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 thre 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 felong such as modality, repeating melodic units
and phrases and Injer 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 experimentatiprconstantly 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
W5 & 6 NB || Donne| 1930 1931 OUP
Four Songs with Piano Bridges| 1933 1933 Novello
Accompaniment
W{2 agSSi f
wotfS3eqQ
W[ 20S 2y Y
Cradle Song Blake | 1935 1936 OUP
Four Hardy Songs Hardy | 1938 1939 OUP
Wwez2 {AYyO!
We¢ KS / 2f
WLF A0Qa S¢
We 2t SNI Y
We¢ KS t Ay || Hardy | 1938 1939 OUP
WL gAtt 2| Bridges| 1939 1940 OUP

LY | RRAGAZ2Y -n@easing prafedsiaralltie, thed 93RS also saw the
KIFILILRE | NNAGFE 2F w20AyQa | YR Y AndEiapgd SQa
. FNYylFoeQa o0ANIK YR LINRPF2dzyR FNASYRAK
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 Staimeryoungest

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 absaite gentleness and thoughtfulness in his dealings with people,
musical and otherwise:

When | was about eighteen, | paid happy visits to Robin and Kirstie in their

avYlrtf K2dzaS Ay 9LJA2YX F2N) O2YLRaAAdGA2y €S
K2YSQo R2oBYy @dadel SR & LIl &@Ay3a WWSYATS!
tongue out. It was glorious 6 dzi w20Ay Qa FAY3IASNE oSNBE 7T
perform well, and even Nora Ford had to give him up as an impossible

violin pupil. Sometimes he would play us his latesinpositions (he

worked on them at the piano a lot), and once, to my great joy, he went

(KNRdzZAK WEKS t NPLKSG Ay GKS [FYRQZ 6AGK

aNBE tSyylryiQa FAylLf O02YYSyd alrea | 3INB
reserve. She WNRGSY GL alg w20Ay 2y 0OS RdzZNAyYy3I
Downe House, when | took my instrument to try out his clarinet concerto with him.

LO o6& oNARGOSY AY KA& GY2RSNYé¢ LISNR2REZ
characteristically, al R6 Ay &l AR gl ay aL¥F¥ L Yle& ale

63676 ¢

In later years, reflecting on the Robin Milford she knew during the 1920s, Alice

t SYyrFEyd gNRIST aw2o0Ay 4l a Y2RSad FyR |
and had an earthy sense dumour and a fund of well worn jokes of innocent

@ dzf 3 Neheliréngeshbered happy family gatherings at the Milford home and
O2y UAYydzSRY d1'S FYR YANBGAS 3IFLGBS |y |y
stirred the hot punch, and gleefully recited thegredients: no one who was there
O2dzt R FT2NHSUO KAa ylalft LINB Yy dzy OA L GA2Y 2
Stainers and Milfords spent part of Christmas and all their summer holidays
(238GKSND * Mrd Relhdant, Folvéver, @lso recountéte darker times:
G¢KSNBE 6SNB Of 2dzRa 2y GKS K2NRARIT2ya (2:
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 |bid
3 Alice Pennant, post959

4 |bid
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y202REMET2NRT KAY

aSt¥z y2G6SR 2F (KS
2FGSY YI1S fAFS a0l

a
NOSfte (2t SNl o6f S¢ o

¢KS &a2y3a 2F (GKA&A LISNA2ZR akKz2g¢ GKS SEGN
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 bornm 1935.

C2tft2¢6Ay3 W5 &0 NBF1Qx az2y3a NEFE SOGAY3
W{2 &a¢SSi t20S aSSYSRQ: W[Z@@ZiﬂdM@ZK@
everspringdlF Ay Q YR WYRXYS2 LAAWNT (TSNP XD &atYy L2 &
GKA&a LISNAR2Z2ZRO® Wof S38Qr K2USOSNE &K2g4a
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
YSYUA2y (0KS dzy OSNIFAyGe GKFEG LI2aarotsS o
We2yGBIHL NS RIENJ SN azy3as akKz2gAy3ad aif
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 textus, wider tonality and dissonanedeatures which Finzi
FSft0 RAR y20 NBLINBaSyd aaAhf is@dRal gullishédA & ¢
song to demonstrate this shift as Milford made no effort to have published any of

his songs written aftet 940¢ nor, indeed, did he discuss these works with Finzi.

aAf T2NRQ&a YIAY mMoponada LldzofAaKSR azy3a ||
before 1939 (Finzi collected his songs into sets for publication, dating from the
1920s). The songs of this pmdifall into particular categories: aysfluenced,

cradle song, folnfluenced, and dramatic. Three songs fall under the first category,
W5 80NBI1Q Ww{2 &asSSi t20S &aSSYSRQ I yR
influence of the Elizabethan ayom twentieth-century English song, Hold highlights
GKS FFOG GKFEG #£FdAKFY 2AfEAFIYAaQ FTANRGDG
GAOKSND oO0LMzofAAKSR AYy Mdoon odzi NROGGSY
deliberate attempt to recreate the Elizabek I y | BhiXdéadalso 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
YdzYOSNI 2F az2y3a o6Soedd W5 8oNBI{1Q

5 Alice Pennant, post959
6 Milford diary entry, 1 June, 1929

7 Hold (2002)Parry to Finzip 103
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The Songs

Daybreak

W5 @80NBIF1Q Ompond &SNWSa Fa | GoNARRIASE
through its similarities with the songs of the 1920s and its melodic, harmonic and
GSEGdzNI f RSGSt2LIYSyGao 2 A0K GKS S4IA 3NJ
composdk &2y 3P LO A& 2yS 2F 2yte (g2 &
aAf T2NRQ&a LldzofAaKSR az2zy3a G2 YF1S dzas
published songs are mostly syllabic.

After the repeating tonic chords at the beginning of the song (suggesting constancy),

GKS Y2ad YSY2NlotS FFaLsSota Ay W5Fe&oNBI
{GlFl@8H¢ Ay OFNBEB MT FTYR My OGKNRdzZAK f 2y =
impressive worepk A YGAY 3 2F GLISNRARAKE Ay o6 NBA H
LINE OS&dad ¢KS O2YLRAaASNDRa aSioadaay3a Ay O
monosyllabic. Melisma of this scale for word painting next appears in the later

dzy LJdzo f A A KSR &2y 33 X oF ANINBE [GKLISE S NB{AR QI 2

CAYylLfftes aAfF2NR ONBIFrGSa GKS AYlF3IS 27
GKNRdzZAK2dzii W5F&0NBIF1Q o0& SYLX2eAy3a 0A0
and, at the most, two harmonies per bar) and (ii) repeated identical chords.

Four Songs with Piano Accompanimgré33)

So sweet love seemed

lf K2dzZa3K WwW{2 &aSSG t20S &4ASSYSRQ &émMpool
accompaniment of quite diverse character for verses one/two, three and four, thus
ensuring constant interestot match that of the poet. This song is also, like
W5 80NBI1 QX aSG Ay .0 YI22N® ¢tKS &AYL
harmony suggests the apparently simple observation of the ppdhat love
changes (Ex.36). Yet Milford is able to bnngny touches of imagination to the
unexpectant ear. The subtle gentleness of addetes and inversions adds further
interest to the accompaniment.
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quietly
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So sweet__ love seemed that A - pril morm,
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¢tKS 20SNIff LR2SGAO YSaal3asS 2F w{2 &a¢SS
After the arpeggiated introduction, verse three is striking in its change from-well
established homophony (using a minim/crotchet rhythm) to quademinated
texture, poetically differentiating between the present and the future (Ex.37).

Ex.37 46
45: T T S— — S | ]
e - =
D) T - { a ™ ﬁ T
And in__ the end ‘twill come to pass
- e \
— . e s e e e e
i ]
 a— 4 5— 4E = o e :7 :
43 | B J i} U -

The final verse approgtely returns to homophony, now within a majesfiarte
setting, emphasising the definite conclusion that young love is s(ee88).

Ex.38

JU— f P! i T e — B — }
re R el — ! e o =i 4 -—o. o 4]'; JI
T ~ — — — T
His lit - te spring, that sweet we found,
_—'—"‘-_‘-F \
. | 1 M
|
S
T{r 5 L N —— | i | :ﬁl 1
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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
falserelation which Milford introduces in bar 46 suggests the Elizabethan period
021 NI 201 2F O2dzNBSXE Tl @2dzNBSR UKA&a RSO

A~

W9t S38Q ompoold A& R F“e)\c") G§SR G2 GKS 0O2
LﬁNﬁzNylyééogg\mmyaS Ay3a 27 .NIRHS 0
arAf T2NR aSS{a Ayl AQa PRQAOS NBE3IIF NRAY3

L aK2dzZ R @FfdzS @2dz2NJ 2LIAYA2Y 2y Y& 9fS3e oy
could bear to hear it when you come hetd. Q@S t2aid +ff O2yFARSYOS
work now; | mean, if the ideas themselves (the essentials) are decent at all, or just

8
awful.

2YVAARSNAY3I aAfF2NR & Ly Slddts CAyYIA

GNBFYQ YR O0ZY®a RARAI R YBHUR OSO&zy Of dza A 2y
620K R2yS asSiGiAy3a yR OFy tAradasy G2 S
i K "WeKSNBQA y2

A A

S J22R &asSyasS 2F .tl1SQa

W9 f IS a ®uverse progressivetrophic 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. Thetwelbeh y S @SNESa 2F . NAR3ISaQ
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).

Ex.39
Moderato J=112
. V4 i)
T i == = - £ - —
DN -
Clear and gen - e stream!
A -
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e~ e By~ e et
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8 Milford letter to Finzi, unknown, 1939

9 Finziletter to Milford, unknown date May, 1939
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It becomes an ostinato, suggesting the continuous flow of the stream. Thus, as in
{ OKdzo SN QR Q&aV¢ K&zt . INR®2QYX GKS AYGONRBRdzO(A 2
running stream.

WotfS3eQ Aa UKS FANBO 2F aAftFTF2NRQa azy
0SG6SSy @2A0S YR LALIYy20 ¢KS 3ASYyatS NJ
the idyllic ®tting painted by Bridges. The texture is quite uncluttered, giving the
impression of clarity and gentleness. This becomes all the more poignant when
Wof SHEYAARSNBR f2y3aARS 20KSNJ O2YLJ24¢
NRE21Q 2N RdzN) 38Q& KWFKAS/ 3.Q OoMpHA O D Ly
depicted through a thick texture of flowing semiquavers and all manner of
I OOARSY Gl f ao | 26 YdzOK 3INBFGSNI Aa aAif F:
lighter textures.

WofSAeQu2aVYAARAI AR Ay AdGa dzasS 27F LISNE
I O02YLI YAYSY(l NBLINKBaSyda GKS Ft2gAy3a ai
1 3SQ% + RAFE23dzS GF1Sa LIXIOS 0SipSSy ¢
variation between theverses, 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);

Ex 40
meno mosso p 34—
Ma - ny an af-ter - noon Of the sum—merdayDream ing here I lay;
‘-_“-‘—ﬁ\
- h 1 —_—
=1 = =5 - |
= T 1 e bt [ i ]
P espressivo u_-r//
: —r—F e e T
—— = = - =3 ¥ -
s SRS U —
39

low register open F and C chords hwa falling melodic contour (now, in reversed
OFy2y 0 &dz233SadAy3a aiKS RSSLI 60Sff Kdzyack(
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_;33-;5 :E@%—:ﬁa‘t—»qﬁ
First the deep Ef!mme the Mm ster tower, And then
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"‘ _J-_q_ o i i

a rising melodic contour and sharpening chromaticism depicting the arriyal of
SOSYAYy3I a4/ NBSLIAYy3I dzZLJ 0KS Tt RSé€ O09EDNHI(
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evening comes,  Creep -ingup Ihe glade, With her length - ning shade,

42 poco cresc.
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andrising inner textural 6ths suggesting the brightening moon (Ex.43).

Ex.43 gim. - p Poco rit. Tempo |

7oy
111 1 1
1
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K] & 3 3
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53 u ?§
WwofS3eQ oO60SIFENB &AYATFNARGASA (G2 ¢ dzNY o dz |
LISNE2YATE NHzyyAy3d gL GSNI gAGK Ty aG2adAiAy
superimposed on2f f Ay3d GKANRA YR ¢dzNyodz f Qa
YSt2RAO FAIdZNBO Fa + ol 010t20K G2 GKS

RSTAYAUGUS G2ylf OSYGNB 6KAfS ¢dzNyodz £ Q:
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eventually resolved. Both sondsowever, successfully shroud their reflection with

I a8Syas 2F vYeadisSNEod WSNBYe 5A00t8 RS&C

Vaughan Williams, of course, employs personification in his song ©OycWenlock

Edge (examples include the semigaWNJ T A 3dzNF GA 2y NBLINBaSy
2 Syft201 9R3ASQO YR AGIKES deyy A NIl ilya 42 WNEBRS ¢
azy3da o6& aAfF2NRQa RANBOG O2y(SYLI}Z2NI N
WHiKSYFGAOQ 2NJ LISNAZ2YATAORGEA ZVIZNY OO2 VOB Y
FSIFOdzNBE Ay Of dzZRS WDdzSa&axX DdzSaaQ Ay gKA-
GYeailAo YIFIARE SYyRAYy3 gA0GK | NARaAy3ad Ay
FAIAZNI GA2Yy NBLINBaASyida (KS ORVWEGIONY BIKAI
ASYAljdzr SNk Ijdzr @SN FAIdzNF GA2Yy NBLINBASY
OEIYLX S& 2F DA0O&aQ &az2y3da o6KAOK SYLX 2@
Ay Ot dzZRS We¢KS . StfaQr WeKS wS2SOGSR [ 2
WtK RN} ¢4 GKS 2a0AyFG2 O0&aAYALINI G2 aAf T,
make more lovely seem/Soon night hid horses, children, all/In sleep deep and

' YONRAALFf XEO la gAGK aAfF2NR AYy OSSN
G2LISYE OoOVaWePOKSNRSSERT @2dzy3 KSI NIcdn 6 mdr
this occasion, the pendulum! Perhaps the most impressive Gibbs parallel can be
F2dzy R K28SOSNE AYy WeKS . IfflR 2F {SYY!
is gentle and idylicwhiS DA6o6&aQ Aa fFNHS yR G§KNBI
ONR dzyAlG Ay WI I QY O1SN aAftQ (2 adzZa3s:
adza3Sad GKS YSy Ay WeKS / NAOTSGOSNB 27
does not use not use personificagio YI G SNAFf Ay W{ftSSLIQO®
Ct SGOKSNNa LR2SY A& | FAyS SEFYLXS 2F L
2 NI 201 Qa autnetS Aa aavyLxe G22 &adomiatsS
relies much more on delicacy of harmony aaddromatic figuration. Finzi also
SYLX 2ea | R2G0SR NKe@GKYAO dzyAl G2 LI A
Other examples of Finzi employing personification material can be found in
W{dzYYSN] { OKSYS&aQ YR Wt NRdzR {2y 3&0SNHEQC

Love on my heart

W[ 20S 2y Yé KSIFENIQ omcpoold Aa G(GKS GKANR
English ayre. In his poem of the same name, Bridges explains that love has
descended on him and compares this to a process of najute dew refreshing
flowers. The pem is a joyful love poem presented in religious terms. Milford
employs an interesting rhythmical setting through a series of time changes in each
OSNB ST aK2gAy3d KA& RSRAOFGAZY G2 GKS LIk

10 Dibble (2001)The Songs & Part Songs of Percy TurnBathm CD 020
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a4 AY W{2 &a¢SSiG t20S aFTSSROIV[IKBS 2205 N
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, hlgrng)ﬁtEI 0KS LIKNJ
lye 2GKSNJ 228 (KIFIy KAaé O09EPnNnoOSP

dim.

1 31LJS0Ga 2F aAfFTF2NRQa W51 80NBF1QX WwW{2 &
0S FT2dzyR Ay 2| NI 201Qa W¢KS [/ 2yiaSyidaSR
harmony (i.e. one harmony per bar) whicsustains arpeggiation and quaver
figuration in the accompaniment, and long melodic notes (e.g. dotted minims).
{AYAT NI &z 2 NX201Qa az2y-BlI ORYyOfIzREH 4
NEFt SOGAYT arif F2NRQa O2y OfAid2a MAW (R 3 W R Iy
WeKS /2y0SYUISR [20SNRS 2F O2dzNBS> SYLX
NEFt SOUAY3I GKS AyTFfdzSyOS 2F 020K 5Sf Ad:
aoSSG YR {AYRQ | faz N\S%t[yléj”ﬁgébuulbd\ldsierf St 2
RSANBS GKIYy W¢KS /2yGSYiSR [20SNDo 2 |
u

ayrestyled (or nee®@ f AT I 6 SGKIyy az2y3a | YARAG aAhf
includedanayrée i€t S YARRES aSOGA2Yy 6 (ue&utifuliys T NI .
LI AYdAYy3 GKS RSEAOFGS fAySa & claidylova Ay 3

X €

CAYT A NBIAAGSNBR KAA FLIWINBRGLFE 2y NBOSAI
collectionFour Songs with Piano Accompanin®nt & ¢ K $ songs&r [avely & |

R2y Qi 62yRSNJ i /dziKoOSNI YStteQa SyiuKd
YR W[ 2@8S 2y Yeé KSINIQUO aSSy (2 0SS (K¢
Sldzk tt& FAYS 9 L OlyQli GKAyl &2a03 Q@§¢
LIdz0 f A SEKBREDNR o1 a4 LI SHEASRT aLQY &2 3t F
n FNB GKS 08ad3 LISNKI LA " ThisFiaRdamment |y

11 Finzi letter to Milford, 29 June, 1938

12 wmilford letter to Finzi, 2 October, 1938
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highlights the fact that Milford was completely unpretentious, if not damagingl
selkcritical, regarding his music and totally wrapped in-sielfibt. He continued,

G4b2gs L Y Y2NB FYoAr(GAzda AaGAffz 2y8 Ol

Even in the 1940s, Fingil & adAff SELINBaaiAy3d KA& | RY
20S aSSYSRQ® 1S gNRGS (2 aAftF2NRI |
§8YSR T2 NThafiliing @eek Rinzi returned to the matter of scoring
{2 apSSi f 23S toaaP8ferdance attoge ol tNewbury2Sifings

[ 2y OSNI Az d,2dz OSNIFAyfte 2dAKIG G2 &ao2N

others if you think they would score). We should certainly love to do it, for you

OFyQil AYIIAAYS K2g dnpofafysddgizifod sopraino ahdistritig? T

GKFEG FNB F2NIK R2Ay 3£ O

Cradle Song

W/ NI R ($935), anyirglididual song, is a setting of a-fireese poem by William

Blake. The poem involves contrasts between innocent joy and sorrow, light and
darkness, andsub-consciousness and consciousness. In verse one, the poet
establishes an innocent rocking image during the first three lines, with sorrow

F LILISTE NAY 3T Ay (GKS F2dzNIK fAYySo | F @AYy 3 ¢
Blake returns to the themefannocence 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 adultrahe existence of some mysterious secret
motive for joy¢c LISNK I LJAX S@Sy s K2feéeo L fF1S0a Lk
and frequently prophetic in nature. In verse four, the darker aspect, first introduced

in line 4 of verse one, returns. Lessacent thoughts are now insinuated as the
oloeé afsSSLlas NBadzZ G6Ay3a Ay RA&ZGNBaAaSR |
2T OSNRS F2dzNJ FNRY af AIKGYyAy3Iad oOoNBI | ¢
fifth verse and returns to the repetitionfdhe third and fourth lines of verse one.
¢CKA& &aSNBSa Fa | O2RSGGI G2 U KiSprofoang 3 ©
YR A& | OKASOSR (KNRdzZAK (KS L}2SiQ&a (KS)
{AYAEFNI G2 LNBflIYyR AY WeKS | 20®7) ale Q |

W/ N} Rf {2y3Q OmMpPHYOZI aAfF2NR SYLX 2¢a
R2UGSR ljdzZr GSNXk&aSYAljdzr 3SNJ FAIdzZNE Ay (KS

u»

13 Milford letter to Finzi, 2 October, 1938
14 Finzipostcard to Milford, 10 February, 1942

15 |bid
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Ex.45
Poco lento (2 slow beats)

o g—‘ﬁﬁtlrrz%ﬁ
Sleep, sleep, beau - tybright, Dream - ing in the joys__ ofnight
| tl | |! — | | h— K !  w——
P legato "
- — ﬁ——l—g:;l-;'ﬂ 2] - B = .
SEEES=S =S === ==S==E=sS==%
1
bdzYSNRdza O2YLIRaSNB KI @S SyYLif28SR (G4KS «a
DAOOAdZAAY OW[QO o0dzi aAf F2NR>X Ay NBALRYRA
RSOSt2LIYSYyd 2F KAa W NITRfS {2y3Q {(KNRd
GKAOK LI AYG GKS Y2NB aAyAaildsSN | aLlSodba
|.

O2yGAydzSa A0aa aNFDODRAYI4G NKRBKY2ZT S@20
various tensions are created through dissonance, adding much to his song (Ex.46).

Ex.46 : £ pocorit . ‘.__":--;-;
— — h—s X '.
————J—F B F — '
?_:i — - i = — £ ——
Then___ the dread - ful night shall break.
> ~
g =1 1 m | b
G e E Sl =B
poco rit. P ——
1] y Y A
32 L ‘% 3 ¥ f

LO Aa y2i0 2yteée GKS NROJAY3I NKeGKY 6KAOF
angular contours created by theumerous neighbounote structures. These
F2NBGOStt yR GKSYy RSLIAOGO GKS FdzidzNB K2
guaver/semiquaver unit serves as a profound melodic feature, its subtle use within
middle texture is equally effective, giving a foond sense of wholeness to the
azy3ao ' Y23 KSNI LI NOAOdzE I NJ FSFGdzNBE 2F a
within its F major tonality.
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Four Hardy Sond4938)

The next series of songs display the influence of Englisksdollg (through modal
implications, melody, harmonic movement by step and pariting) and folk poetry
(in terms of poetic themes and construction).

We2 {AYOSNARGOGEQ 0O wmdolgddype Asdng, Eempl&yiNg & Imard O
LINE ANB&aADS YdzaAOlt I yIdAGISRS 4RESH2 NIR ¢
{AYOSNRGEQ GKS ftFNBSaAd FYyR Y2ad RNXYI G
sections and a coda. It is rhapsodic in charactertdues harmonic and chromatic
wanderings, and use of tonal and modal implications.

Ly GKS LR2SY>Z We2 {AYyOSNARGeQ> GKS wweSi (
of opposites. He is sceptical¥ (G KS STFFSOGa 2F GKS Y2RS
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 inteals, gentle and angular contours, large and small
melodic ranges, tonality, modal implications, light and thick textures, diatonic
harmony, and chromatic harmong all underpinned by a series of juxtaposed
diverse sections. Organic development involvetriglet 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.

0KS G¢g2 aAaARSa 2F GKS O2y@SNELFGA2Y 0SS
arAf T2NRQa dzasS 27F 2dzEGl LR2aSR JIFNEAy3 &8
assists in the presentation of difing viewpoints between the old and the new in

We2 {AYOSNAGEQOD {AYAETI N G2 aAfF2NR AY
gAft y20 €S0 GKSS 32Q FYyR Wal3ayAFTFAOolraQ
02 LIAYG GKS BERMWMEABAUHKLYt U BgdzRRPA0F NBEK e

Armstrong Gibbs also emplay & LISOAFAO 1 S@4a RdzZNAYy3 W! N

5SRAOFGSR G2 DSNIYfR CAYTAZI WeKS [/ 2f 2dzN
powers in songvriting and illumination of poetic imagery where felkle is set to
folk-like music. The poem captwgehe true essence of Wessex fodltes with
GKAOK GKS LRSG ola az FlFEYAEALFND DA
201 KEYLIG2Y /2001 3S -AFRIAKBNEBERNKRAXKYHI 21
G2 L12SYa &adzOK Fa We¢eKS [/ 2fug ki, whithe a i |
had already used for a poem in the early months of the war, provided the basis for
twomorepoemsX a8 RAGI GA2ya 2y F 1 2fARI&Q | yR

16 Gittings:The Older Hardy1978, p 253
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In the poem, the questioner attempts to find an appropriate coldor 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

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 assomatdgh mourning.
Thus, throughout the poem, Hardy uses colour to hint at an unstated story through
0KS NBOJINNBYy(d LR2SGAO G§SOKYyAIldzS 27F |jdzSa
is a fiveverse song in strophic form, the text and each colour are itated
through a series of variations in the accompaniment of verses two, three and four,
with verses one and five both being unaccompanied.

adzaAOFft FSIGdz2NBEa& ¢KAOK ONBIGS yDK @RS 2 dzk
fanfare-effect suggesting the any in the poem and, tragically, suitable for a
wedding (Ex.47);

Ex.47

Moderato J-=¢.42
A4 : a1
+ = =1 —~ ——
o |
3 . /22' o ‘What shalll bring you?
:F#;j[ 1— - — = r — a— — %
™ d = | * £ -
d dim. ¥ 4
J ST 3 — Y Y
- = — —F—— T & —§& —— —]
' 2 ’f J = — = h
1- N - ! ;[ ;.

unaccompanied verses one and five representing the-tllk chaacter of the
poem; the fanfareeffect at the end of the soldier verse; bass running quavers
suggesting the sea for thaitors (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);

Ex.49
h =m= ?ZE# —t—r —
P }
r r
Please will green do Best foryourwear - mg The long day thmug,h?
H 8 >y —} - :/‘—-B s i
- o e T ——p— 1:;1l= - ———— ——
= a— L ' m— =  yomme X 1 & 1 1 1 | —_— A —
[ N ) G
P espress. §
e = = 3& —f=
34 ——

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

Ex.50
¥ . ln)
r — — 1 re ry T
3 = =
Black is for mourn-ing, And black will do’
>
& Ry wr T S S
r
"_z\ h
49 3 =
L s O

t I N ffSta Oy 06S RNIgy o0SG6SSy arf F2NR
5SSRa AY uKSANJNstluxzyaKALJQ£G%BSy52e
5SSRaQ> GKS O2YLI2ASNI SyLJ 2ea | aLISNAZ2)
represents the soldier on his steed. However, through the range of textural

variation, Milford creates a wonder illumination of each colourdentification arl
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Ala NBLINBaSyualdAz2y o {AYAEf I N G2 GdKS GN
DAOooa SYLX2ea | GNALX SG NKeGKYAO dzyAl
YAIKIQ 6mMpHmMO FYRT FTIAFAYSES Ay GKS QRSO
ThequasF 2t 1 adeftsS gKAOK aAfF2NR SYL}Xz2ea
DAOOAQ W2KSYy L ¢la 2yS IyR (6SyteQ owmdt
tale.

WLT AGQa SO@B988) & lddifcafed to [KistieA yFallowing the same
O2y & i NHzOG A 2 y-stahza poker, MR Sofiais inipsogresssumphic form.
Milford instantly captures the simple joy of this fgdoem by commencing with a
dotted and syncopated rhythm, appropriately announcing the arrival of spring
(Ex.51).

Ex.51
Allegretto vivace (leggiero)

ﬁz : L R) 77— : - —— Jh——
) ¥ 1
: If its ev - erspring a -gain, Spring_ a -
[ | ‘ | ﬁ ﬁ
# l w7 1 oy g:
ﬁ:t:- s : — - -
e | | | v S o v <
wf T | P
. i
: l’- g .l!, & _ — i I
| ; *H 1 F | ' f
7 | | \_‘/

The introduction hints atafanfal8 T F SO0 o6 F LILINBLINA F 0S 6KSYy
W{ LINAY IQU P Ly AdGa dzasS 2F AaAYLI S KI NX:
3 AYyQ ISyl &imagezfihi? 9edya Sudhh&moryzid résponsible for

the stiking melody which rises and falls both through conjunct and disjunct
movement (Ex.52).
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Stand - ing with my arm___  a-round _ her;
| [ | l N [——
- q 4 1 l(l ) 1 1
% ——3 ’W
— J 1] [ = )
L= r
10 coll. 8va. .«
[A1S We¢KS /2f2dz2NRE WLT A0Qa SOSNI ALINAY
G2 1 I NRéQa YSiNBao CKAA Ay g2t 08/8 nO2Yy &
Verse 1, and 6/8, 5/8, 6/8 in Verse 2.
¢tKS OtAYFIE 2F SIOK OSNBRSZT | (2L DI AyQ

OSNES 2yS FyR aLFT AdQa SOSNI adzyYYSNI A
unaccompanied rising conjunct 4th prepares fistener for the remarkable rising
YAY2N) TOK €SIFL) gKAOK KAIKEAIKIA GKS g2

Ex.53
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12 locot.—-—" :

andd adzYYSNIAYSE O9EDpnO OFdNIKSNI SYLKI &
accompaniment].
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.Ex.54

et
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K it's ev - er sum - mer - time,
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28 loco #

CKS adzoifSte 2F WLFT A fatdhatSif&dNivas adhkoy 3 |
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 enhatees in this

song, lifting it to an extraordinary level of artistry.

We 2 f SB3POS @ progressive I NB LIKA O aSdaay3a 27F |k
concerned with philosophy, wilower, shadows of the past and tombs. Milford
explained that it was writtgé  F F 0 S NI & @A & AL A OB 1+ HyNR & G aNTi K

Ly FANJ 2F YealSNE Ay We2f SNIyOSQ Aa Ay
suspended dominant (Bb). Against this background, the melody and piano interact
AY ' RALFf 23dzSA MIKR KR $\-noy Stk cHRe EdeND in bar 1

and BBGBb 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 ouPBook of Songsl942, p 42
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Ex. 55

Con moto (semplio:e)J =c.108
P |
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Examples of memorable features include the alteration in musical mood to
happiness from the gloom of the previous verses and a textural fanfare representing
0KS LI S i frafraidiry®dnSidnise dain (Ex.56);

Ex.56
; ! 1—'[—%#—%("_'?—#
o | { i } T - P { 1 1 : i:jr ylg ‘i  —— | {7};4 i' } loeerl—)
less - Is to re -mem - ber I re - frained Frommas-ter-ies lmight _have gained, And formy_
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g e DRSSO =
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D8 — I' T » 1 ; r 1 - ¥ 1 i
S AR RN P EE e = VIAE RS MES 2=
23 — Y LA -
loco coll 8va

octave and bass register votceupling creating the image of the depth of a tomb
(Ex.57);
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Ex.57 P Poco sostenuto (ma semplice)
£ I{x T n . — —— Y - } —]
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and triplet and syncopation figuration representing joy and success (Ex.58).

Ex.58
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PP (una corda)
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|  NRe& Qa

The introduction creates the image ohis$ ridiculous situation of misjudged
priorities through its fast semiquaver rising E minor arpeggio to a false relation,

K dzY 2 N2 dza

followed by a falling fourth in duplequavers (Ex.59).
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t A vidle, striid® O] Q
to those told at HarvesHomes. 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
guestions vy 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.



Ex.59
Poco lento J.=c.52

[3EE
'
75 e
| =+ ———
y o 7 { dim. P
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! F2ff26Ay3 o6FNDa aAtSyOS &adzaA3Sohlipth Iy
herself and of her vocal entry.

. 20K GKS YSt2Ré@ ITyR FFOO2YLI YAYSY(d RSLI(
Particular melodic features suggest both speech and song (Ex.60).

Ex.60

‘O my pret - typink frock,_____ I shant be a - ble to  wear it
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Why is he dy - ing just now? I hard - ly can bear it!
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These include monotones (perhaps implying an intoxicatedes) 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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SIFOK OSNBRSTI FT2NJ Ayaidl yoOSs a2 KeEfféctive KS
features in the accompaniment include the swaying bass figure (perhaps suggesting
0KS aAy3aSNDa &a1ANI agleéeiyd gA0K -Kab NI o+
YSt2R&80 YR ONR{1SYy LAIlIYy2 NKeéiKY:aslgevallS NK I
and accordior,Jt S § SR¢ FNR O] O09EdcmMUL P

Ex.61
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WeKS tAYHR CBRER]I QA 2yS 2F G(GKS TFaistded i S
settings. Doubtless, Milford would have been well capable of lengthening this
setting but, rather, he is content to portray hisessage concisely and efficiently.

alye 2F aAfF2NRQa azy3a INBE aSidaAray3aa 2
aSi FSg O2YAOFt LIRSYa 2y GKS G2LAO o dz
YIye a2y3a gA0K 6KAOK WE¢KSRI AWVHIECNE O]
G2YRSNFdztf WLT R2dAKGE RSSRaQ OMMPHTO D
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
NARAY3I 2y KAa &aGSSR 6l1a adzZa3aSaadSR S|k NI
melody is characterised by syllabic writing with effective leaps to top F# for word
emphasis. Harmonically, accented dissonance on dominant and subdominant
OK2NRa SYLXKIaAaS GKS tAySa a¢KSy GSff
522 UKSSHKkC2N) K& RSIFNJ &lF1Sz yIS OF NS L

Like FinZ aAf F2NR gl a LINRPF2dzy Rt & AYyaLANBR
Hardy too who is my favourite writer, whose poems | sent home for almost as soon
a4 6FNJ ONB1S 2dzis 6K2 AGAff THSooposed Y &
I Oly2¢6ft SRAFHRT &8y 08 Qa i (GKS o6SaIAYyYyAYy3d 27
F2ft26Ay3 RSRAOFGAZ2YS GC2NJ DSNIftR CAYIl
RSt AIKG yR Y& RS&LI ANWDE

18 wmilford letter to Finzi, 21 October, 1939

19 Milford song collectior Book of Songd942
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aAf FT2NR I FS CAYIT A LINA2NI y2iA0S 27FisiKS
T2NJ 82dzZ LQft aASyR &2dz F OB Ehikmas &S 19380 K S
Finzi wrote to Milford, thanking him for his Christmas preseobpies of theFour

Hardy Songs

L NBIffte& R2yQi 4SS g¢gKeé L akKz2dZR y2dd oS
something appreciated, not only the songs as music, but also what you

KIFdS 6NAGGISY 2y b2 H O0WEKS /[ 2f 2dz2NRO D L
O2yaARSNBR aSyidaAaySydarts AG NBFIffe NIFGKSH
NI G KSNJ 6 NRGS G KI yto chrhedrom appretty wéllkdoyii, A G Qa |
composer [Milford] to one who is not [Finzi]. Anyhow, appreciation (&

criticism) from people whose work | admire is the only sort that gives me

NBIf LI SI&dNBE &2 &2d008S IAGSY YS | LINBLI
Neither Kirste nor Finzi was confident about the entire set of Hardy songs:

L GKAY]l YANBGAS 6Att azz2y 384G G2 tA1S8 (K

GKAOK R2SayQi asSSYy jdAGS FTAYAaA4KSR 3 RAZ
0StASPHSU o0dzi b2 HYR WRTOoOAOQREKSOSERI & HANRY 3
Oft SIFNJ Sy2dzaK FT2N) Fyez2yS g 22ftte 3I22R (dzy

is a real beauty, much in my mind at the moment, & gets right inside
I NR2Qa 3aINI o8 5 3syidts Y22RO

I A Q& hasdeed®riSoytias No 1 is the least known song of the set and

CA
I y2i Lot AaKSR Ay GKS YIFAYy 0221 27F

3

Q¢ <,

WL gAff y2a S GKSS 3203 Fftaz gNARGOISY
Dedicated to John Goss, a weflown singe of the day, this songs a setting of

NA R 3 S averse alrérgascylove poem. Forming a gateway to the more
RSOSt21LISR fly3dza 3S 2F (KS dzylldzof A aKSR
az2zy3a Ay GKS 0O2YLIAaSNIRa 2 dzi Lzl &

In the poem, the poet raises with his lover various reasons against, and various
conditions for, allowing her to leave him, thus ending their moolth 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
AyO2YLI GA0AfAGE 0SG6SSY KAaa f20SNRa g2
In verse three, the truth of their love has been witnessed by the daylight, while in
verse four, tle stars have been witnesses. In verse five, the constant lovers have

20 Milford letter to Finzi, 1Beptember, 1938
21 Finzi letter to Milford, 24 December, 1938

22 Finzi letter to Milford, 24 December, 1938
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0SSY d 2RRa gAGK (GKS OKIFIy3aSlIotS Y22y @
plucked by the lovers is the reason given against the buga&nd in the final verse,

the poet argus that, due to all the earlier reasons, he has too great a case against
GKSANI AaSLI NI GA2Y D ¢KS LIRSG FNNA@GSa ||

A~

0KS KFyRak!yR gAff y204 fSG 0KSS 32¢ 0

WL gAft y20G €S0 (GKSS 32 Q>SongsK&uirdsanbra S & U
extensive consideration. A rising tonic A minor triad, ascending through

chromaticism to form a complete arpeggio (ACEA), introduces this turbulent song.

aAf F2NR SyLf2eéa OUKA& 3IS&UdNEB GKNEdzEIKZd
aGrasSySyida aL oAttt y24 €SG GKSS 3A2¢ 09E
oe (KS Kryﬁééégé¢ccu¢ /| 2yaidlyid YStE2RAO0
y20Sa yR FrttAy3 aSldsSyOo0Sa LI AYyld GKS ¢

Ex. 62f L o~ . Z 2

p £ ==

I will not let ___ thee g0. Ends all our
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Ex.64 o .

T will not lee___  thee go

e =—ptr = —d —y

3

Ex.66 poco allargando
S
e
1 have thee by___  fthe hands,
—_
S sempre
61 g i%
il

{dzadF AYSR GKNRdzZAK (GKS dzaS 2F 2NHIYyAO R
32Q 02YYSyO0Sa Ada RSOSt2LIYSYld Ay OSNES
(still suggesting Aninor). Gentle quaver figuration on E minor harmony (over a
LISRIFE 90 LIAyda GKS LIKNFYasSa aLFT (Keée g2
a2dziK X¢ O09E®PcTULO®
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Ex.67 poco tranquillo

¥ e —rr— —— | - F F ]
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Falling semiquaver figuration on G minor (7), F# minor (7) and Eb major harmony
paintsthe image of feathered seeds being tossed (Ex.68).

stringendo

Ex.68 cresc. o
D R S ™ —
b 1 mx p B |
" e wﬁr; — == s
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blow And toss the fea - thered seeds,
) lr. N V| 1 j
—— cresc.
4 —o L R B —

18
The opening arpeggio gesture is not retained at the end of verse two to paint the

LI2S0Qa O2yaidlyd RSIOSNNAYFGA2Y D  wl (KSNJ
increasing determination of the poet (Ex)69
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marcato
4 ;’_\ = r v
4 1'1 Ty] ' SR . S
Then might I let __ thee go
——— = PR - > > -
%1 = :
E_:_!q;: = ! *
#jf- ————— = f }
(h >
20 g e

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
LIKF&aS al PR y2d GKS ANBI G &adzy X& O09E®T nlt

o SN e W

o V2 ¥ NS |
Had not the great sun
~A———
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— ¥ 4
’ s
S
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' F——

e

N
2 2 3
¢CKS LIKNF&asSa ahN gSNBE KSt aNE Of 2 yISRA)Kué 2 G a
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 quesitative style and
meno Mosso, senza misurarkings (Ex.72).

EX.72 meno mosso  (senza misura)

P - r o~ _
—% = ——
Then might [ let thee go.
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P (sub.) P  espress. ..’E \h
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28 M

For the opening and closing lines of thext two verses (verses four and five),
Milford again deviates from the arpeggibmsed gesture. In verse four
semiquaver/triplet demisemiquaver figuration over a repeating pedal A gently paint
GKS aadlNAE 6KAOK ONRPGR GKS adzyYYSNJ aiAS:
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Ex.73

cresc. poco a poco

Tempo 1 (poco agitato) N ——

The finalLJKNJ &S 2F @OSNHES TF2dz2NE aL RIENB y2i
GKNRdzZAK | a3FLI IyR FAtfté YSEt2RAO &i NHzO
major and A minor harmony (Ex. 74).
Ex.74 5 dolce dim.
g Er i e o Tg lan be
1 dare__ not___ M.;__ thee __ ;o. I will not
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36 ¥ @00

Rising demisemiquaver bass figuration suggests the risimgnmoverse five while

z

syncopated adde¢ 2 1S OK2NRa KSf L) SYLKFI&aAasS GKS
9

GNRA&AY3I €3S FyR aSiGAy3a aiG22 a22yé 0609E
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C minor (6) harmony at the opening of verse six comes as a surprise. Moving to B
minor and A major harmon the verse opens in the upper melodic register
suggesting neadesperation onthe nowwell y2 g6y @2 NRa daL GAff
Rising and falling first inversion chromatic triads set against A major arpeggiation
adza38ald aéz2dzy3 T ite edhdlBién tootlEisEversecpiegentssttieA t S
most dogmatic phrasé L O yy 2 (i f S Herektle $arroByéstarts J0E O T -
return the song to D minor through prolongation of the A harmony and use of
dramatic figuration (including contrary movement in thiamo).
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Milford now ceases any further development in the song by returning to the rising D
YAY2N) 3SaGdzNE F2N 0KS 2LISyAy3 2F GSNA
I NHdzYSyd> aL K2fR (GKSS o6& G422 Ylyeée ol
F2dz2NIKa Ay (GKS YStE2Reé gA0K GKS g2NR aiz
g2NR a0l yRaé¢ UOGUKNRIAK GKS dzasS 2F 5 YI 2;
resolution on E7 harmony (Ex.78).
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