻƴƎ ŀǎ άŀ ŦƛƴŜ ǎƻƴƎέΦ 
10     

 
Vaughan Williams, of course, employs personification in his song cycle On Wenlock 
Edge (examples include the semiquavŜǊ ŦƛƎǳǊŀǘƛƻƴ ǊŜǇǊŜǎŜƴǘƛƴƎ ǘƘŜ ǿƛƴŘ ƛƴ Ψhƴ 
²ŜƴƭƻŎƪ 9ŘƎŜΩ ŀƴŘ ǘƘŜ ǾŀǊƛŀƴǘǎ ƻŦ ōŜƭƭ-ƭƛƪŜ ǳƴƛǘǎ ƛƴ Ψ.ǊŜŘƻƴ IƛƭƭΩύ ōǳǘ Ƴŀƴȅ ƻŦ ǘƘŜ 
ǎƻƴƎǎ ōȅ aƛƭŦƻǊŘΩǎ ŘƛǊŜŎǘ ŎƻƴǘŜƳǇƻǊŀǊƛŜǎ ŀƭǎƻ ŜƳǇƭƻȅ ŀŎŎƻƳǇŀƴƛƳŜƴǘǎ ǿƛǘƘ 
ΨǘƘŜƳŀǘƛŎΩ ƻǊ ǇŜǊǎƻƴƛŦƛŎŀǘƛƻƴ ŀŎŎƻƳǇŀƴƛƳŜƴǘǎΦ  9ȄŀƳǇƭŜǎ ƻŦ ¢ǳǊƴōǳƭƭΩǎ ǳǎŜ ƻŦ ǘƘŜ 
ŦŜŀǘǳǊŜ ƛƴŎƭǳŘŜ ΨDǳŜǎǎΣ DǳŜǎǎΩ ƛƴ ǿƘƛŎƘ ǘƘŜ ŦŀƭƭƛƴƎ ǉǳŀǾŜǊ ŦƛƎǳǊŀǘƛƻƴ ǎǳƎƎŜǎǘǎ ŀ 
άƳȅǎǘƛŎ ƳŀƛŘέ ŜƴŘƛƴƎ ǿƛǘƘ ŀ ǊƛǎƛƴƎ ƛƴǘŜǊǾŀƭΤ ά¢ƘŜ wŀƛƴȅ 5ŀȅέ ǿƘŜǊŜ ǘƘŜ ǎŜƳƛǉǳŀǾŜǊ 
ŦƛƎǳǊŀǘƛƻƴ ǊŜǇǊŜǎŜƴǘǎ ǘƘŜ Ŏƻƴǎǘŀƴǘ Ŧŀƭƭ ƻŦ ǊŀƛƴΤ ŀƴŘ άLŦ ŘƻǳƎƘǘȅ ŘŜŜŘǎέ όƛƴ ǿƘƛŎƘ ǘƘŜ 
ǎŜƳƛǉǳŀǾŜǊκǉǳŀǾŜǊ ŦƛƎǳǊŀǘƛƻƴ ǊŜǇǊŜǎŜƴǘǎ ǘƘŜ ƳƻǾŜƳŜƴǘ ƻŦ ǘƘŜ ǇƻŜǘΩǎ ǎǘŜŜŘύΦ  
9ȄŀƳǇƭŜǎ ƻŦ DƛōōǎΩ ǎƻƴƎǎ ǿƘƛŎƘ ŜƳǇƭƻȅ άǘƘŜƳŀǘƛŎέ ƻǊ ǇŜǊǎƻƴƛŦƛŎŀǘƛƻƴ ƳŀǘŜǊƛŀƭ 
ƛƴŎƭǳŘŜ Ψ¢ƘŜ .ŜƭƭǎΩΣ Ψ¢ƘŜ wŜƧŜŎǘŜŘ [ƻǾŜǊΩ ŀƴŘ Ψ!ǊŀōȅΩΦ  Lƴ Ψ¢ƘŜ .ŜƭƭǎΩ Dƛōōǎ ŀƭǎƻ 
witƘŘǊŀǿǎ ǘƘŜ ƻǎǘƛƴŀǘƻ όǎƛƳƛƭŀǊ ǘƻ aƛƭŦƻǊŘύ ŦƻǊ ǘƘŜ ŜǾƻŎŀǘƛǾŜ ƭƛƴŜǎ ά!ƴŘ ǎǘƛƭƭƴŜǎǎ 
make more lovely seem/Soon night hid horses, children, all/In sleep deep and 
ŀƳōǊƻǎƛŀƭ ΧέΦ  !ǎ ǿƛǘƘ aƛƭŦƻǊŘ ƛƴ ǾŜǊǎŜ ǘƘǊŜŜ ƻŦ Ψ9ƭŜƎȅΩΣ Dƛōōǎ ŀƭǎƻ ŜƳǇƭƻȅǎ ŀƴ 
άƻǇŜƴέ ōŀǎǎ ŎƘƻǊŘ ƛƴ Ψ¢ŀƪŜ ƘŜŜŘΣ ȅƻǳƴƎ ƘŜŀǊǘΩ όмфнрύ ƛƴ ǘƘŜ ŘŜǇƛŎǘƛƻƴ ƻŦ ŀ ŎƭƻŎƪ ς on 
this occasion, the pendulum!  Perhaps the most impressive Gibbs parallel can be 
ŦƻǳƴŘΣ ƘƻǿŜǾŜǊΣ ƛƴ Ψ¢ƘŜ .ŀƭƭŀŘ ƻŦ {ŜƳƳŜǊǿŀǘŜǊΩΦ  aƛƭŦƻǊŘΩǎ ǇŜǊǎƻƴƛŦƛŎŀǘƛƻƴ ƻŦ ǿŀǘŜǊ 
is gentle and idyllic whiƭŜ DƛōōǎΩ ƛǎ ƭŀǊƎŜ ŀƴŘ ǘƘǊŜŀǘŜƴƛƴƎΦ ²ŀǊƭƻŎƪ ŜƳǇƭƻȅŜŘ ŀ ƳƛƴƻǊ 
оǊŘ ǳƴƛǘ ƛƴ ΨIŀΩƴŀŎƪŜǊ aƛƭƭΩ ǘƻ ǎǳƎƎŜǎǘ ŘŜǎƻƭŀǘƛƻƴ ŀƴŘ ŀ ŘƻǘǘŜŘ ǊƘȅǘƘƳƛŎ ǳƴƛǘ ǘƻ 
ǎǳƎƎŜǎǘ ǘƘŜ ƳŜƴ ƛƴ Ψ¢ƘŜ /ǊƛŎƪŜǘŜǊǎ ƻŦ IŀƳōƭŜŘƻƴΩΦ  ²ŀǊƭƻŎƪΣ ƻƴ ǘƘŜ ƻǘƘŜǊ ƘŀƴŘΣ 
does not use not use personificatioƴ ƳŀǘŜǊƛŀƭ ƛƴ Ψ{ƭŜŜǇΩΦ  όDǳǊƴŜȅΩǎ ǎŜǘǘƛƴƎ ƻŦ 
CƭŜǘŎƘŜǊΩǎ ǇƻŜƳ ƛǎ ŀ ŦƛƴŜ ŜȄŀƳǇƭŜ ƻŦ ǇŜǊǎƻƴƛŦƛŎŀǘƛƻƴ ƛƴ ǘƘŜ ŀŎŎƻƳǇŀƴƛƳŜƴǘύΦ  IŜǊŜΣ 
²ŀǊƭƻŎƪΩǎ ǎǘȅƭŜ ƛǎ ǎƛƳǇƭȅ ǘƻƻ ǎǳōǘƭŜ ǘƻ ƛƴŎƭǳŘŜ ǎǳŎƘ ŀƴ ƻōǾƛƻǳǎ ŘŜǾƛŎŜΦ  wŀǘƘŜǊΣ ƘŜ 
relies much more on delicacy of harmony and chromatic figuration.  Finzi also 
ŜƳǇƭƻȅǎ ŀ ŘƻǘǘŜŘ ǊƘȅǘƘƳƛŎ ǳƴƛǘ ǘƻ Ǉŀƛƴǘ ŀ  ƎƘƻǎǘƭȅ ǇǊŜǎŜƴŎŜ ƛƴ Ψ¢ƘŜ tƘŀƴǘƻƳΩΦ  
Other examples of Finzi employing personification material can be found in 
Ψ{ǳƳƳŜǊ {ŎƘŜƳŜǎΩ ŀƴŘ ΨtǊƻǳŘ {ƻƴƎǎǘŜǊǎΩΦ 
   
Love on my heart 
Ψ[ƻǾŜ ƻƴ Ƴȅ ƘŜŀǊǘΩ όмфооύ ƛǎ ǘƘŜ ǘƘƛǊŘ ǎƻƴƎ ƻŦ ǘƘƛǎ ǇŜǊƛƻŘ ǿƘƛŎƘ ƛǎ ƛƴŦƭǳŜƴŎŜŘ ōȅ ǘƘŜ 
English ayre.  In his poem of the same name, Bridges explains that love has 
descended on him and compares this to a process of nature ς the dew refreshing 
flowers.  The poem is a joyful love poem presented in religious terms.  Milford 
employs an interesting rhythmical setting through a series of time changes in each 
ǾŜǊǎŜΣ ǎƘƻǿƛƴƎ Ƙƛǎ ŘŜŘƛŎŀǘƛƻƴ ǘƻ ǘƘŜ ǇƻŜǘΩǎ ƳŜǘǊŜΦ   
 

                                                           

10  Dibble (2001), The Songs & Part Songs of Percy Turnbull, Somm CD 020 
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!ǎ ƛƴ Ψ{ƻ ǎǿŜŜǘ ƭƻǾŜ ǎŜŜƳŜŘΩΣ ǘƘŜ ƻǾŜǊŀƭƭ ǇƻŜǘƛŎ ƳŜǎǎŀƎŜ ƻŦ Ψ[ƻǾŜ ƻƴ Ƴȅ ƘŜŀǊǘΩ ƛǎ 
one of gentleness.  Milford instantly sets this scene through the use of a rolling 
arpeggiated figure in the bass.  The climax of this song is in verse three.  Here, 
Milford creates a canon between the piano and voice, highlightƛƴƎ ǘƘŜ ǇƘǊŀǎŜ άbƻǊ 
ŀƴȅ ƻǘƘŜǊ Ƨƻȅ ǘƘŀƴ Ƙƛǎέ ό9ȄΦппύΦ 
 

 
 
!ǎǇŜŎǘǎ ƻŦ aƛƭŦƻǊŘΩǎ Ψ5ŀȅōǊŜŀƪΩΣ Ψ{ƻ ǎǿŜŜǘ ƭƻǾŜ ǎŜŜƳŜŘΩ ŀƴŘ Ψ[ƻǾŜ ƻƴ Ƴȅ ƘŜŀǊǘΩ Ŏŀƴ 
ōŜ ŦƻǳƴŘ ƛƴ ²ŀǊƭƻŎƪΩǎ Ψ¢ƘŜ /ƻƴǘŜƴǘŜŘ [ƻǾŜǊΩ όмфнфύΦ  ¢ƘŜǎŜ ƛƴŎƭǳŘŜ ǇǊƻƭƻƴƎŜŘ 
harmony (i.e. one harmony per bar) which sustains arpeggiation and quaver 
figuration in the accompaniment, and long melodic notes (e.g. dotted minims).  
{ƛƳƛƭŀǊƭȅΣ ²ŀǊƭƻŎƪΩǎ ǎƻƴƎ ŎƻƴŎƭǳŘŜǎ ǿƛǘƘ ŜȄǘŜƴŘŜŘ ǿƻǊŘ-ǇŀƛƴǘƛƴƎ ƻƴ άŦŀǾƻǳǊƛǘŜέ 
ǊŜŦƭŜŎǘƛƴƎ aƛƭŦƻǊŘΩǎ ŎƻƴŎƭǳǎƛƻƴ ǘƻ Ψ5ŀȅōǊŜŀƪΩ ǿƛǘƘ ƛǘǎ ƳŜƭƛǎƳŀǘƛŎ ǿǊƛǘƛƴƎ ƻƴ άǇŜǊƛǎƘέΦ  
Ψ¢ƘŜ /ƻƴǘŜƴǘŜŘ [ƻǾŜǊΩΣ ƻŦ ŎƻǳǊǎŜΣ ŜƳǇƭƻȅǎ ŀ ƳǳŎƘ ƘƛƎƘŜǊ ƭŜǾŜƭ ƻŦ ŎƘǊƻƳŀǘƛŎƛǎƳΣ 
ǊŜŦƭŜŎǘƛƴƎ ǘƘŜ ƛƴŦƭǳŜƴŎŜ ƻŦ ōƻǘƘ 5Ŝƭƛǳǎ ŀƴŘ Ǿŀƴ 5ƛŜǊŜƴΦ  ²ŀǊƭƻŎƪΩǎ Ψ¢ƘŜǊŜ ƛǎ ŀ ƭŀŘȅ 
ǎǿŜŜǘ ŀƴŘ ƪƛƴŘΩ ŀƭǎƻ ǊŜŦƭŜŎǘǎ ǇŀǊŀƭƭŜƭǎ ǿƛǘƘ aƛƭŦƻǊŘΩǎ ŀȅǊŜ-styled songs but to a lesser 
ŘŜƎǊŜŜ ǘƘŀƴ Ψ¢ƘŜ /ƻƴǘŜƴǘŜŘ [ƻǾŜǊΩΦ  ²ŀǊƭƻŎƪΣ ƻŦ ŎƻǳǊǎŜΣ ƛǎ ǘƘŜ ƻōǾƛƻǳǎ ƳŀǎǘŜǊ ƻŦ 
ayre-styled (or neo-9ƭƛȊŀōŜǘƘŀƴύ ǎƻƴƎǎ ŀƳƛŘǎǘ aƛƭŦƻǊŘΩǎ ŎƻƴǘŜƳǇƻǊŀǊƛŜǎΦ  Dƛōōǎ 
included an ayre-ǎǘȅƭŜ ƳƛŘŘƭŜ ǎŜŎǘƛƻƴ όǘƘŜ ǊŜŦǊŀƛƴύ ƛƴ Ψ!ƴƴΩǎ /ǊŀŘƭŜ {ƻƴƎΩ beautifully 
ǇŀƛƴǘƛƴƎ ǘƘŜ ŘŜƭƛŎŀǘŜ ƭƛƴŜǎ ά¢ƘŜƴ ǎƛƴƎΣ  ƭǳƭƭȅ ƭǳƭƭŀȅ ǿƛǘƘ ƳŜκ!ƴŘ ǎƻŦǘƭȅΣ ƭƛƭƭ-lall-lo, love 
Χέ 
 
CƛƴȊƛ ǊŜƎƛǎǘŜǊŜŘ Ƙƛǎ ŀǇǇǊƻǾŀƭ ƻƴ ǊŜŎŜƛǇǘ ƻŦ aƛƭŦƻǊŘΩǎ ǎŜǘǘƛƴƎǎ ƻŦ .ǊƛŘƎŜǎΩ ǇƻŜƳǎ ƛƴ ǘƘŜ 
collection Four Songs with Piano AccompanimentΣ ά¢ƘŜ .ǊƛŘƎŜs songs are lovely & I 
ŘƻƴΩǘ ǿƻƴŘŜǊ ŀǘ /ǳǘƘōŜǊǘ YŜƭƭȅΩǎ ŜƴǘƘǳǎƛŀǎƳΦ  bƻǎ м ϧ п όΨ{ƻ ǎǿŜŜǘ ƭƻǾŜ ǎŜŜƳŜŘΩ 
ŀƴŘ Ψ[ƻǾŜ ƻƴ Ƴȅ ƘŜŀǊǘΩύ ǎŜŜƳ ǘƻ ōŜ ǘƘŜ Ƴƻǎǘ ƻōǾƛƻǳǎƭȅ ŀǘǘǊŀŎǘƛǾŜΣ ōǳǘ ǘƘŜȅΩǊŜ ŀƭƭ 
Ŝǉǳŀƭƭȅ ŦƛƴŜ ϧ L ŎŀƴΩǘ ǘƘƛƴƪ Ƙƻǿ LΩǾŜ ƳƛǎǎŜŘ ǘƘŜƳ ŀƭƭ ǘƘŜ ŦƛǾŜ ȅŜŀǊǎ ǘƘŜȅΩǾŜ ōŜŜƴ 

ǇǳōƭƛǎƘŜŘέΦ
11   aƛƭŦƻǊŘ ǿŀǎ ǇƭŜŀǎŜŘΣ άLΩƳ ǎƻ ƎƭŀŘ ȅƻǳ ƭƛƪŜ ǘƘŜ .ǊƛŘƎŜǎ ǎƻƴƎǎΦ  ¸ŜǎΣ м ϧ 

п ŀǊŜ ǘƘŜ ōŜǎǘΣ ǇŜǊƘŀǇǎ ŀǎ ƎƻƻŘ ŀǎ ŀƴȅǘƘƛƴƎ L ǎƘŀƭƭ ŘƻέΦ
12

   This final comment 

                                                           

11  Finzi letter to Milford, 29 June, 1938 
12  Milford letter to Finzi, 2 October, 1938 
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highlights the fact that Milford was completely unpretentious, if not damagingly 
self-critical, regarding his music and totally wrapped in self-doubt.  He continued, 

άbƻǿ L ŀƳ ƳƻǊŜ ŀƳōƛǘƛƻǳǎ ǎǘƛƭƭΣ ƻƴŜ Ŏŀƴ ƻƴƭȅ ǿǊƛǘŜ ŀǎ ƻƴŜ ŦŜŜƭǎΣ ŎŀƴΩǘ ƻƴŜέΦ
13  

 
Even in the 1940s, Finzi ǿŀǎ ǎǘƛƭƭ ŜȄǇǊŜǎǎƛƴƎ Ƙƛǎ ŀŘƳƛǊŀǘƛƻƴ ŦƻǊ aƛƭŦƻǊŘΩǎ Ψ{ƻ ǎǿŜŜǘ 
ƭƻǾŜ ǎŜŜƳŜŘΩΦ  IŜ ǿǊƻǘŜ ǘƻ aƛƭŦƻǊŘΣ ŀǎƪƛƴƎΣ ά²Ƙŀǘ ŀōƻǳǘ ǎŎƻǊƛƴƎ {ƻ {ǿŜŜǘ [ƻǾŜ 

{ŜŜƳŜŘ ŦƻǊ ǎǘǊƛƴƎǎέΚ
14

  The following week, Finzi returned to the matter of scoring 
Ψ{ƻ ǎǿŜŜǘ ƭƻǾŜ ǎŜŜƳŜŘΩ ƛƴ ǊŜƭŀǘƛƻƴ to a performance at one of the Newbury Strings 
/ƻƴŎŜǊǘǎΣ ά¸ƻǳ ŎŜǊǘŀƛƴƭȅ ƻǳƎƘǘ ǘƻ ǎŎƻǊŜ Ψ{ƻ {ǿŜŜǘ [ƻǾŜ {ŜŜƳŜŘΩ όŀƴŘ ŀƴȅ ƻŦ ǘƘŜ 
others if you think they would score).  We should certainly love to do it, for you 
ŎŀƴΩǘ ƛƳŀƎƛƴŜ Ƙƻǿ ŘƛŦŦƛŎǳƭǘ ƛǘ ƛǎ ǘƻ ŦƛƴŘ Ŏƻƴǘemporary songs for soprano and strings 

ǘƘŀǘ ŀǊŜ ǿƻǊǘƘ ŘƻƛƴƎέΦ
15

 
 
Cradle Song 
Ψ/ǊŀŘƭŜ {ƻƴƎΩ (1935), an individual song, is a setting of a five-verse poem by William 
Blake.  The poem involves contrasts between innocent joy and sorrow, light and 
darkness, and sub-consciousness and consciousness.  In verse one, the poet 
establishes an innocent rocking image during the first three lines, with sorrow 
ŀǇǇŜŀǊƛƴƎ ƛƴ ǘƘŜ ŦƻǳǊǘƘ ƭƛƴŜΦ  IŀǾƛƴƎ ŜǎǘŀōƭƛǎƘŜŘ ǎǳŎƘ ŎƻƴǘǊŀǎǘǎ ƛƴ ǘƘŜ ǊŜŀŘŜǊΩǎ ƳƛƴŘΣ 
Blake returns to the theme of innocence in verses two and three.  In verse two, the 
speaker is merely a watcher; in verse three, he touches the treasured baby who 
smiles.  Such smiling can be interpreted as either a subconscious awareness of the 
safety of being with a trusted adult or the existence of some mysterious secret 
motive for joy ς ǇŜǊƘŀǇǎΣ ŜǾŜƴΣ ƘƻƭȅΦ  .ƭŀƪŜΩǎ ǇƻŜǘǊȅ ǿŀǎ ƻŦǘŜƴ ƛƴǎǇƛǊŜŘ ōȅ ƳȅǎǘƛŎƛǎƳ 
and frequently prophetic in nature.  In verse four, the darker aspect, first introduced 
in line 4 of verse one, returns.  Less innocent thoughts are now insinuated as the 
ōŀōȅ ǎƭŜŜǇǎΣ ǊŜǎǳƭǘƛƴƎ ƛƴ ŘƛǎǘǊŜǎǎŜŘ ŀǿŀƪŜƴƛƴƎΦ  IŀǾƛƴƎ ŎƘŀƴƎŜŘ ǘƘŜ ǇƻŜǘΩǎ Ŧƛƴŀƭ ƭƛƴŜ 
ƻŦ ǾŜǊǎŜ ŦƻǳǊ ŦǊƻƳ άƭƛƎƘǘƴƛƴƎǎ ōǊŜŀƪέ ǘƻ άƴƛƎƘǘ ǎƘŀƭƭ ōǊŜŀƪέΣ aƛƭŦƻǊŘ ƻƳƛǘǎ .ƭŀƪŜΩǎ 
fifth verse and returns to the repetition of the third and fourth lines of verse one.  
¢Ƙƛǎ ǎŜǊǾŜǎ ŀǎ ŀ ŎƻŘŜǘǘŀ ǘƻ ǘƘŜ ǎƻƴƎΦ  ¢ƘŜ ǇƻŜǘƛŎ ƛƳŀƎŜǊȅ ƛƴ Ψ/ǊŀŘƭŜ {ƻƴƎΩ is profound 
ŀƴŘ ƛǎ ŀŎƘƛŜǾŜŘ ǘƘǊƻǳƎƘ ǘƘŜ ǇƻŜǘΩǎ ǘƘŜƳŀǘƛŎ ŎƻƴǘǊŀǎǘǎΦ 
 
{ƛƳƛƭŀǊ ǘƻ LǊŜƭŀƴŘ ƛƴ Ψ¢ƘŜ Iƻƭȅ .ƻȅΩ ŀƴŘ ²ŀǊƭƻŎƪ ƛƴ Ψ¢ƘŜ CƛǊǎǘ aŜǊŎȅΩ (1927) and 
Ψ/ǊŀŘƭŜ {ƻƴƎΩ όмфнуύΣ aƛƭŦƻǊŘ ŜƳǇƭƻȅǎ ŀ ǎǿŀȅƛƴƎ ŎǊƻǘŎƘŜǘκǉǳŀǾŜǊ ŦƛƎǳǊŜ ŀƴŘ ŀ 
ŘƻǘǘŜŘ ǉǳŀǾŜǊκǎŜƳƛǉǳŀǾŜǊ ŦƛƎǳǊŜ ƛƴ ǘƘŜ ǇŀƛƴǘƛƴƎ ƻŦ .ƭŀƪŜΩǎ ǇƻŜƳ ό9ȄΦпрύΦ 
 

                                                           

13  Milford letter to Finzi, 2 October, 1938 
14  Finzi postcard to Milford, 10 February, 1942 
15  Ibid 
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bǳƳŜǊƻǳǎ ŎƻƳǇƻǎŜǊǎ ƘŀǾŜ ŜƳǇƭƻȅŜŘ ǘƘŜ ά.ŀǊŎŀǊƻƭƭŜέ ǊƘȅǘƘƳ ƛƴ ŎǊŀŘƭŜ ǎƻƴƎǎ όŜΦƎΦ 
Dƛōōǎ ƛƴ Ψ[ǳƭƭŀōȅΩύ ōǳǘ aƛƭŦƻǊŘΣ ƛƴ ǊŜǎǇƻƴŘƛƴƎ ǘƻ .ƭŀƪŜΩǎ ǇƻŜƳΣ ǎǘǊŜƴƎǘƘŜƴǎ ǘƘŜ 
ŘŜǾŜƭƻǇƳŜƴǘ ƻŦ Ƙƛǎ Ψ/ǊŀŘƭŜ {ƻƴƎΩ ǘƘǊƻǳƎƘ ǘƘŜ ǳǎŜ ƻŦ ŘǊŀƳŀǘƛŎ ŀƴŘ ŘŀǊƪ ŎƻƴǘǊŀǎǘǎ 
ǿƘƛŎƘ Ǉŀƛƴǘ ǘƘŜ ƳƻǊŜ ǎƛƴƛǎǘŜǊ ŀǎǇŜŎǘǎ ƻŦ ǘƘŜ ǘŜȄǘΦ  ²ƘŜǊŜŀǎ DƛōōǎΩ Ψ[ǳƭƭŀōȅΩ 
ŎƻƴǘƛƴǳŜǎ ƛǘǎ άǊƻŎƪƛƴƎέ ǊƘȅǘƘƳǎ ŀƳƛŘǎǘ ŀ Ŧƭƻǿ ƻŦ ŜǾƻŎŀǘƛǾŜ ƘŀǊƳƻƴȅ aƛƭŦƻǊŘΩǎ 
various tensions are created through dissonance, adding much to his song (Ex.46). 
 

 
 

Lǘ ƛǎ ƴƻǘ ƻƴƭȅ ǘƘŜ ǊƻŎƪƛƴƎ ǊƘȅǘƘƳ ǿƘƛŎƘ ƛǎ ŎƘŀǊŀŎǘŜǊƛǎǘƛŎ ƻŦ Ψ/ǊŀŘƭŜ {ƻƴƎΩ ōǳǘΣ ŀƭǎƻΣ ǘƘŜ 
angular contours created by the numerous neighbour-note structures.  These 
ŦƻǊŜǘŜƭƭ ŀƴŘ ǘƘŜƴ ŘŜǇƛŎǘ ǘƘŜ ŦǳǘǳǊŜ ƘƻǊǊƻǊǎ ƛƴ .ƭŀƪŜΩǎ ǇƻŜƳΦ  !ƭǘƘƻǳƎƘ ǘƘŜ ŘƻǘǘŜŘ 
quaver/semiquaver unit serves as a profound melodic feature, its subtle use within 
middle texture is equally effective, giving a profound sense of wholeness to the 
ǎƻƴƎΦ  !ƴƻǘƘŜǊ ǇŀǊǘƛŎǳƭŀǊ ŦŜŀǘǳǊŜ ƻŦ aƛƭŦƻǊŘΩǎ ǎƻƴƎ ƛǎ ǘƘŜ Ƴŀƴȅ ƘŀǊƳƻƴƛŎ ǎƛŘŜ ǎǘŜǇǎ 
within its F major tonality.   
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Four Hardy Songs (1938) 
The next series of songs display the influence of English folk-song (through modal 
implications, melody, harmonic movement by step and part-writing) and folk poetry 
(in terms of poetic themes and construction).  
 
Ψ¢ƻ {ƛƴŎŜǊƛǘȅΩ όмфоуύ ƛǎ ŀ ŘǊŀƳŀǘƛŎ ŀƴŘ ōŀƭlad-type song, employing a more 
ǇǊƻƎǊŜǎǎƛǾŜ ƳǳǎƛŎŀƭ ƭŀƴƎǳŀƎŜΦ  aƛƭŦƻǊŘΩǎ ǎŜǘǘƛƴƎ ƻŦ IŀǊŘȅΩǎ ǎƛȄ-ǾŜǊǎŜ ǇƻŜƳ ƳŀƪŜǎ Ψ¢ƻ 
{ƛƴŎŜǊƛǘȅΩ ǘƘŜ ƭŀǊƎŜǎǘ ŀƴŘ Ƴƻǎǘ ŘǊŀƳŀǘƛŎ ǎƻƴƎ ǘƻ ŘŀǘŜ ǘƘǊƻǳƎƘ ƛǘǎ ǳǎŜ ƻŦ ƧǳȄǘŀǇƻǎŜŘ 
sections and a coda.  It is rhapsodic in character due to its harmonic and chromatic 
wanderings, and use of tonal and modal implications.   

 
Lƴ ǘƘŜ ǇƻŜƳΣ Ψ¢ƻ {ƛƴŎŜǊƛǘȅΩΣ ǘƘŜ ǇƻŜǘ ŎƻƴǎƛŘŜǊǎ ǘƘŜ ǾŀƭǳŜ ƻŦ ǊŜŀƭƛǘȅ ŀƴŘ ŘƛŦŦŜǊŜƴǘ ŦƻǊm 
of opposites.  He is sceptical ƻŦ ǘƘŜ ŜŦŦŜŎǘǎ ƻŦ ǘƘŜ ƳƻŘŜǊƴ ŀƎŜ ƻƴ ƳŀƴΩǎ ǾƛŜǿǎ ŀƴŘ 
values.  Milford responds to these poetic aspects through the use of a varied series 
of musical features, including long and short durational notes, conjunct and disjunct 
movement, small and large intervals, gentle and angular contours, large and small 
melodic ranges, tonality, modal implications, light and thick textures, diatonic 
harmony, and chromatic harmony ς all underpinned by a series of juxtaposed 
diverse sections.  Organic development involves a triplet rhythmic unit.  Other 
memorable features include juxtaposed chromatic key shifts (e.g. sudden shift to an 
Eb minor suggestion, representing the voice of youth) and unaccompanied phrases 
emphasising particular phrases.   
 
Armstrong Gibbs also employǎ ǎǇŜŎƛŦƛŎ ƪŜȅǎ ŘǳǊƛƴƎ Ψ!ǊŀōȅΩ ƛƴ ǘƘŜ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ƻŦ 
ǘƘŜ ǘǿƻ ǎƛŘŜǎ ƻŦ ǘƘŜ ŎƻƴǾŜǊǎŀǘƛƻƴ ōŜǘǿŜŜƴ ƳŀǎǘŜǊ ŀƴŘ ǘƘŜ άŘŀǊƪ ōǊƻǿƴ ǎŀƛƭƻǊέΦ  
aƛƭŦƻǊŘΩǎ ǳǎŜ ƻŦ ƧǳȄǘŀǇƻǎŜŘ ǾŀǊȅƛƴƎ ǎŜŎǘƛƻƴǎ όǿƛǘƘ ŘƛŦŦŜǊŜƴǘ ǘƻƴŀƭ ƛƳǇƭƛŎŀǘƛƻƴǎύ ŀƭǎƻ 
assists in the presentation of differing viewpoints between the old and the new in 
Ψ¢ƻ {ƛƴŎŜǊƛǘȅΩΦ  {ƛƳƛƭŀǊ ǘƻ aƛƭŦƻǊŘ ƛƴ Ψ¢ƻ {ƛƴŎŜǊƛǘȅΩ όŀƴŘ ŀƭǎƻ ƛƴ ƭŀǘŜǊ ǎƻƴƎǎ ǎǳŎƘ ŀǎ ΨL 
ǿƛƭƭ ƴƻǘ ƭŜǘ ǘƘŜŜ ƎƻΩ ŀƴŘ ΨaŀƎƴƛŦƛŎŀǘΩύΣ Dƛōōǎ ŀƭǎƻ ŜƳǇƭƻȅǎ ŀ ŘŜŎƭŀƳŀǘƻǊȅ ǾƻŎŀƭ ƭƛƴŜ 
ǘƻ Ǉŀƛƴǘ ǘƘŜ ǇƘǊŀǎŜǎ άLƴ Ǿŀƛƴ Řƻ ȅƻǳΣ ǿƛǘƘ ŀƭƭ ȅƻǳǊ ǎǘŀǊǎκaŀƪŜ ǿƻƻŘ ƻǊ ǊƛǾŜǊ ōǊƛƎƘǘέΦ  
  
5ŜŘƛŎŀǘŜŘ ǘƻ DŜǊŀƭŘ CƛƴȊƛΣ Ψ¢ƘŜ /ƻƭƻǳǊΩ όмфоуύ ǎƘƻǿǎ aƛƭŦƻǊŘ ŀǘ ǘƘŜ ƘŜƛƎƘǘ ƻŦ Ƙƛǎ 
powers in song-writing and illumination of poetic imagery where folk-tale is set to 
folk-like music.  The poem captures the true essence of Wessex folk-tales with 
ǿƘƛŎƘ ǘƘŜ ǇƻŜǘ ǿŀǎ ǎƻ ŦŀƳƛƭƛŀǊΦ  DƛǘǘƛƴƎǎ ŎƻƴƴŜŎǘŜŘ IŀǊŘȅΩǎ ŦŀƳƛƭȅ ƘƻƳŜ ŀǘ 
.ƻŎƪƘŀƳǇǘƻƴ /ƻǘǘŀƎŜ ŀƴŘ ǘƘŜ άǊƘȅǘƘƳǎ ƻŦ Ŧƻƭƪ-ǎƻƴƎǎ ŦǊƻƳ Ƙƛǎ ŦŀǘƘŜǊ ŀƴŘ ƳƻǘƘŜǊέ 
ǘƻ ǇƻŜƳǎ ǎǳŎƘ ŀǎ Ψ¢ƘŜ /ƻƭƻǳǊΩΦ  IŜ ǎǘŀǘŜŘΣ άhƴŜ ²Ŝǎǘ /ƻǳƴtry folk tune, which he 
had already used for a poem in the early months of the war, provided the basis for 

two more poems Χ ΨaŜŘƛǘŀǘƛƻƴǎ ƻƴ ŀ IƻƭƛŘŀȅΩ ŀƴŘ Ψ¢ƘŜ /ƻƭƻǳǊΩ έΦ
16

 

                                                           

16  Gittings: The Older Hardy, 1978,  p 253 
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In the poem, the questioner attempts to find an appropriate colour for his lover 
which will represent the current stage of their love.  She rejects his first four 
suggestions.  In verse one, the poet considers the colour white, but as this is 
generally associated with weddings, that will not do.  In verse two he suggests red, 
but that is for soldiers, while in verse three the colour blue is also unacceptable as is 
green in verse four.  Blue is for sailors, while green is for Maying.  In the final verse, 
we find that it is only black which is suitable due to its association with mourning.  
Thus, throughout the poem, Hardy uses colour to hint at an unstated story through 
ǘƘŜ ǊŜŎǳǊǊŜƴǘ ǇƻŜǘƛŎ ǘŜŎƘƴƛǉǳŜ ƻŦ ǉǳŜǎǘƛƻƴ ŀƴŘ ŀƴǎǿŜǊΦ  !ƭǘƘƻǳƎƘ aƛƭŦƻǊŘΩǎ ǎŜǘǘƛƴƎ 
is a five-verse song in strophic form, the text and each colour are illuminated 
through a series of variations in the accompaniment of verses two, three and four, 
with verses one and five both being unaccompanied.  
 
aǳǎƛŎŀƭ ŦŜŀǘǳǊŜǎ ǿƘƛŎƘ ŎǊŜŀǘŜ ǘƘŜ ŦƻǳƴŘŀǘƛƻƴ ƻŦ Ψ¢ƘŜ /ƻƭƻǳǊΩ ƛƴŎƭǳŘŜ ǘƘŜ ƻǇŜƴƛƴƎ 
fanfare-effect suggesting the irony in the poem and, tragically, suitable for a 
wedding (Ex.47);   
 

 
 
unaccompanied verses one and five representing the folk-tale character of the 
poem; the fanfare-effect at the end of the soldier verse; bass running quavers 
suggesting the sea for the sailors (Ex.48);  
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upper register quavers suggesting the hidden poetic image of a green ribbon 
fluttering in the dance around the maypole; broken rhythmic figure suggesting the 
dancing around the maypole (Ex.49);  
 

 
 
and the fanfare-effect now, ingeniously, in the bass register ironically sounding for 
mourning and black (Ex.50).  

 

 
 
tŀǊŀƭƭŜƭǎ Ŏŀƴ ōŜ ŘǊŀǿƴ ōŜǘǿŜŜƴ aƛƭŦƻǊŘΩǎ Ψ¢ƘŜ /ƻƭƻǳǊΩ ŀƴŘ ¢ǳǊƴōǳƭƭΩǎ ΨLŦ 5ƻǳƎƘǘȅ 
5ŜŜŘǎΩ ƛƴ ǘƘŜƛǊ ǊŜƭŀǘƛƻƴǎƘƛǇ ōŜǘǿŜŜƴ ƭƻǾŜ ŀƴŘ ǘƘŜ ƳƛƭƛǘŀǊȅΦ  Lƴ ¢ǳǊƴōǳƭƭΩǎ ΨLŦ 5ƻǳƎƘǘȅ 
5ŜŜŘǎΩΣ ǘƘŜ ŎƻƳǇƻǎŜǊ ŜƳǇƭƻȅǎ ŀ άǇŜǊǎƻƴƛŦƛŜŘέ ƻǎǘƛƴŀǘƻΣ ŀǎ ǎǘŀǘŜŘ ŜŀǊƭƛŜǊΣ ǿƘƛŎƘ 
represents the soldier on his steed.  However, through the range of textural 
variation, Milford creates a wonderful illumination of each colour-identification and 
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ƛǘǎ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴΦ  {ƛƳƛƭŀǊ ǘƻ ǘƘŜ ǘǊƛǇƭŜǘ ŦƻǳƴŘ ƛƴ ǘƘŜ ƛƴǘǊƻŘǳŎǘƛƻƴ ǘƻ Ψ¢ƘŜ /ƻƭƻǳǊΩΣ 
Dƛōōǎ ŜƳǇƭƻȅǎ ŀ ǘǊƛǇƭŜǘ ǊƘȅǘƘƳƛŎ ǳƴƛǘ ƛƴ Ψ¢ƻ ƻƴŜ ǿƘƻ ǇŀǎǎŜŘ ǿƘƛǎǘƭƛƴƎ ǘƘǊƻǳƎƘ ǘƘŜ 
ƴƛƎƘǘΩ όмфнмύ ŀƴŘΣ ŀƎŀƛƴΣ ƛƴ ǘƘŜ ŎƻŘŜǘǘŀΣ ǎƛƳƛƭŀǊ ǘƻ aƛƭŦƻǊŘΩǎ ŎƻŘŜǘǘŀ ƻŦ Ψ¢ƘŜ /ƻƭƻǳǊΩΦ  
The quasi-Ŧƻƭƪ ǎǘȅƭŜ ǿƘƛŎƘ aƛƭŦƻǊŘ ŜƳǇƭƻȅǎ ƛƴ Ψ¢ƘŜ /ƻƭƻǳǊΩ Ŏŀƴ ŀƭǎƻ ōŜ ŦƻǳƴŘ ƛƴ 
DƛōōǎΩ Ψ²ƘŜƴ L ǿŀǎ ƻƴŜ ŀƴŘ ǘǿŜƴǘȅΩ όмфнмύΦ  .ƻǘƘ ǇƻŜƳǎΣ ƻŦ ŎƻǳǊǎŜΣ ǊŜƭŀǘŜ ŀ ŎƻǳƴǘǊȅ 
tale. 
  
ΨLŦ ƛǘΩǎ ŜǾŜǊ ǎǇǊƛƴƎ ŀƎŀƛƴΩ (1938) is dedicated to Kirstie.  Following the same 
ŎƻƴǎǘǊǳŎǘƛƻƴ ŀǎ IŀǊŘȅΩǎ ǘǿƻ-stanza poem, this song is in progressive-strophic form. 
Milford instantly captures the simple joy of this folk-poem by commencing with a 
dotted and syncopated rhythm, appropriately announcing the arrival of spring 
(Ex.51). 
 

 
 

The introduction hints at a fanfare-ŜŦŦŜŎǘ όŀǇǇǊƻǇǊƛŀǘŜ ǿƘŜƴ ŎƻƳǇŀǊŜŘ ǘƻ DǳǊƴŜȅΩǎ 
Ψ{ǇǊƛƴƎΩύΦ  Lƴ ƛǘǎ ǳǎŜ ƻŦ ǎƛƳǇƭŜ ƘŀǊƳƻƴȅΣ ǘƘŜ ŀŎŎƻƳǇŀƴƛƳŜƴǘ ƻŦ ΨLŦ ƛǘΩǎ ŜǾŜǊ ǎǇǊƛƴƎ 
ŀƎŀƛƴΩ ƎŜƴǘƭȅ ǎǳǇǇƻǊǘǎ ǘƘŜ Ŧƻƭƪ-image of the song.  Such harmony is responsible for 
the striking melody which rises and falls both through conjunct and disjunct 
movement (Ex.52). 
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[ƛƪŜ Ψ¢ƘŜ /ƻƭƻǳǊΩΣ ΨLŦ ƛǘΩǎ ŜǾŜǊ ǎǇǊƛƴƎ ŀƎŀƛƴΩ ŘŜƳƻƴǎǘǊŀǘŜǎ aƛƭŦƻǊŘΩǎ ǎǘǊƛŎǘ ŀŘƘŜǊŜƴŎŜ 
ǘƻ IŀǊŘȅΩǎ ƳŜǘǊŜǎΦ  ¢Ƙƛǎ ƛƴǾƻƭǾŜǎ Ŏƻƴǎǘŀƴǘ ǘƛƳŜ ŎƘŀƴƎŜǎΣ ƛƴŎƭǳŘƛƴƎ рκуΣ тκуΦ 3/8  in 
Verse 1, and 6/8, 5/8, 6/8 in Verse 2. 
 
¢ƘŜ ŎƭƛƳŀȄ ƻŦ ŜŀŎƘ ǾŜǊǎŜΣ ŀ ǘƻǇ DΣ ƛƴǾƻƭǾŜǎ ǘƘŜ ǇƘǊŀǎŜǎ άLŦ ƛǘΩǎ ŜǾŜǊ ǎǇǊƛƴƎ ŀƎŀƛƴέ ƛƴ 
ǾŜǊǎŜ ƻƴŜ ŀƴŘ άLŦ ƛǘΩǎ ŜǾŜǊ ǎǳƳƳŜǊǘƛƳŜέ ƛƴ ǾŜǊǎŜ ǘǿƻΦ  Lƴ ŜŀŎƘ ŎŀǎŜΣ ǘƘŜ 
unaccompanied rising conjunct 4th prepares the listener for the remarkable rising 
ƳƛƴƻǊ тǘƘ ƭŜŀǇ ǿƘƛŎƘ ƘƛƎƘƭƛƎƘǘǎ ǘƘŜ ǿƻǊŘǎ άǎǇǊƛƴƎέ  ό9ȄΦроύΤ 
 

  
and άǎǳƳƳŜǊǘƛƳŜέ ό9ȄΦрпύ ώŦǳǊǘƘŜǊ ŜƳǇƘŀǎƛǎ ƛǎ ŎǊŜŀǘŜŘ ǘƘǊƻǳƎƘ ǘƘŜ ŀōǎŜƴŎŜ ƻŦ 
accompaniment]. 
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¢ƘŜ ǎǳōǘƭŜǘȅ ƻŦ ΨLŦ ƛǘΩǎ ŜǾŜǊ ǎǇǊƛƴƎ ŀƎŀƛƴΩ ƭƛŜǎ ƛƴ ǘƘŜ fact that Milford was able to 
relate this simple country love tale using the sparest and yet most sparkling 
accompaniment imaginable.  The unaccompanied voice, alone, perhaps hints at a 
folksong scenario.  It is these features which constitute an enhanced level in this 
song, lifting it to an extraordinary level of artistry. 
 
Ψ¢ƻƭŜǊŀƴŎŜΩ (1938) is a progressive-ǎǘǊƻǇƘƛŎ ǎŜǘǘƛƴƎ ƻŦ IŀǊŘȅΩǎ ǇƻŜƳ ǿƘƛŎƘ ƛǎ 
concerned with philosophy, will-power, shadows of the past and tombs.  Milford 

explained that it was writteƴ ŀŦǘŜǊ άǾƛǎƛǘƛƴƎ IŀǊŘȅΩǎ ōǳǊƛŀƭ-ǇƭŀŎŜ ŀƴŘ ōƛǊǘƘǇƭŀŎŜέΦ
17

 
 

!ƴ ŀƛǊ ƻŦ ƳȅǎǘŜǊȅ ƛƴ Ψ¢ƻƭŜǊŀƴŎŜΩ ƛǎ ƛƴǎǘŀƴǘƭȅ ŎǊŜŀǘŜŘ ōȅ ŀƴ ƛƴǘǊƻŘǳŎǘƻǊȅ Ǉƛŀƴƻ ƻŎǘŀǾŜ 
suspended dominant (Bb).  Against this background, the melody and piano interact 
ƛƴ ŀ ŘƛŀƭƻƎǳŜ ǿƘƛŎƘ ƛƴǾƻƭǾŜǎ άƳƛǊǊƻǊŜŘέ ƴŜƛƎƘōƻǳǊ-note structures (Eb-D-Eb in bar 1 
and Bb-C-Bb in bar 3), melodic growth centred around the note Bb, falling octave 
piano figuration, and melodic growth involving two falling sets of disjunct 
movement [3rds, then 5ths] (Ex.55). 

 

                                                           

17  OUP: Book of Songs, 1942,  p 42 
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Ψ¢ƻƭŜǊŀƴŎŜΩ Ƴǳǎǘ ǊŜǇǊŜǎŜƴǘ ŀ ǇƛƴƴŀŎƭŜ ǿƛǘƘƛƴ ŀƭƭ 9ƴƎƭƛǎƘ ǇƘƛƭƻǎƻǇƘƛŎŀƭ ǎƻƴƎǎΦ  
Examples of memorable features include the alteration in musical mood to 
happiness from the gloom of the previous verses and a textural fanfare representing 
ǘƘŜ ǇƻŜǘΩǎ ǎǳŎŎŜǎǎ ƛn refraining from unwise gain (Ex.56);  

 

 
 
octave and bass register voice-coupling creating the image of the depth of a tomb 
(Ex.57);  
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and triplet and syncopation figuration representing joy and success (Ex.58). 
 

 
  
IŀǊŘȅΩǎ ƘǳƳƻǊƻǳǎ ǇƻŜƳ Ψ¢ƘŜ tƛƴƪ CǊƻŎƪΩ όмфоуύ ǎǳƎƎŜǎǘǎ ŀ ²ŜǎǎŜȄ Ŧƻƭƪ-tale, similar 
to those told at Harvest-Homes.  The poet takes on the character of a girl who is 
unable to wear her new pink frock as her husband is inconsiderately dying.  She 
questions why he has chosen the present and feels he ought to have decided to live 
on.  As there is no hope of recovery, she will have to closet herself.  If only he had 
chosen July to die she would not have felt so cheated.   

 
The introduction creates the image of this ridiculous situation of misjudged 
priorities through its fast semiquaver rising E minor arpeggio to a false relation, 
followed by a falling fourth in duplet-quavers  (Ex.59). 
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! ŦƻƭƭƻǿƛƴƎ ōŀǊΩǎ ǎƛƭŜƴŎŜ ǎǳƎƎŜǎǘǎ ŀƴ ƛƴŜȄǇŜǊƛŜƴŎŜŘ ƎƛǊƭ ǿƘƻ ƛǎ ǳƴŎŜǊǘŀƛƴ of both 
herself and of her vocal entry. 
 
.ƻǘƘ ǘƘŜ ƳŜƭƻŘȅ ŀƴŘ ŀŎŎƻƳǇŀƴƛƳŜƴǘ ŘŜǇƛŎǘ ǘƘŜ ƎƛǊƭΩǎ ǳƴǎƻǇƘƛǎǘƛŎŀǘŜŘ ǎǘŀǘƛƻƴ ƛƴ ƭƛŦŜΦ  
Particular melodic features suggest both speech and song (Ex.60). 
 

 
 
These include monotones (perhaps implying an intoxicated singer) and falling 3rds 
at the end of each phrase (representing speech inflexion perhaps influenced by 
despair). A melodic minor 7th leap suggests a wail appropriate to the final phrase of 
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ŜŀŎƘ ǾŜǊǎŜΣ ŦƻǊ ƛƴǎǘŀƴŎŜΣ ά²Ƙȅ ƛǎ ƘŜ ŘȅƛƴƎ Ƨǳǎǘ ƴƻǿΚέ ƛƴ ǾŜǊǎŜ ƻƴŜΦ  Effective 
features in the accompaniment include the swaying bass figure (perhaps suggesting 
ǘƘŜ ǎƛƴƎŜǊΩǎ ǎƪƛǊǘ ǎǿŀȅƛƴƎ ǿƛǘƘ ƘŜǊ ōƻŘȅ ƛƴ ǘƛƳŜ ǘƻ ǘƘŜ ǇŀǊƻŘȅ ƻŦ ƘŜǊ ƳǳǎƛŎ-hall 
ƳŜƭƻŘȅύ ŀƴŘ ōǊƻƪŜƴ Ǉƛŀƴƻ ǊƘȅǘƘƳǎΣ ǇŜǊƘŀǇǎ ǇƻƪƛƴƎ Ŧǳƴ ŀǘ ǘƘŜ ǎƛƴƎŜǊΩǎ άtǳŦŦ-sleeved 
and accordion-ǇƭŜŀǘŜŘέ ŦǊƻŎƪ ό9ȄΦсмύΦ 
 

 
   

Ψ¢ƘŜ tƛƴƪ CǊƻŎƪΩ ƛǎ ǇŜǊƘŀǇǎ ƻƴŜ ƻŦ ǘƘŜ ŦƛƴŜǎǘ ŜȄŀƳǇƭŜǎ ƻŦ aƛƭŦƻǊŘΩǎ ǎƳŀƭƭ-scale 
settings.  Doubtless, Milford would have been well capable of lengthening this 
setting but, rather, he is content to portray his message concisely and efficiently. 

 
aŀƴȅ ƻŦ aƛƭŦƻǊŘΩǎ ǎƻƴƎǎ ŀǊŜ ǎŜǘǘƛƴƎǎ ƻŦ ǇƻŜƳǎ ŎƻƴŎŜǊƴŜŘ ǿƛǘƘ ƭƻǾŜΦ  ¢ƘŜ ŎƻƳǇƻǎŜǊ 
ǎŜǘ ŦŜǿ ŎƻƳƛŎŀƭ ǇƻŜƳǎ ƻƴ ǘƘŜ ǘƻǇƛŎ ōǳǘ Ψ¢ƘŜ tƛƴƪ CǊƻŎƪΩ ƛǎ ŀƴ ŜȄŎŜǇǘƛƻƴΦ  ¢ƘŜǊŜ ŀǊŜ 
Ƴŀƴȅ ǎƻƴƎǎ ǿƛǘƘ ǿƘƛŎƘ Ψ¢ƘŜ tƛƴƪ CǊƻŎƪΩ ŎƻǳƭŘ ōŜ ŎƻƴǎƛŘŜǊŜŘΣ ŜΦƎΦ ¢ǳǊƴōǳƭƭΩǎ 
ǿƻƴŘŜǊŦǳƭ ΨLŦ ŘƻǳƎƘǘȅ ŘŜŜŘǎΩ όмфнтύΦ ¢ǳǊƴōǳƭƭΩǎ ǎƻƴƎΣ ŀƭǎƻ  ƛƴǾƻƭǾƛƴƎ ŀ ƳƛƭƛǘŀǊȅ 
parallel, is altogether much more robust in character.  Set in E major, the 
accompaniment is characterised by the semiquaver ostinato in the piano upper 
register against quaver figuration in the lower register, representing the soldier 
ǊƛŘƛƴƎ ƻƴ Ƙƛǎ ǎǘŜŜŘ όŀǎ ǎǳƎƎŜǎǘŜŘ ŜŀǊƭƛŜǊύΦ  !ǎ ƛƴ Ƴŀƴȅ ƻŦ aƛƭŦƻǊŘΩǎ ǎƻƴƎǎΣ ¢ǳǊƴōǳƭƭΩǎ 
melody is characterised by syllabic writing with effective leaps to top F# for word 
emphasis.  Harmonically, accented dissonance on dominant and subdominant 
ŎƘƻǊŘǎ ŜƳǇƘŀǎƛǎŜ ǘƘŜ ƭƛƴŜǎ ά¢ƘŜƴ ǘŜƭƭ ƳŜ Ƙƻǿ ǘƻ ǿƻƻ ǘƘŜŜΣ ƭƻǾŜκh ǘŜƭƭ ƳŜ Ƙƻǿ ǘƻ 
ǿƻƻ ǘƘŜŜΗκCƻǊ ǘƘȅ ŘŜŀǊ ǎŀƪŜΣ ƴŀŜ ŎŀǊŜ LΩƭƭ ǘŀƪŜκ¢ƘƻΩ ƴŜΩŜǊ ŀƴƻǘƘŜǊ ǘǊƻǿ ƳŜέΦ   
 
Like FinziΣ aƛƭŦƻǊŘ ǿŀǎ ǇǊƻŦƻǳƴŘƭȅ ƛƴǎǇƛǊŜŘ ōȅ IŀǊŘȅΦ  IŜ ǎǘŀǘŜŘΣ άhŦ ŎƻǳǊǎŜ ƛǘΩǎ 
Hardy too who is my favourite writer, whose poems I sent home for almost as soon 

ŀǎ ǿŀǊ ōǊƻƪŜ ƻǳǘΣ ǿƘƻ ǎǘƛƭƭ ǊŜƳŀƛƴǎ Ƴȅ ƎǊŜŀǘŜǎǘ ƭƛǘŜǊŀǊȅ ǎƻƭŀŎŜέΦ
18

  The composer 
ŀŎƪƴƻǿƭŜŘƎŜŘ CƛƴȊƛΩǎ ƛƴŦƭǳŜƴŎŜ ŀǘ ǘƘŜ ōŜƎƛƴƴƛƴƎ ƻŦ Ψ¢ƘŜ /ƻƭƻǳǊΩ ōȅ ƛƴǎŎǊƛōƛƴƎ ǘƘŜ 
ŦƻƭƭƻǿƛƴƎ ŘŜŘƛŎŀǘƛƻƴΣ άCƻǊ DŜǊŀƭŘ CƛƴȊƛΣ ǿƘƻǎŜ ƻǿƴ ǎŜǘǘƛƴƎǎ ƻŦ IŀǊŘȅ ŀǊŜ ŀǘ ƻƴŎŜ Ƴȅ 

ŘŜƭƛƎƘǘ ŀƴŘ Ƴȅ ŘŜǎǇŀƛǊΦέ
19

 
                                                           

18  Milford letter to Finzi, 21 October, 1939 
19  Milford song collection A Book of Songs, 1942 
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aƛƭŦƻǊŘ ƎŀǾŜ CƛƴȊƛ ǇǊƛƻǊ ƴƻǘƛŎŜ ƻŦ ǘƘŜ ŘŜŘƛŎŀǘƛƻƴ ǿƘŜƴ ƘŜ ǿǊƻǘŜΣ άhƴŜ ƻŦ ǘƘŜ ǎƻƴƎǎ is 

ŦƻǊ ȅƻǳΣ LΩƭƭ ǎŜƴŘ ȅƻǳ ŀ ŎƻǇȅ ǿƘŜƴ ǘƘŜȅΩǊŜ ƻǳǘ ώǇǊƛƴǘŜŘϐέΦ
20

  On Christmas Eve 1938 
Finzi wrote to Milford, thanking him for his Christmas present - copies of the Four 
Hardy Songs: 
 

L ǊŜŀƭƭȅ ŘƻƴΩǘ ǎŜŜ ǿƘȅ L ǎƘƻǳƭŘ ƴƻǘ ōŜ ŀƭƭƻǿŜŘ ǘƻ ǎŀȅ ΨǘƘŀƴƪ ȅƻǳΩ ŦƻǊ 
something appreciated, not only the songs as music, but also what you 
ƘŀǾŜ ǿǊƛǘǘŜƴ ƻƴ bƻ н όΨ¢ƘŜ /ƻƭƻǳǊΩύΦ  LŦ ƻƴŜ Ŏŀƴ ǿǊƛǘŜ ƛǘ ǿƛǘƘƻǳǘ ōŜƛƴƎ 
ŎƻƴǎƛŘŜǊŜŘ ǎŜƴǘƛƳŜƴǘŀƭΣ ƛǘ ǊŜŀƭƭȅ ǊŀǘƘŜǊ ƳƻǾŜŘ ƳŜ όǿƘƛŎƘ ƛǎ ŀ ǘƘƛƴƎ LΩŘ 
ǊŀǘƘŜǊ ǿǊƛǘŜ ǘƘŀƴ ǎŀȅύ ϧ L ǘƘƛƴƪ ƛǘΩǎ ŀ ƭƻǘ to come from a pretty well known 
composer [Milford] to one who is not [Finzi].  Anyhow, appreciation (& 
criticism) from people whose work I admire is the only sort that gives me 

ǊŜŀƭ ǇƭŜŀǎǳǊŜΣ ǎƻ ȅƻǳΩǾŜ ƎƛǾŜƴ ƳŜ ŀ ǇǊƻǇŜǊ /ƘǊƛǎǘƳŀǎ ǇǊŜǎŜƴǘΗ
21

 

 
Neither Kirstie nor Finzi was confident about the entire set of Hardy songs: 
 

L ǘƘƛƴƪ YƛǊǎǘƛŜ ǿƛƭƭ ǎƻƻƴ ƎŜǘ ǘƻ ƭƛƪŜ ǘƘŜƳΦ  tŜǊƘŀǇǎ ƴƻǘ bƻ м όΨ¢ƻ {ƛƴŎŜǊƛǘȅΩύΣ 
ǿƘƛŎƘ ŘƻŜǎƴΩǘ ǎŜŜƳ ǉǳƛǘŜ ŦƛƴƛǎƘŜŘ ϧ ŘƛƎŜǎǘŜŘ όΨǊŜŀƭƛǎŜŘΩ ƛǎ ǘƘŜ ƧŀǊƎƻƴΣ L 
ōŜƭƛŜǾŜύ ōǳǘ bƻ н ϧ bƻ о όΨ¢ƘŜ /ƻƭƻǳǊΩ ŀƴŘ ΨLŦ ƛǘΩǎ ŜǾŜǊ ǎǇǊƛƴƎ ŀƎŀƛƴΩύ ǎŜŜƳ 
ŎƭŜŀǊ ŜƴƻǳƎƘ ŦƻǊ ŀƴȅƻƴŜ ϧ Ƨƻƭƭȅ ƎƻƻŘ ǘǳƴŜǎ ǘƻƻΦ  L ǘƘƛƴƪ bƻ п όΨ¢ƻƭŜǊŀƴŎŜΩύ 
is a real beauty, much in my mind at the moment, & gets right inside 

IŀǊŘȅΩǎ ƎǊŀǾŜ ϧ ƎŜƴǘƭŜ ƳƻƻŘΦ
22

 

 
CƛƴȊƛΩǎ ƧǳŘƎŜƳŜƴǘ has been borne out as No 1 is the least known song of the set and 
ǿŀǎ ƴƻǘ ǇǳōƭƛǎƘŜŘ ƛƴ ǘƘŜ Ƴŀƛƴ ōƻƻƪ ƻŦ aƛƭŦƻǊŘΩǎ ǎƻƴƎǎΦ 
 
ΨL ǿƛƭƭ ƴƻǘ ƭŜǘ ǘƘŜŜ ƎƻΩΣ ŀƭǎƻ ǿǊƛǘǘŜƴ ƛƴ мфофΣ ƛǎ ǘƘŜ ƭŀǎǘ ƻŦ aƛƭŦƻǊŘΩǎ ǇǳōƭƛǎƘŜŘ ǎƻƴƎǎΦ  
Dedicated to John Goss, a well-known singer of the day, this song is a setting of 
.ǊƛŘƎŜǎΩ ǎŜǾŜƴ-verse dramatic love poem.  Forming a gateway to the more 
ŘŜǾŜƭƻǇŜŘ ƭŀƴƎǳŀƎŜ ƻŦ ǘƘŜ ǳƴǇǳōƭƛǎƘŜŘ ǎƻƴƎǎΣ ΨL ǿƛƭƭ ƴƻǘ ƭŜǘ ǘƘŜŜ ƎƻΩ ƛǎ ŀƴ ƛƳǇƻǊǘŀƴǘ 
ǎƻƴƎ ƛƴ ǘƘŜ ŎƻƳǇƻǎŜǊΩǎ ƻǳǘǇǳǘΦ 
 
In the poem, the poet raises with his lover various reasons against, and various 
conditions for, allowing her to leave him, thus ending their month-old affair.  In the 
first verse, he questions their relationship being simply acknowledged in a single, 
presumably farewell, kiss.  In the second verse, the poet suggests a complete 
ƛƴŎƻƳǇŀǘƛōƛƭƛǘȅ ōŜǘǿŜŜƴ Ƙƛǎ ƭƻǾŜǊΩǎ ǿƻǊŘǎ ŀƴŘ ŀŎǘƛƻƴǎ ǿƘƛŎƘ ƴƻǿ ōŜƭƛŜ ƘŜǊ ǿƛǎƘŜǎΦ  
In verse three, the truth of their love has been witnessed by the daylight, while in 
verse four, the stars have been witnesses.  In verse five, the constant lovers have 
                                                           

20  Milford letter to Finzi, 17 September, 1938 
21  Finzi letter to Milford, 24 December, 1938 
22  Finzi letter to Milford, 24 December, 1938 
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ōŜŜƴ ŀǘ ƻŘŘǎ ǿƛǘƘ ǘƘŜ ŎƘŀƴƎŜŀōƭŜ ƳƻƻƴΦ  Lƴ ǾŜǊǎŜ ǎƛȄΣ ǘƘŜ ŦƭƻǿŜǊǎΩ ǿƛƭƭƛƴƎƴŜǎǎ ǘƻ ōŜ 
plucked by the lovers is the reason given against the break-up and in the final verse, 
the poet argues that, due to all the earlier reasons, he has too great a case against 
ǘƘŜƛǊ ǎŜǇŀǊŀǘƛƻƴΦ  ¢ƘŜ ǇƻŜǘ ŀǊǊƛǾŜǎ ŀǘ ŀ ŦƛǊƳ ŎƻƴŎƭǳǎƛƻƴ ŀƴŘ ǎǘŀǘŜǎ άL ƘŀǾŜ ǘƘŜŜ ōȅ 
ǘƘŜ ƘŀƴŘǎκ!ƴŘ ǿƛƭƭ ƴƻǘ ƭŜǘ ǘƘŜŜ ƎƻέΦ   
 
ΨL ǿƛƭƭ ƴƻǘ ƭŜǘ ǘƘŜŜ ƎƻΩΣ ǘƘŜ ƭƻƴƎŜǎǘ ƻŦ aƛƭŦƻǊŘΩǎ ǇǳōƭƛǎƘŜŘ songs, requires more 
extensive consideration.  A rising tonic A minor triad, ascending through 
chromaticism to form a complete arpeggio (ACEA), introduces this turbulent song.  
aƛƭŦƻǊŘ ŜƳǇƭƻȅǎ ǘƘƛǎ ƎŜǎǘǳǊŜ ǘƘǊƻǳƎƘƻǳǘ ǘƻ Ǉŀƛƴǘ ǘƘŜ ǇƻŜǘΩǎ ŦǊŜǉǳŜƴǘ ŘƻƎƳŀǘƛŎ 
ǎǘŀǘŜƳŜƴǘǎ άL ǿƛƭƭ ƴƻǘ ƭŜǘ ǘƘŜŜ Ǝƻέό9ȄΦснύΣ ό9ȄΦсоύΣ ό9ȄΦспύΣ ό9ȄΦсрύΤ ŀƴŘ άL ƘŀǾŜ ǘƘŜŜ 
ōȅ ǘƘŜ ƘŀƴŘǎέό9ȄΦссύΦ /ƻƴǎǘŀƴǘ ƳŜƭƻŘƛŎ ŀƴŘ ƘŀǊƳƻƴƛŎ ŎƘǊƻƳŀǘƛŎƛǎƳΣ ƘƛƎƘ ǊŜƎƛǎǘŜǊ 
ƴƻǘŜǎ ŀƴŘ ŦŀƭƭƛƴƎ ǎŜǉǳŜƴŎŜǎ Ǉŀƛƴǘ ǘƘŜ ǳǊƎŜƴŎȅ ƻŦ ǘƘŜ ǇƻŜǘΩǎ ƳŜǎǎŀƎŜ ƛƴ ǾŜǊǎŜ ƻƴŜΦ   
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{ǳǎǘŀƛƴŜŘ ǘƘǊƻǳƎƘ ǘƘŜ ǳǎŜ ƻŦ ƻǊƎŀƴƛŎ ŘŜǾŜƭƻǇƳŜƴǘ ŀƴŘ ƴŜǿ ƛŘŜŀǎΣ ΨL ǿƛƭƭ ƴƻǘ ƭŜǘ ǘƘŜŜ 
ƎƻΩ ŎƻƳƳŜƴŎŜǎ ƛǘǎ ŘŜǾŜƭƻǇƳŜƴǘ ƛƴ ǾŜǊǎŜ ǘǿƻ ŀŦǘŜǊ ǘƘŜ ƻǇŜƴƛƴƎ ŀǊǇŜƎƎƛƻ ǇƘǊŀǎŜ 
(still suggesting A minor).  Gentle quaver figuration on E minor harmony (over a 
ǇŜŘŀƭ 9ύ Ǉŀƛƴǘǎ ǘƘŜ ǇƘǊŀǎŜǎ άLŦ ǘƘȅ ǿƻǊŘΩǎ ōǊŜŀǘƘ ŎƻǳƭŘ ǎŎŀǊŜ ǘƘȅ ŘŜŜŘǎκ!ǎ ǘƘŜ ǎƻŦǘ 
ǎƻǳǘƘ Χέ ό9ȄΦстύΦ  
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Falling semiquaver figuration on G minor (7), F# minor (7) and Eb major harmony 
paints the image of feathered seeds being tossed (Ex.68). 
  

 
 
The opening arpeggio gesture is not retained at the end of verse two to paint the 
ǇƻŜǘΩǎ Ŏƻƴǎǘŀƴǘ ŘŜǘŜǊƳƛƴŀǘƛƻƴΦ wŀǘƘŜǊΣ ƴŜǿ ŎƘǊƻƳŀǘƛŎ ƳŀǘŜǊƛŀƭ ǎǳƎƎŜǎǘǎ ǘƘŜ 
increasing determination of the poet (Ex.69). 
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Verse three commences with the rising arpeggio gesture now on D.  This verse 
employs larger homophonic writing with a Bb minor chord commencing with the 
ǇƘŀǎŜ άIŀŘ ƴƻǘ ǘƘŜ ƎǊŜŀǘ ǎǳƴ Χέ ό9ȄΦтлύΦ 
 

 
¢ƘŜ ǇƘǊŀǎŜǎ άhǊ ǿŜǊŜ ƘŜ ǊŜŎƪƻƴŜŘ ǎƭƻǿκ¢ƻ ōǊƛƴƎ ǘƘŜ ŦŀƭǎŜ ǘƻ ƭƛƎƘǘέ όōŀǊǎ нр-27) are 
wonderfully illuminated by Eb minor, D major, Eb minor, Ab major, F minor and G 
minor harmony with an equally effective melodic ascent (Ex.71). 
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The ending of verse three suggests a period of reflection on the part of the poet 
through the use of a high register monotone (top E) in quasi-recitative style and 
meno mosso, senza misura markings (Ex.72).  
 

  
For the opening and closing lines of the next two verses (verses four and five), 
Milford again deviates from the arpeggio-based gesture.  In verse four 
semiquaver/triplet demisemiquaver figuration over a repeating pedal A gently paint 
ǘƘŜ άǎǘŀǊǎ ǿƘƛŎƘ ŎǊƻǿŘ ǘƘŜ ǎǳƳƳŜǊ ǎƪƛŜǎέό9ȄΦтоύΦ 
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The final ǇƘǊŀǎŜ ƻŦ ǾŜǊǎŜ ŦƻǳǊΣ άL ŘŀǊŜ ƴƻǘ ƭŜǘ ǘƘŜŜ ƎƻέΣ ƛǎ ŘǊŀƳŀǘƛŎŀƭƭȅ ǇŀƛƴǘŜŘ  
ǘƘǊƻǳƎƘ ŀ άƎŀǇ ŀƴŘ Ŧƛƭƭέ ƳŜƭƻŘƛŎ ǎǘǊǳŎǘǳǊŜ ǿƘƛŎƘ ƳƻǾŜǎ ǘƘǊƻǳƎƘ D ƳŀƧƻǊΣ C ƳŀƧƻǊΣ 9 
major and A minor harmony (Ex. 74). 
 

 
 
Rising demisemiquaver bass figuration suggests the rising moon in verse five while 
syncopated added-ƴƻǘŜ ŎƘƻǊŘǎ ƘŜƭǇ ŜƳǇƘŀǎƛǎŜ ǘƘŜ ǇƻŜǘΩǎ ŎƻƳƳŜƴǘǎ ƻƴ ǘƘŜ ƳƻƻƴΣ 
άǊƛǎƛƴƎ ƭŀǘŜ ŀƴŘ ǎŜǘǘƛƴƎ άǘƻƻ ǎƻƻƴέ ό9ȄΦтрύΦ  
 



 

72 

 

 
 
C minor (6) harmony at the opening of verse six comes as a surprise.  Moving to B 
minor and A major harmony, the verse opens in the upper melodic register 
suggesting near-desperation on the now well-ƪƴƻǿƴ ǿƻǊŘǎ άL ǿƛƭƭ ƴƻǘ ƭŜǘ ǘƘŜŜ ƎƻέΦ  
Rising and falling first inversion chromatic triads set against A major arpeggiation 
ǎǳƎƎŜǎǘ άȅƻǳƴƎ ŦƭƻǿŜǊǎέ ό9ȄΦтсύΣ ǿƘƛƭŜ the conclusion to this verse presents the 
most dogmatic phrase άL Ŏŀƴƴƻǘ ƭŜǘ ǘƘŜŜ Ǝƻέ ό9ȄΦттύ.  Here the harmony starts to 
return the song to D minor through prolongation of the A harmony and use of 
dramatic figuration (including contrary movement in the piano). 
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Milford now ceases any further development in the song by returning to the rising D 
ƳƛƴƻǊ ƎŜǎǘǳǊŜ ŦƻǊ ǘƘŜ ƻǇŜƴƛƴƎ ƻŦ ǾŜǊǎŜ ǎŜǾŜƴ ό9ȄΦтуύΦ ¢ƘŜ ŎǊǳȄ ƻŦ ǘƘŜ ǇƻŜǘΩǎ 
ŀǊƎǳƳŜƴǘΣ άL ƘƻƭŘ ǘƘŜŜ ōȅ ǘƻƻ Ƴŀƴȅ ōŀƴŘǎέΣ ƛǎ ǇŀƛƴǘŜŘ ǳǎƛƴƎ ǎŜǉǳŜƴǘƛŀƭ ŦŀƭƭƛƴƎ 
ŦƻǳǊǘƘǎ ƛƴ ǘƘŜ ƳŜƭƻŘȅ ǿƛǘƘ ǘƘŜ ǿƻǊŘ άǘƻƻέ ōŜƛƴƎ ŦƛǊƳƭȅ ŀŎŎŜƴǘŜŘΦ  aƛƭŦƻǊŘ Ǉŀƛƴǘǎ ǘƘŜ 
ǿƻǊŘ άōŀƴŘǎέ ǘƘǊƻǳƎƘ ǘƘŜ ǳǎŜ ƻŦ 5 ƳŀƧƻǊ ŀƴŘ . ƳƛƴƻǊ ƘŀǊƳƻƴȅΣ ŦƻƭƭƻǿŜŘ ōȅ ŀ 
resolution on E7 harmony (Ex.78). 
   


