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Andrew Gustar

‘Words by F M Hueffer’: A Survey of Song
Settings of Ford’s Poems

Andrew Gustar

Music was important in Ford Madox Ford’s life. His
father, Francis Hueffer, was a prominent musicolo-
gist and critic, as well as a composer. Mizener refers
to Ford’s ‘considerable musical training’,' and Max
Saunders describes how ‘music or the enthusiasm
for music put an end to his education, stopped him
from going to university, but ultimately led to his
becoming a writer instead of a composer’.? Nathan
Waddell argues that Ford was ‘attuned to the enor-
mously rich possibilities of dialogue between music
and the other arts’, and that music influenced his
writing.3 Music is often mentioned in Ford’s fic-
tion and memoirs, and several of his poems were
clearly intended as songs. Indeed, Ford composed
music for some of his own and others’ poems, as
described by Stang & Smith.# Ezra Pound claimed
that ‘we would not be far wrong in calling Mr Huef-
fer the best lyricist in England’.>

This essay surveys other composers’ musical set-
tings of Ford’s poems. A search of library cata-
logues, musical literature and other sources reveals
fourteen published songs, summarised below. Only
those by Warlock and Britten are mentioned in
Ford biographies.

The following sections discuss these songs in more
detail .
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Composer Year  Song Title
1 G. H. Sunderland 1902  Close the Book
Lewis (At the End of a Phase [An
End Piece])
2 Herbert Dyer 1907  Close the Book
(At the End of a Phase [An
End Piece])
3 Donald Tweedy 1923  The Little Angels of Heaven
(There Shall Be More Joy)
4 | Peter Warlock 1923  Consider
5 | Thomas Wood 1928 A Country Lullaby (Lullaby)
6 | Thomas Wood 1928  Old Winter
7 | Erik Chisholm 1928  The Song of the Women
(The Song of the Women:
A Wealden Trio)
8 Benjamin Britten 1929  The Wealden Trio: The Song
of the Women
(The Song of the Women:
A Wealden Trio)
9 George Antheil 1933  An End Piece
10 | Paul Nordoff 1938  There Shall Be More Joy
11 | Robert Fleming 1939  The Wealden Trio: The Song
of the Women
(The Song of the Women:
A Wealden Trio)
12 | Herbert Kennedy 1942  An End Piece
Andrews
13 | Zdenék Blazek 1953  Zavérna (An End Piece)
14 | Peter Schickele 1979  The Posy Ring
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1. G. H. SUNDERLAND LEWIS: CLOSE THE BOOK

George Harold Sunderland Lewis (1862-1936) was
born in Ripon. He attended Corpus Christi College,
Oxford, and from 1886 until at least 1911 was Choir
Master, then Study Master, at Haileybury College
near Hertford.” He retired to Teignmouth, Devon,
and died in Highgate, London.® At Haileybury he
composed songs, hymns and other vocal works, in-
cluding a ‘clever and entertaining’ operetta ‘Insu-
larius’ performed there before Christmas 1903.9

His song ‘Close the Book’ was published by Boosey
& Co. in 1903. Ford’s poem ‘An End Piece’ was first
published as ‘At the End of a Phase’ in October 1901
in Pall Mall Magazine (Volume 25, p.192):

AT THE END OF A PHASE

CLOSE the book,

And here’s an end of ev’rything;

Pass up from the shore,

And pass by byre and stall.
For the smacks shall trail home on the tail of the tides,
And the kine still stay deep in the sweet-water sides,
And they still shall be burying, still wedding brides;

But I must be gone in the morning.

One more look,
And then farewell sweet summering;
A moment more,
And then no more at all.
For the skipper shall summon his hands to the sea,
And the shepherd still shepherd his sheep on the lea,
But it’s over and done with the man that was me,
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And over the hill comes the morning.

A slightly revised version appeared six months later
in Living Age (Volume 233, April 1902, p.128).1° By
the time the poem was published in The Face of the
Night (London, 1904, p.100), it had been further
modified and retitled:

AN END PIECE

CLOSE the book and say good-bye to everything;

Pass up from the shore and pass by byre and stall,
—For the smacks shall sail home on the tail of the tides,
And the kine shall stand deep in the sweet water sides,
And they still shall go burying, still wedding brides,
But I must be gone in the morning.

One more look, and so farewell, sweet summering;
A moment more and then no more at all.

For the skipper shall summon his hands to the sea,
And the shepherd still shepherd his sheep on the lea,
But it’s over and done with the man that was me,

As over the hill comes the morning.

Sunderland Lewis set the poem in December 1902,
largely following the 1901 Pall Mall version. Print-
ed inside the song’s title page, the poem is laid out
and indented as above. However, the smacks ‘sail’
rather than ‘trail’, and the shepherd has a ‘flock’ not
‘sheep’. These might be Sunderland Lewis’s chang-
es, or perhaps there is another intermediate ver-
sion of the poem.

It is an attractive and straightforward song in 6/8
time, with a largely stepwise melody and a simple
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piano accompaniment. The two verses are set to es-
sentially the same melody, which has no acciden-
tals (i.e. notes outside of the main key of F major),
although the accompaniment includes some chro-
matic passing notes. No tempo is specified, but a
moderate speed seems appropriate. I can find no
mention of any recordings or public performanc-
es.'?

The song is dedicated to ‘R H Powell Esq’. Richard
Henry Powell (b.1884) was president of the Hai-
leybury school Literary Society in 1901, and later
went to Trinity College, Cambridge. He became a
journalist, and then sports editor, at The Times,
and published two plays. He was killed in action in
France in May 1915.'3

Stang & Smith mention that Ford also set ‘An End
Piece’ to music (no later than 1905), describing his
setting as a ‘conventionally Sullivanesque solo par-
lor song’.*4

2. HERBERT DYER: CLOSE THE BOOK

Herbert Arthur Dyer (1878-1917) was born in Chel-
tenham to musical parents (his father was Music
Director at Cheltenham College), and he probably
went to Bromsgrove School.’> He studied music at
Oxford, and was a keen singer.’® By 1903 he had
returned to Bromsgrove School as Music Master.
Dyer was a Second Lieutenant in the 65th Squad-
ron Royal Flying Corps, and was Kkilled in action in
France on 7th December 1917: his Sopwith Camel
biplane B2464 was ‘last seen flying near Baillieul
towards Armentieres at 14:30/15:30 on special
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mission Comines — Warneton.” One report men-
tions that before the war he had been conductor of

the Queens Hall Orchestra.’” The British Library
contains several songs and piano pieces by Dyer
published between 1903 and 1916.

Dyer’s song ‘Close the Book’ dates from January
1907,'8 and was published by Boosey & Co.'9 Dyer
also sets the early version of ‘An End Piece’, stick-
ing exactly to the poem as published in Pall Mall
in 1901. It is a darker, more serious setting than
Sunderland Lewis’s, marked Adagio, with bigger
melodic leaps, richer harmonies and occasional
chromatic notes. A shift from 3/4 time to 4/4 for
the beginning of the second verse has the effect of
punctuating the melody (which is otherwise es-
sentially the same for each verse). Dyer picks out
the rhythm of the longer 5th, 6th and 7th lines of
each verse with repeated quaver chords in the pia-
no, contrasting with the gentler accompaniment of
the opening and closing lines. Unlike Sunderland
Lewis, Dyer supplies detailed markings for tempo,
dynamics, stresses, pauses and articulation.

Both Dyer and Sunderland Lewis set ‘An End Piece’
in F major. Nevertheless, Edward Buxton Shanks,
writing in 1913, describes it as a poem which ‘a com-

poser would be obliged to set ... in the minor’.2°

3. DONALD TWEEDY: THE LITTLE ANGELS OF
HEAVEN

Donald Nichols Tweedy (1890-1948) was born and
died in Danbury, Connecticut. He earned his MA
at Harvard in 1917, then studied for a while in Eu-
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rope. He taught at the Eastman School of Music
from 1923, then at Hamilton College, Texas Chris-
tian University, and Danbury Music Center. He was
best known as a music educator: lecturing and writ-
ing programme notes, journal articles and A Manu-
al of Harmonic Technique Based on the Practice of
J.S. Bach (1928). He composed several instrumen-
tal and orchestral works, songs, and a ballet.>*

‘The Little Angels of Heaven’, a setting of Ford’s
‘There Shall Be More Joy’, dates from 1923. It is the
second of two songs for voice and piano published
by G Schirmer in New York, the first being ‘A Late
Lark’, a setting of William Ernest Henley’s ‘Margar-
itae Sorori’. Both poems appeared in the 1920 an-
thology Modern British Poetry,>* which is probably
where Tweedy encountered them. The only avail-
able copy of the score is in the British Library. I can
find no evidence that it has ever been recorded.?3

Tweedy’s setting is a jaunty Andantino grazioso
in 12/8 metre. It is in a folk-like E-Dorian mode.
The first and last verses are set similarly, with the
second and third having variant melodies and in-
creased harmonic and rhythmic tension, including
sections with half-bar-alternating semitone modu-
lations. The vocal range and a few large chromat-
ic leaps in the melody suggest that it is intended
for a reasonably proficient soprano (or mezzo).
The accompaniment requires a competent pianist,
with some modulating semiquaver arpeggios, wide
leaps, and filled octaves.

The Musical Quarterly described the song in 1925
as ‘delightfully naive’.?4 This would have amused
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Ford, given the poem’s unorthodox origins. ‘There
Shall Be More Joy’ was first published in On Heav-
en (1918, p.122), a collection of poems written
during the war.

THERE SHALL BE MORE JOY

The little angels of Heaven
Each wear a long white dress,
And in the tall arcadings

Play ball and play at chess;

With never a soil on their garments,
Not a sigh the whole day long,

Not a bitter note in their pleasure,
Not a bitter note in their song.

But they shall know keener pleasure,
And they shall know joy more rare—
Keener, keener pleasure

When you, my dear, come there.

The little angels of Heaven

Each wear a long white gown,
And they lean over the ramparts
Waiting and looking down.

The poem is not in the main body of On Heav-
en, but appears in an appendix, alongside a Latin
translation. Ford’s introduction explains that it was
one of the ‘verses written in moments of leisure
in the O.R. [orderly room] of No.1 Garrison Coy.,
Welch Regt. These were poems written to bouts
rhimés supplied to me by my friend and old O.C.
Coy. [officer commanding company] H. C. James.
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When in a minute or two I had filled in the lines in
English, in a few seconds he would supply the Latin
version’. James would disguise the rhyming words
as an official army memorandum, an example of
which Ford also includes in the appendix. This is
the same game that Tietjens and MacKechnie play
in chapter two of No More Parades:>>

Tietjens said:

‘Give me the fourteen end-rhymes of a sonnet and I'll
write the lines. In under two minutes and a half.’

Mackenzie said injuriously:

‘If you do I'll turn it into Latin hexameters in three. In

under three minutes.’

Ford’s young partner in this game, Captain Her-
bert Cyril James (1892-1961), was born in Neath,
near Cardiff, in December 1892 - the fifth of seven
brothers who all served in the war. He attended St
John’s School, Leatherhead, from 1902, and in 1911
won a scholarship to read Classics at Jesus College
Oxford, graduating in 1914, before joining the 3rd
Welsh Regiment. He was ‘wounded, mentioned in
dispatches’ in 1917, and finished the war as a cap-
tain in the Indian Army. In 1939 he was working as
a coppersmith at HM Dockyard in Sheerness, Kent,
and he died in nearby Sittingbourne in early 1961,
aged 68.26

4. PETER WARLOCK: CONSIDER

Philip Arnold Heseltine (1894-1930) was born in
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the Savoy Hotel, studied at Eton and (briefly) Ox-
ford and London universities, and was a conscien-
tious objector during the war. He was an admirer
and friend of D H Lawrence and the composer Fred-
erick Delius. Around 1917 he became interested in
the occult and adopted the pseudonym Peter War-
lock. A prolific composer of songs, he also wrote
choral works, piano pieces, and orchestral music
including the Capriol Suite, based on a manual of
Renaissance dances, for which he is best known.?”

Warlock’s setting of Ford’s ‘Consider’ was com-
posed in 1923 and published by Oxford Universi-
ty Press the following year. The score states that
the words are reprinted ‘by permission of Messrs.
Martin Secker and the author’, implying that Ford
was aware of the song.2® Secker published Ford’s
Collected Poems (1916), so this was probably War-
lock’s source.?? It is tempting to speculate that D
H Lawrence introduced Warlock to Ford, although
Lawrence and Warlock only seem to have been on
good terms for six months before they fell out in
April 1916 — a period during which Ford was other-
wise engaged on the Western Front. Nevertheless,
Lawrence might have introduced Warlock to Ford’s

poetry.

Ford first published ‘Consider’ in Songs from Lon-
don (1910, p.18):

CONSIDER

NOW green comes springing o’er the heath,
And each small bird with lifted breath

Cries, ‘Brother, consider the joy there is in living!’
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‘Consider! consider!’ the jolly throstle saith.

The golden gorse, the wild thyme, frail

And sweet, the butter cowslip pale,

Cry ‘Sisters, consider the peace that comes with giving!
And render, and render your sweet and scented breath!’

Now men, come walking o’er the heath

To mark this pretty world beneath,

Bethink them: ‘Consider what joy might lie in living,
None striving, constraining none, and thinking not on Death.’

The poems in Songs from London are not all ideal
for setting to music,3° so it would be wrong to read
too much into the collection’s title. ‘Consider’, how-
ever, is clearly a good candidate.

Warlock’s song is a lively Allegro con fuoco in F ma-
jor for solo voice and piano, clearly influenced by
the composer’s love of English folk song. It is large-
ly in 3/4 time, with occasional brief shifts to 4/4 or
9/8. The three verses are set similarly, with some
variation and development as the song progresses.
The tricky piano part consists of triplet semiquaver
arpeggios more-or-less throughout. The top notes
of the accompaniment often form a ‘cuckoo-like’
motif which recurs throughout the song, linking to
the pastoral imagery of the text. Michael Pilking-
ton notes that ‘[t]he accompaniment is very unlike
Warlock’s usual style; it is possible that the dedica-
tion to C. W. Orr, a songwriter who frequently used
this texture, is significant’.3' It has been recorded
several times, and the sheet music is readily available.3>
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5. THOMAS WOOD: A COUNTRY LULLABY

Thomas Wood (1892-1950) was born in Chor-
ley, Lancashire, the only child of master mariner
Thomas Wood and his wife, who took young Thom-
as on several voyages. He studied at Oxford Uni-
versity and the Royal College of Music. In 1919 he
became Director of Music at Tonbridge School in
Kent, and in 1924 returned to teach music at Exeter
College, Oxford. In 1930 he went to Australia for
a couple of years, subsequently publishing a book
Cobbers (OUP, 1934), described by the Australian
Dictionary of Biography as ‘the most perceptive
and captivating characterization of Australia and
its people ever written by a visitor’. He died of a
heart attack in 1950 in Bures, Essex, where he had
lived for many years.

As well as writing and teaching, Wood composed
choral music, songs and some instrumental piec-
es. His music often has a nautical theme, inspired
by his lifelong love of the sea. His arrangement of
‘Waltzing Matilda’ was the first to achieve commer-
cial success.33

‘A Country Lullaby’ is a setting of Ford’s poem
first published as ‘A Lullaby’ in Poems for Pictures
(1900, p.27). It reappeared (as ‘Lullaby’) in From
Inland and Other Poems (1907, p.39).

LULLABY

WE’VE wandered all about the upland fallows,
We’ve watched the rabbits at their play;

But now, good-night, good-bye to soaring swallows,
Now good-night, good-bye, dear day.

41



Andrew Gustar

Poppy heads are closing fast, pigeons circle home at last;
Sleep, Liebchen, sleep, the bats are calling.
Pansies never miss the light, but sweet babes must
sleep at night;
Sleep, Liebchen, sleep, the dew is falling.

Even the wind among the quiet willows

Rests, and the sea is silent too.

See soft white linen, cool, such cool white pillows,
Wait in the darkling room for you.

All the little lambs are still now the moon peeps down
the hill;

Sleep, Liebchen, sleep, the owls are hooting.

Ships have hung their lanthorns out, little mice

dare creep about;
Sleep, Liebchen, sleep, the stars are shooting.

Wood’s song was published by Stainer & Bell in
1929 in a version for unison voices and piano.34 The
score indicates that it was written at ‘Bures St Mary
1928’. In 1933, Stainer & Bell published a choral
version (for Soprano, Contralto, Tenor, Bass) with
piano part ‘for practice only’,3> which was written
at Bures St Mary in July 1933. The score states that
Wood used Collected Poems (1916) as his source.3°
Interestingly, he replaces the word ‘Liebchen’ with
‘Darling’ throughout.

The song is slow, marked ‘Simply, with quiet beau-
ty’, and is dedicated to the poet Helen Parry Eden
(1885-1960). It is in D major, with no accidentals
(i.e. notes outside the D major scale) anywhere in
either the vocal parts or the accompaniment.3” This
lack of tonal variety is partially offset by occasional
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shifts from triple time to two or four beats in the bar.

The lack of accidental notes, and a largely stepwise
melody with a range of just over an octave, suggest
that this was intended for unsophisticated or nov-
ice singers. This is supported by the inclusion, in
both versions, of ‘tonic sol-fa’ notation.3® The cho-
ral version, whilst still not difficult to perform, has
a richer sound from the four-part harmony (actual-
ly six-part for a few bars at the end, when the tenors
and basses each split into two groups). Wood takes
advantage of the extra voices to overlap and shift
the lyrics between the parts, and extends the sec-
ond and fourth verses to bring them to a calmer and
fuller close. A review in the Musical Times reported
that ‘[t]he BBC Singers, conducted by Trevor Har-
vey, were happily in the spirit, in some imaginative
songs by Thomas Wood, of which ‘A Country Lulla-
by’ was particularly attractive’.39

Ford also set this poem to music. The Cornell ar-
chive contains a musical manuscript (from be-
tween 1894 and 1905) inscribed ‘Lullaby — Words
and Music by F. M. Hueffer.” Stang & Smith (19809,
p.198) describe Ford’s setting as ‘a very lovely, oc-
casionally surprising piece ... [recalling] the music
of Gabriel Fauré’.

6. THOMAS WOOD: OLD WINTER

Thomas Wood’s part-song ‘Old Winter’, for unac-
companied mixed choir, was published by Stainer
& Bell in 1929.4° The score notes that it was com-
posed at Bures St Mary in Winter 1928. It is ded-
icated to Cecil Armstrong Gibbs (1889-1960), an
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English composer known for his prolific output of
songs.

Ford’s poem of the same name was first published
in Poems for Pictures (1900, p.42).

OLD WINTER

OLD Winter’s hobbling down the road,
Dame Autumn’s cloak looks frosty grey
With a furry edge.

We deemed it berry red in the ray

The sun vouchsafed the dying day

E’en now through the gap in the hedge.

Chorus

Spring’s gone, Summer’s past,
Autumn will never, never catch them,
But Winter hobbles along so fast
You’d almost think he’d match them.

Old Winter carries a heavy load,

Sticks and stakes to your heart’s desire,
But as for me,

I'll not tramp in the Autumn mire,

But sit and blink at the merry fire

And hark to the kettle’s minstrelsy.

Chorus
Spring’s gone, Summer’s past,
Autumn was mellow, mellow yellow,

But for all old Winter’s hollow blast
He’s not such a bad old fellow.
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The title page of Poems for Pictures adds the sub-
title ‘And for Notes of Music’. It is clear from the
‘chorus’ indications that Ford intended ‘Old Win-
ter’ to be sung.

Wood’s song is marked ‘Cheerfully, with a touch of
rough good-humour’, and uses the Dorian mode
(the white notes of the piano, starting on D rather
than C) to give it a folk-like feel. It is more chal-
lenging than ‘A Country Lullaby’, with wider rang-
es, a few changes of metre (though predominantly
in 2/4), a handful of accidentals, independent vocal
lines, some attractive harmonic suspensions, and
detailed markings for dynamics, tempo and artic-
ulation. The two verses are set differently, with the
chorus using the same music each time.

I can find no reviews of any concert performanc-
es, nor recordings. On 28 October 1939, the BBC
Home Service broadcast a 15-minute programme of
music by Thomas Wood, sung by the BBC Singers
conducted by Trevor Harvey, including both ‘Old
Winter’ and ‘A Country Lullaby’ (and finishing with
‘Waltzing Matilda’). The programme was repeated
in 1941. Wood and his music often appear in broad-
cast listings between 1927 and 1953.4*

7. ERIK CHISHOLM: THE SONG OF THE WOMEN

Erik William Chisholm (1904-1965) was born in
Glasgow. He showed early musical talent and was
giving organ recitals by the age of 12. As a compos-
er and performer, he played an important role in
Glasgow’s musical life between the wars, and was a
founder of the Celtic Ballet. After the Second World
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War he became head of the South African College
of Music in Cape Town, where he died of a heart
attack in 1965.

Chisholm wrote over 100 works, including nine op-
eras, 35 orchestral pieces, and more than 40 songs.
He has been described as the ‘leading Scottish
modernist composer’, and his style, influenced by
Scottish traditional music, as ‘varied, eclectic, and
challenging’.4>

‘The Song of the Women’ is not inconsistent with
this description. It was published by Curwen in
1928, so may have been composed whilst Chisholm
was working in New Glasgow, Nova Scotia (1927-
8).#3 The scoring is for three unaccompanied
female voices (or three-part chorus). Although
ostensibly in F minor, the melody is highly chro-
matic, and there are many changes of time signa-
ture (many lasting a single bar) and other rhythmic
irregularities, with a fast tempo.

An article about Chisholm in The Musical Times of
1June 1932 describes ‘The Song of the Women’ as a
‘charming part-song’.#4 It does not appear to have
been recorded, although the sheet music is avail-
able from the Erik Chisholm Trust.

Ford’s poem ‘The Song of the Women: A Wealden
Trio’ was first published in Savoy magazine in Au-
gust 1896 (volume 4, pp.85-6), then in Philistine
the following December (volume 4.1, pp.11-13), and
subsequently in Poems for Pictures (1900, pp.34-35):
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THE SONG OF THE WOMEN: A WEALDEN TRIO

1st Voice

WHEN ye've got a child ‘ats whist for want of food,
And a grate as grey’s y’r "air for want of wood,

And y'’r man and you ain’t nowise not much good;

Together

Oh—

It’s hard work a-Christmassing,

Carolling,

Singin’ songs about the ‘Babe what’s born.’

2nd Voice

When ye’ve ’eered the bailiff’s 'and upon the latch,

And ye've feeled the rain a-trickling through the thatch,
An’ y’r man can't git no stones to break ner yit no sheep to watch—

Together

Oh—

We've got to come a-Christmassing,
Carolling,

Singin’ of the ‘Shepherds on that morn.’

3rd Voice, more cheerfully

"E was a man’s poor as us, very near,

An’’E ’ad ’is trials and danger,

An’ I think ’E’ll think of us when ’E sees us singin’ ’ere;
For ’is mother was poor, like us, poor dear,

An’ she bore Him in a manger.

Together

Oh—

It’s warm in the heavens, but it’s cold upon the earth;
An’ we ain’t no food at table nor no fire upon the hearth;
And it’s bitter hard a-Christmassing,
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Carolling,

Singin’ songs about our Saviour’s birth;
Singin’ songs about the Babe what’s born;
Singin’ of the shepherds on that morn.

Like its companion ‘Old Winter’ in Poems for Pic-
tures, Ford clearly envisaged it as a song.

The poem was included in An Anthology of Mod-
ern Verse in 1921, which was probably Chisholm’s
source, as he set two other poems from the same
anthology, for similar forces: ‘Cradle Song’ (for
three female voices, published by Curwen in 1928)
from the poem of the same name by Padraic Colum,
and ‘The Song of the Workers’ (for mixed choir and
bagpipes, date unknown) from the poem ‘Piper,
play’ by John Davidson.45

8. BENJAMIN BRITTEN: A WEALDEN TRIO

Shortly after Chisholm, ‘The Song of the Women’
was set to music by the young Benjamin Britten
(1913-1976). The song, composed between April
1929 and May 1930, was part of his application for
a scholarship to the Royal College of Music. It re-
mained dormant until 1967, when Britten revised
it, and it was published by Faber in London and
Schirmer in New York the following year. Brit-
ten’s portfolio for the RCM also included a setting
of Hilaire Belloc’s ‘The Birds’. Both poems appear
in An Anthology of Modern Verse (1921), which is
likely to have been Britten’s source.4°

Britten inverted Ford’s title, calling his song ‘A
Wealden Trio: the Song of the Women’. Like
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Chisholm, he follows Ford’s directions, setting it
for three-part unaccompanied women'’s voices.4” It
is slower than Chisholm’s version (marked ‘Freely’)
and is a catchy tune in a tonal G-minor, skipping
along in a regular 12/8 metre.

The song is dedicated to Rosamund Strode (1927-
2010), Britten’s music assistant from 1964. Al-
though the cover page has ‘The Song of the Wom-
en’, the title at the top of the score is ‘Christmas
Song of the Women’, which is also used in some
catalogues (it is sometimes described as a ‘carol’).
There are several recordings, and the sheet music is
readily available.

‘Wealden’ refers to the dialect of the Weald of Sus-
sex and Kent, which Ford evokes. Britten’s score
explains that ‘by using dialect the poet wished to
suggest a certain roughness of language’ and ad-
vises that ‘singers must take care to avoid undue
exaggeration’.

9. GEORGE ANTHEIL: AN END PIECE

George Johann Carl Antheil (1900-1959) was born
to German immigrants in Trenton, New Jersey. He
started playing the piano aged six, and wrote mu-
sic, prose and poetry from a young age. He never
formally graduated from high school, but from 1916
he studied piano in Philadelphia and New York,
where he met prominent members of the modern-
ist movement. In 1922, he sailed for Europe, giving
concerts in several major cities, spending a year in
Berlin, and settling in Paris in mid-1923. He re-
turned to the US in 1933 and became a prolific and
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sought-after film composer. He died of a heart at-
tack in Manhattan in 1959.

Antheil is the only composer on this list who can be
definitely linked to Ford. In It was the Nightingale
(1933, pp.260-1) Ford describes Antheil’s friend-
ship with Ezra Pound, whom he met in Paris. Pound
might have introduced him to Ford, who was also
in Paris in 1923-24.48 Antheil’s brief piano sona-
ta no.3 was published in Ford’s The Transatlantic
Review in 1924,%9 and he contributed two articles
- ‘Mother of the Earth’ and ‘Notes for Performers’ -
to the magazine during its short run.5° The Cornell
Ford archive contains two letters from Antheil to
Ford, one undated, the other from the 1930s.

‘An End Piece’ was the last of Antheil’s Six Songs
for voice and piano published by Schirmer in 1933.
The others were settings of ‘The vision of love’
(George Russell), ‘Down by the Salley Gardens’ and
‘The sorrow of love’ (W. B. Yeats), ‘Lightning’ (D.
H. Lawrence) and ‘T hear an army’ (James Joyce).
These all appear in the Anthology of Modern En-
glish Poetry, a German edition of English poems,
which was almost certainly Antheil’s source.5! The
five poets represented in Six Songs were probably
acquaintances of Antheil, most likely through his
friendship with Pound.

The Schirmer edition is a facsimile of Antheil’s
manuscript score.>? It is in C major in a regular 6/8
metre. There is no tempo indication, but it cannot
be too fast as several times separate syllables are set
to runs of semiquavers. The song begins dreamily,
with a repeated rocking bass line and rich four-note
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chords in the right hand. Later in the first verse the
accompaniment becomes dissonant and percus-
sive, and the vocal line increasingly irregular and
chromatic. The second verse follows a similar pat-
tern, with a particularly harsh dissonance (repeat-
ed chords using six pitches within a single octave)
for the climactic line ‘But it’s over and done with
the man that was me’. Antheil repeats ‘Close the
book up and say goodbye’, returning to the dreamy
mood to close the song. Note that he adds the word
‘up’ (both at the start and end), probably to better
fit his tune.

I can find no recordings or evidence of public per-
formances. The song is unrelated to a piece of the
same name that closes Antheil’s Piano pastels:
15 pieces for Jenny (Weintraub: 1969), composed
around 1956.

10. PAUL NORDOFF: THERE SHALL BE MORE JOY

Paul Nordoff (1909-1977) was born in Philadelphia
and raised by his grandmother. Aged fourteen he
went to the Philadelphia Conservatory to study pi-
ano, and later studied at the Juilliard School. He
received two Guggenheim Fellowships for compo-
sition (in 1933 and 1935), travelled to Germany,
then from 1938 worked as Head of Composition
at the Philadelphia Conservatory, and subsequent-
ly at Michigan State College and Bard College.
From 1958 he devoted himself to music thera-
py for disabled children, developing the influen-
tial Nordoff-Robbins method with Clive Robbins
(1927-2011). Nordoff died of cancer in Herdecke,
West Germany, aged 67.53
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Nordoff’s music is generally tonal and neo-ro-
mantic in style. His setting of Ford’s ‘There shall
be more joy’ for voice and piano was published by
Schott in 1938, and was probably composed during
his time in Germany.5* It is a cheery allegro in F
sharp major, with the second and third verses in
E flat, and a return to the opening melody for the
final verse. There are no accidentals in the vocal
line, but the rippling accompaniment in 12/8 time
makes frequent use of the flattened sixth, adding a
touch of harmonic ambiguity.

This is the eleventh of twelve songs Nordoff pub-
lished simultaneously. The other texts — by Mar-
jorie Allen Seiffert, Kathleen Millay, John Dryden,
Conrad Aiken, Elinor Wylie, Charlotte Mew and
Anonymous — do not appear to have been published
together in an anthology, so Nordoff probably used
a variety of sources. The sheet music is still avail-
able, the song has occasionally been performed in
public (though I can find no reviews), and there are
a couple of recordings.

11. ROBERT FLEMING: THE WEALDEN TRIO

Robert James Berkeley Fleming (1921-1976) was
born in Prince Albert, Saskatchewan, Canada. Be-
tween 1937 and 1939 he studied at the Royal Col-
lege of Music in London, before returning to Can-
ada to study piano, conducting and composition in
Saskatoon and then at the Royal Conservatory of
Music in Toronto. He worked at the National Film
Board, Ottawa Ballet Festival and Carleton Univer-
sity, and as organist and music director at several
churches.
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He was most prolific as a composer of film music,
contributing to well over 200 film scores. He also
wrote songs, choral and other works. The Robert
Fleming Prize for young composers is awarded an-
nually by the Canada Council for the Arts.

According to the German music encyclopaedia
MGG,% Fleming composed ‘Song of the Women’
in 1939, perhaps during his time in London. The
published version (a facsimile signed manuscript)
is dated ‘Nov 1940 — Saskatoon’ and is scored for
three-part women’s choir (soprano, soprano, con-
tralto) accompanied by piano or string quartet.5°
Fleming attributes the words to ‘Ford Maddox
Hueffer’. There do not appear to be any recordings.5”

Fleming’s setting is a moderato in 4/4 time, with
folk-like harmonies in F major / D minor, shifting
to G major / E minor half-way through the third
verse, and occasional modulations to C minor.
Fleming replaces ‘wood’ with ‘food’ on the second
line, and makes some small alterations, such as
removing ‘not much’ from the last line of the first
verse. He has the final three lines sung simultane-
ously, so that ‘saviour’s birth’, ‘babe what’s born’
and ‘shepherds’ rise together in a chromatic cre-
scendo, followed by four bars of accompaniment
that draw the song to a close.

12. HERBERT KENNEDY ANDREWS: AN END
PIECE

Herbert Kennedy Andrews (1904-1965) was born
in Comber, County Down and educated at Bedford
School, the Royal College of Music, Trinity College
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Dublin and New College Oxford. He was organist
and choirmaster at Beverley Minster from 1934-8.
Thereafter, apart from some teaching at the RCM,
he lived in Oxford, playing the organ and lecturing
at New College and Balliol. He died whilst playing
for the inaugural service of the new Harrison &
Harrison organ of Trinity College, Oxford, having
been consultant for the project.

Andrews wrote books, articles and reviews, and
composed songs and music for the church. His
setting of Ford’s ‘An End Piece’ was published by
Oxford University Press in 1942. The song is ded-
icated ‘In Memory of William Prendergast’ (1868-
1933) who was organist at Winchester Cathedral
from 1902 until his death. There are no clues as to
the source of the text, although Andrews credits the
words to Ford Madox Hueffer, so he perhaps used
one of Ford’s own collections.5®

The song is a Lento alla marcia for voice and piano
in E major and 4/4 time. A smattering of chromatic
notes gives an unsettling major/minor alternation.
The piano’s regular rhythmic pattern is like a funer-
al march, with melodic and rhythmic dissonances
that propel the song forward despite its slow tem-
po. A review in Music & Letters in 1943 describes
it thus: ‘This sober poem by Ford Madox Hueffer is
rendered by a declamatory chant contrasted with
the rhythm of a slow march. The harmony is es-
sentially tonal and the setting of the words artistic
except in one place where the singer has nine sylla-
bles on a repeated E and then jumps to a high G’.5°
Another review the following year concludes that
‘This setting of Ford Madox Hueffer’s “Close the

54



Last Post

book and say good-bye to everything” is an elegiac
march with Dorian effects in a texture not exclu-
sively modal. It gives us a flavour like that of the
slow movement in Brahms’s E minor Symphony’.°

13. ZDENEK BLAZEK: ZAVERNA

Zdenék Blazek (1905-1988) was born into a musi-
cal family in the village of ZaroSice, near Brno. He
studied at the Conservatory and University in Brno,
and at Prague Conservatory. He taught music theo-
ry and composition at Brno Conservatory, and was
its director for many years until his retirement in
1971. He died in Brno.

He wrote many vocal works, including songs, cho-
ruses and operas, as well as piano, chamber and
orchestral music. Oxford Music Online says that
‘he remained faithful to the late Romantic, nation-
alist Suk—Novéak tradition. Contemporary musical
developments hardly touched his style, which re-
mained essentially homophonic’.®

Blazek’s Tt1 zpévy podzimu [Three autumn songs]
op.-46, for low voice and piano, were composed in
1953 and published by SNKLHU (Statni Nakladatel-
stvi Krasné Literatury, Hudby a Uméni [State Pub-
lishing House of Fine Literature, Music and Art]) in
1958. The third song, “Zavérna’ [‘Closing’ or ‘Con-
clusion’], is a setting of a Czech translation of ‘An
End Piece’ by, according to one entry in the Czech
National Library catalogue, ‘Forda Maxe Hueffera’.
The other two songs are catalogued as ‘Na strani’
[On the hillside] by an R Brock (probably Rupert
Brooke’s ‘“The Hill’ from 1910), and ‘Tésitelé’ [‘The
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Comforters’] by Dora Sigerson.®2 All three poems
appear in the Anthology of Modern English Poetry,
the same source that George Antheil used for his
‘Six Songs’.%3

The text is as follows (with a rough English trans-
lation):

Zavti knihu a pak sbohem, cos mél rad.
Od biehu se vzhiiru kolem staji dej.
Vzdyt barky se navrati s prilivem zpét
a stada pit ptijdou, nez zacne se tmét,
v strastech i slastech si Zit bude svét,
jen mne tu jiz nebude rano.

Jesté pohled, chci jen 1étu sbohem dat,
vzdyt rybarf jiz po ruce sité své ma

a pastyT se na pastvu se stdidem da.
Jen ¢lovéka nebude, jimz jsem byl ja,
az za horou vysvitne rano.

Close the book then say goodbye to what you liked.
From the shore, go up around the stables.

For the barges will return with the tide

and the herds will drink before dark,

the world will live in sorrows and pleasures,

Only I won’t be here in the morning.

One more look, I just want to say goodbye to summer,
just wait a little longer,

for the fisherman already has his nets at hand

and the shepherd shall go with the flock.

There will not be a man like me,

When morning dawns behind the mountain.
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This is a faithful, if condensed, translation of Ford’s
poem, with shorter lines and a different rhyme
scheme. I have been unable to identify the trans-
lator.

The song is calm and meditative, marked Andante
tranquillo. The two verses are set to the same mu-
sic in A minor, with some chromaticism in the har-
monies, and a varied rhythm (shifting between 3/4,
4/4 and 2/4 time signatures) that seems well suited
to the text. The vocal range suggests it is intended
for a mezzo-soprano or baritone. There do not ap-
pear to be any recordings, nor copies outside of the
Czech National Library, and I can find no evidence
of concert performances.

14. PETER SCHICKELE: THE POSY RING

Peter Schickele (b.1935) was born in Ames, Iowa
to Alsatian immigrant parents, and studied com-
position at Swarthmore College and the Juilliard
School. He is best known by his alter ego of P. D.
Q. Bach (1807-1742?), the fictional ‘only forgot-
ten son’ of the Bach family, and composer of such
masterpieces as The Short-Tempered Clavier, the
Half-Nelson Mass and Fanfare for the Common
Cold.

Under his own name, Schickele has written for
folk musicians including Joan Baez, contributed
to shows including Oh! Calcutta!, and composed
many works for orchestra, chorus, chamber ensem-
ble, and other forces. He wrote Summer Music in
1979,%4 the second part of which is entitled Songs
on Old French Poems, for unison chorus or solo
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voice with soprano recorder, piccolo or flute. The
last of these three songs is “The Posy Ring (Clement
Marot; trans. by Ford Madox Ford)’. The first two
are ‘Spring’ by Charles d’Orléans (trans. by Andrew
Lang) and ‘Would I might go far over sea’ by Ma-
rie de France (trans. by Arthur O’Shaughnessy), so
Schickele’s source was almost certainly The Mod-
ern Book of French Verse (1920), which contains
all three poems in these translations.%5

Ford’s ‘The Posy-Ring’ first appeared in The Face of
the Night (1904, p.56).

THE POSY-RING
(After Clement Marot)

THIS on thy posy-ring I've writ:

‘True Love and Faith’
For, failing Love, Faith droops her head,
And lacking faith, why, love is dead

And’s but a wraith.
But Death is stingless where they’ve lit
And stayed, whose names hereon I've writ.

Clement Marot (1496-1544), from Cahors in south
west France, was a poet in the royal court of Francis
I. Many of his poems were set as chansons during

his lifetime.%® Ford’s ‘The Posy-Ring’ is based on
the last part of Marot’s Rondeau LXI ‘Amour et
Foy’ [Love and Faith].6”

Tant sont uniz, tant sont bien alliez,
Qu’oubliant I'ung, 'autre vous oubliez:
Si ’Amour fault, la Foy n’est plus cherie:
Si Foy perit, ’Amour s’en va perie:
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Pour ce les ay en devise lyez,
Amour, et Foy.

A more literal translation is given by Timothy
McTaggart (1992, p.xxvii):%8

Love and faith are so closely allied,

That by forgetting one, you forget the other:

If love fails, faith is no longer cherished;

If faith dies, love shall also die;

For this reason I have bound them in a motto,

Love and faith.

Ford’s poem is very much ‘after’ Marot, rather than
a direct translation. Posy rings - gold finger rings
with a short engraved inscription - were popular
lovers’ gifts from the 15th to the 17th century in
England and France. Ford’s ‘posy-ring’ is Marot’s
‘devise’ [motto].

Schickele’s setting is delightfully simple, in 6/8
time, marked ‘Robust, very rhythmic’. It starts with
a short repetitive theme in the recorder, then the
verse is sung unaccompanied, and the verse is then
repeated, this time with the recorder accompani-
ment. The whole song uses a pentatonic scale (G, A,
B, D and E), giving it a medieval feel, reminiscent of
a cheerful Troubadour song. Ford would have ap-
preciated this, his father Francis Hueffer having a
particular interest in the Troubadours.%

CONCLUSIONS

Fourteen settings of seven poems is a modest but
respectable tally for somebody whose poetry is lit-
tle known. Most of the songs were written between
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the wars, when Ford was best-known, especially in
North America.

The composers fall roughly into two groups. There
were those who, based on the sources they used,
probably knew of Ford’s poetry and selected indi-
vidual poems from his own published collections.
Sunderland Lewis, Dyer, Warlock, Wood and (per-
haps) Andrews fall into this category — all of them
British. These were often either the first or only
composers to set certain poems.

The other group were those who chose poems from
anthologies — Tweedy, Chisholm, Britten, Antheil,
Nordoff, Fleming (probably), Blazek and Schickele.
In some cases (such as Antheil) they may have been
fans of Ford but, being based in North America or
continental Europe, could only access his poems
via anthologies. In other cases, these composers
may have simply browsed for interesting poems,
irrespective of who the poet happened to be. Only
a handful of Ford’s poems ever appeared in anthol-
ogies, so some were set several times, and many
others not at all.

All fourteen songs are attractive and well-con-
structed. They are mostly towards the traditional
(i.e. tuneful) end of the stylistic spectrum, often
with a folksong or pastoral influence, although it
is good to see musical modernism represented by
Chisholm and Antheil. It is disappointing, though
unsurprising, that few of them have been recorded
or performed in concert. Like Ford’s poems, they
deserve to be better known.
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