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Boyhood’s End Poems by W. H. Hudson
Opening announcement
I: Allegro non troppo: ‘What, then, did I want’
II: Andante: ‘To climb trees’
III: Allegro molto: ‘To ride at noon’
IV: Allegro piacevole: ‘To lie on my back’
Closing announcement

1’24
5’17
4’09
0’58
2’55
0’20

The Heart’s Assurance Poems by Alun Lewis and Sydney Keyes
Opening announcement
0’54
I: Song: ‘Oh Journeyman’ (Keyes)
3’17
II: The Heart’s Assurance:
‘O never trust the heart’s assurance’ (Keyes)
2’26
III: Compassion: ‘She’s in the hurling night with
lucid simple hands’ (Lewis)
4’18
IV: The Dancer: ‘He’s in his grave and
on his head’ (Lewis)
2’15
V: Remember Your Lovers:
‘Young men walking the open streets’ (Keyes)
6’49
Richard Lewis tenor
Frederick Stone piano
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The Diary of a Man who Vanished
English translation by Bernard Keeffe
Announcement
No.1, ‘One day I met a gypsy girl’
No.2 ‘That black-eyed gypsy has haunted me all the day’
No.3, ‘Through the twilight’
No.4, ‘Already swallows are twittering overhead’
No.5, ‘Weary work is ploughing!’
No.6, ‘Hey there, my tawny oxen!’
No.7, ‘I’ve got a loose axle’
No.8, ‘Don’t look, my oxen’
No.9, ‘Welcome, my handsome one’
No.10, ‘God all-powerful’
No.11, ‘From the ripening cornfield’
No.12, ‘shady height’
No.13, Piano interlude
No.14, ‘Is the darkness lifting’
No.15, ‘Now, white-tawny oxen, why do you stare at me?’
No.16, ‘What has come over me?’
No.17, ‘Who can escape his fate?’
No.18, ‘Nothing matters now’
No.19, ‘See that thieving magpie’
No.20, ‘See my Zevka dance’
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1’37
1’09
1’14
1’46
0’57
0’48
1’40
0’50
1’06
2’36
4’02
3’16
1’11
2’46
1’17
1’00
1’18
1’15
1’36
1’21
0’46

34
35
36

No.21, ‘Father, how wrong you were’
No.22, ‘Then farewell, dearest land’
Back-announcement

Richard Lewis tenor
Maureen Forrester mezzo-soprano
Ernest Lush piano
BBC Singers
Recorded in BBC Studios, 1957
From the Richard Lewis Collection
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1’07
2’28
0’25

Richard Lewis sings Tippett and Janáček
Arnold Whittall
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Richard Lewis LM7403

Richard Lewis (1914–90) was unsurpassed among British tenors of the midtwentieth-century in his willingness and ability to tackle challenging contemporary
scores. Between 1953 and 1965 he appeared in the British premières of Stravinsky’s
The Rake’s Progress and Schoenberg’s Moses und Aron, as well as in the world
premières of Walton’s Troilus and Cressida, and Tippett’s The Midsummer Marriage and
King Priam. From the late 1940s he had followed Peter Pears in such leading Britten
roles as Peter Grimes, Male Chorus (The Rape of Lucretia) and Captain Vere (Billy
Budd). It was said at the time that Britten always tried to keep Lewis at arm’s
length, since he had a stronger upper register than Pears – an obvious advantage in
heavier operatic parts. In fact, the two voices were simply different, with each
singer no less accomplished in his own particular way.
Lewis was certainly in his element in the impassioned and heroic declamation that
dominates Tippett’s two great works for voice and piano. Pears and Britten were
the joint dedicatees of Boyhood’s End, and gave the first performances of both
works, in 1943 and 1951 respectively. Brilliant pianist though he was, Britten had
reservations about Tippett’s florid piano style, and when Pears came to record the
compositions in 1953 – at a time when Britten was fully occupied with his
coronation opera, Gloriana – Noel Mewton-Wood was the pianist.
The cantata Boyhood’s End (1943) and the song cycle The Heart’s Assurance (1950-1)
come between two of Tippett’s most ambitious vocal works, the oratorio A Child of
our Time (1939-41) and the opera The Midsummer Marriage (1946-52), and sharing
some basic stylistic qualities with them. Both cantata and cycle are intensely lyrical
in a way that is unfailingly dramatic, even operatic, with the kind of elaborate vocal
melismas that proclaim the music’s roots in the English baroque of Purcell and
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Handel without in the least suggesting neo-classical pastiche. Other stylistic echoes
extend as far back as Monteverdi, as with the single-note trillo effect on the word
‘ecstasy’ in the final section of the cantata. Both use texts by English writers with
strong links to romantic traditions, yet they could hardly be more different,
Boyhood’s End nostalgically celebrating the abundance of life, The Heart’s Assurance
reflecting starkly on empherality and extinction.What links them is the importance
of memory, whereby past and present can be brought into either harmony or
conflict.
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As a multi-sectioned, single movement cantata, Boyhood’s End sets a segment of
the prose autobiography, Far Away and Long Ago, by W.H. Hudson (1841-1922), in
which, as an old man, he recalls his early empathy with the natural world in
Argentina, where he lived as a boy.The music is very much in the vein of pastoral
celebration that Tippett had first mined in his masterly Concerto for Double String
Orchestra (1939), and that would find its most memorable expression in the
Midsummer Marriage.Though there are obvious differences between Tippett’s
pastoralism and that of Vaughan Williams, there are nevertheless clear points of
contact between Tippett’s wartime, escapist vision of a kind of paradise – during
the year of Boyhood’s End’s composition,Tippett served a three-month prison
sentence in Wormwood Scrubs for his refusal to compromise his pacifist beliefs –
and Vaughan Williams’s often serene Fifth Symphony (completed in 1943), which
was inspired in part by Bunyan’s Pilgrim’s Progress.
Tippett’s inherent and still youthful idealism shines through as a vocal line rich in
cadenza-like word-painting is supported by a no less elaborate accompaniment.
The piece nevertheless has a very purposeful harmonic and tonal design. An
introductory section establishing the governing mood of ecstatic reminiscence leads
into the first aria-like section – a vision of the seasons and the exotic birds that
appear in such profusion in South America. In a slower episode the mood changes
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as the mysterious landscape dominated by tall trees and highly coloured flowers is
recalled. But energy and excitement soon return with the description of the
thousands of cattle and horses who inhabit the land.Then there are more birds –
herons, egrets, spoonbills and flamingos – and ultimately, a multitude of glistening
balls of thistledown which inspires the culminating image of the human spirit
floating in space, freed from the earth’s gravity and all mundane experience.
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As a devotee of William Blake,Tippett might well have felt the desire to match this
joyous song of innocence with songs of experience. The Heart’s Assurance presents
just such a contrast. It is a tribute to one of the composer’s closest friends who had
killed herself in the later stages of the war, and sets texts by Alun Lewis (1, 3,4)
and Sydney Keyes (2, 5), two poets killed during the same war. Its essential point is
that the impulsive conviction that love is real and immortal – the heart ruling the
head – is not to be trusted. At first, with No.1, ‘Song’, there seems a supreme
confidence that love and devotion can ‘live on/Long after death has come and
gone’. However, as becomes explicit in No.2, ‘the heart’s assurance’ of love and
joy, is balanced by ‘the heart’s fear’ – the certainty of death – especially in time of
war. In this situation, the intense and hard-won embodiment of compassion
becomes the most essential emotion (No.3). Human experience will always seek to
counter ‘the dread of death’ with a short-lived exuberance, as with the dancer who
sings in No.4. But the theme of war and loss emerges fully in No.5 (‘Remember
your lovers’), with its ultimately affirmative claim that those who survive can – as
long as they survive -remember the love as well as the dread.
Tippett thought of The Heart’s Assurance as a song cycle, since even though it has no
central protagonist or narrative sequence of events, there is a single governing
subject. Janáček’s The Diary of one who disappeared is also undoubtedly a cycle, with a
narrator describing a crucial sequence of events in his own life. But the fact that it
involves a contralto and three additional female voices as well as the tenor and
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piano indicates that it is in some respects a miniature drama, and quite capable of
being effectively performed in a semi-staged manner, as Ian Bostridge for one has
shown.
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The diary of one who disappeared (its standard name in modern translations: the
tracklist preserves the translation by Bernard Keeffe, made when the work was far
less well known in English-speaking sountries) was written between 1917 and 1919
(with revisions in 1920), while Janáček was engaged on the complex and
protracted creation of his fifth opera, The Excursions of Mr Brouček. It therefore
belongs to the composer’s astonishingly original and productive late period:
Janáček may have been in his late sixties in 1917, but his erotic obsession with the
much younger Kamila Stösslova – something that she and her husband evidently
learned to live with – is generally held to have had a direct impact on the style and
subject-matter of works like The diary, not to mention the two string quartets and
the opera Katya Kabanova. Janáček told Kamila that he had her in mind as the gypsy
who bewitches the impulsively ardent country boy who narrates the drama.
The tenor protagonist dominates the 22 separate but continuously performed
numbers. During Nos 1 to 8 he describes his first sighting of the mysterious gypsy
girl, and how this intensifies the frustration and boredom of his life of hard
agricultural labour within a tight-knit family community.This un-idyllic pastoral
scene could hardly be more different from that represented in Boyhood’s End, but it
has much in common with the depictions of country life in Janáček’s operas Jenufa
and Katya Kabanova, and the folk-like inflections of Janáček’s melodic writing,
together with his reliance on explicitly modal harmony, are powerful examples of
his highly personal musical nationalism, in some ways very simple, in others elusive
and idiosyncratic .
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In the central stages of the cycle (Nos. 9 to 11), the gypsy girl is heard, together
with her three companions, seducing the naive, vulnerable young man with sirenlike close harmony and provocative invitations. After No.12, in which the young
man’s progress to his doom begins in earnest, there is a piano interlude (No.13)
dominated by the jagged figures of his disorientation and desire. Janáček had first
seen the anonymous poems, written in Valachian dialect, in the Lidové noviny
newspaper in May 1916.The identity of the author (probably a civil servant) has
never been definitively established, but the cumulative power of the text, in these
superbly vivid settings, has an impact no less harrowing than Schubert’s equally
great (though very different) celebration of doomed love, Die Winterreise. In The
Diary, however, it is not loss of love as such, but loss of family, home and innocence
that creates the tremendous dramatic vortex culminating in the final, desparately
ecstatic song of farewell, complete with high Cs, as the young man describes seeing
the strange enchantress with his child
This recording came at quite an early stage in the British discovery of Janáček, and
Bernard Keefe’s English version is notably resourceful in the way it manages to
match Janacek’s language-specific rhythms.This performance is therefore not only
of great historical interest, from a time when the BBC Third Programme was at its
most adventurous. It shows just how successful all the artists involved were at
realising the essence of a very un-English masterwork, and the programme as a
whole also shows that some contemporary English music at least had nothing to
fear when placed alongside Janáček’s uninhibited and rampageous lyricism.
C Arnold Whittall, 2009
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Music Preserved is a registered charity that has devolved from the work of Jon Tolansky
and Basil Tschaikov in establishing the Music Performance Research Centre in the
1980s. It now holds an archive of several thousand items. The bulk of those are private,
off-air recordings of live classical music performances from the last 80 years. Nearly all
the great names, the ‘historic artists’, in every genre are represented, many in
considerable depth, with repertoire they never recorded commercially. The most
significant collection is that donated by the Earl of Harewood, but several other
connoisseurs and collectors, among them recording engineers, have donated to Music
Preserved their complete collections of broadcast live recordings.
The original sources are stored in the Borthwick Library at the University of York, where
they are curated by Dr. Christopher Webb. Many of them are unique, irreplaceable and
fragile: acetates in particular have an unpredictable shelf-life and require extremely
careful handling. They are being remastered by Roger Beardsley, who has a worldwide
reputation in the field, to the highest possible standard, with the emphasis kept on the
feel of the live performance.
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Music Preserved welcomes additions to its archive, but the process of preservation is
time-consuming and expensive. If you are able to donate recordings, or help us in our
work to ensure that yesterday’s great music can also be tomorrow’s, please contact us.

A technical note from the remastering engineer
All the performances being released for the first time by Music Preserved are over 50
years old, and were recorded off-air via a radio or radio tuner by enthusiastic amateurs.
In general the sound quality is very good, but there can be instances where tape faults
(usually age-related) or transmission/reception difficulties cause audible defects. In many
instances, such noises can be eliminated or reduced, but not always. This in turn leads
on to the use of noise reduction systems when our tapes are remastered. Only CEDAR
is used, and then never to the point where any music-signal degradation occurs.
Having said all that, it is remarkable just how few of our recordings have audible faults.
It is important to remember that you are hearing them as the first listeners did over half a
century ago.
Roger Beardsley
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What do you think of this mpLIVE release? Please tell us.
Are you interested in giving further support to the work of Music Preserved?
Please let us know.
Would you like to know about future mpLIVE releases?
Write to us and join the mailing list.
info@musicpreserved.org.uk
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Recorded: 1957, BBC Studios
From the Richard Lewis Collection
The remastering of this release has been made possible with the generous support
of the Richard Lewis Trust
Series design: Darren Rumney
For Music Preserved:
Remastering engineer: Roger Beardsley
Creative consultant: Peter Quantrill
P 2009 The copyright in this digital remastering is owned by Music Preserved
C 2009 Music Preserved

www.musicpreserved.org.uk

www.theclassicalshop.com

Music Preserved is a registered charity (No.296895)
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and a company limited by guarantee (No.2129867)
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