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Elizabeth Poston at her piano with her wild owl 

 
‘I had an owl (wild) who sat on my left arm at the piano while I played to it with my right’.  Maybe 

this is the owl in B flat she once searched for? 
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Foreword 
 

It gives me great pleasure to write a foreword to this book by John Alabaster whom I have known for a 

good number of years.  This considerable work pays homage to Elizabeth Poston whose life started in Highfield 

House in Stevenage, Hertfordshire, continuing to Rooks Nest House which was the basis for E. M. Foster’s 

Howards End, also in Stevenage where she lived with her mother.  The book describes how, apart from her 

music, she loved the countryside and derived great pleasure from the rolling landscape of North Hertfordshire, 

epitomised by “Forster Country” on her doorstep, as did Forster who lived at Rooks Nest House for 10 years.  

 

The book starts by describing Elizabeth’s work in broad terms and includes descriptions of her links 

with the BBC and hints at her contribution to the 2
nd

 World War effort.  Later it focuses on some specific 

pieces, showing their origins and literary background. 

 

Much research has been undertaken to create the heart of the book which is a presentation of the 

chronology of her work, a catalogue comprising both her published and unpublished music and a simple 

statistical analysis.  The book reveals Elizabeth’s huge range and volume, covering Orchestral and Instrumental, 

Operetta, Choral, Vocal Collections and Arrangements, Incidental Music and Sketches. The statistical analysis 

shows clearly that she produced 960 known compositions during her lifetime of which 680 were published. 

 

But the book is more than a catalogue.  Elizabeth was fortunate, initially, not to have had to work to 

support herself and was able to follow a fascinating and varied path.  She spent formative years abroad in both 

Ireland and mainland Europe.  She developed a close friendship with Peter Warlock which was probably not 

merely platonic and several pages have been devoted to this friendship.  It seems clear that she shared a love of 

both music and the countryside with him and supported him through difficult times, finally being deeply 

affected by his death in 1930, only recovering after several years.  The book reveals a little of her personal life. 

 

The Appendices include the statistical analysis along with some writings by Elizabeth, a note about a 

1964 BBC broadcast, defending Peter Warlock’s reputation and finally a poem written in 1984 concerning her 

death 3 years before she died. 

 

It is a shame that some of Elizabeth’s work is lost or missing and it is possible that readers have 

knowledge of its whereabouts.  Any that can be recovered would be welcomed by John Alabaster or the British 

Library where most of her music is now held. 

 

As a lover of our local Forster Country, I commend this book to you, both as a reference work and as an 

insight into the life of one of Britain’s lesser known but talented composers. 

 

Eur. Ing. John Spiers 

Chairman - The Friends of the Forster Country 
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Preface 
  

  The main object of this volume is to provide as complete a catalogue as 

possible of Elizabeth Poston’s work, including, particularly, her hitherto unpublished 

music manuscripts, now deposited, for the most part, at the British Library.  At the same 

time the opportunity is taken to expand on the background to a few of her compositions 

and bring into focus her relationship with some of her many musician friends so as to 

reveal more of Elizabeth’s unique personality. 

 

 I acknowledge, with thanks, the support I have received from Simon Campion, 

her copyright holder and literary executor, in providing access to the archive of 

Elizabeth’s music and other relevant papers.  Acknowledgements to others who have 

helped in so many other ways (supplying music, correspondence and information) are 

made on appropriate pages in this volume.  

 

As always, I am also most grateful to my wife, Beryl who has unfailingly offered 

invaluable constructive criticism of my drafts.  I am painfully aware of inconsistencies 

and deficiencies remaining in this publication but I hold strongly to the sentiment, 

expressed by Francis Bacon in his Promus of Formularies and Elegancies (c. 1594), 

that ‘Somewhat is better than nothing’.  

 

John S. Alabaster, April 2018 
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Elizabeth Poston as a young woman 



9 

Introduction 

 
Elizabeth Poston’s published music has been described in some detail by Dr. Jamie C. Bartlett

1
 

and just the titles only have been listed by Margaret Ashby
2
, but her unpublished MSS, amounting to a 

significant part of her work, have remained largely unknown.  And although the distribution of her 

overall output during her life has been shown graphically
3
, peaking in the 1950s, her dozen or so 

collections of songs were treated as single works and no distinction was made between published and 

unpublished music. 

The present work is, therefore, designed to redress these imbalances and, at the same time, 

update the information and provide more details about all the items, both published and unpublished, 

and to include something of what Elizabeth and others thought and felt about the music she composed, 

as well as giving some account of her other music-associated activities. 

The catalogue of music is based upon an original loose-leaf detailed inventory of music and 

recordings, numbered in no particular order, prepared soon after Elizabeth’s death in 1987 by Simon 

Campion (her copyright holder and literary executor) with the help of her friend, Suzanne Rose
4
 and 

subsequently put into broad categories by Eila Bannister.  This has now been finally amended and 

augmented, as necessary, mainly in the light of new finds and an examination of all the available 

music material (various pencil or ink sketches, drafts, scores and parts) deposited in 2015 both loosely 

and in folders (numbered to match those on the loose-leaves) at the British Library (BL) (Deposit 

                                                 
1
 Bartlett, Jamie C. (1996) Beyond the Apple Tree: The Published Music of Elizabeth Poston (1905-1987) University of 

Wisconsin-Madison, 1996, 101 pp. 
2
 Ashby, M. (2005) Elizabeth Poston, composer: her life at Rooks Nest. The Friends of the Forster Country, 2005, 40 pp. 

3
 Alabaster, John S. (2006) Elizabeth Poston’s local cultural connections. pp. 23-30, In Elizabeth Poston Centenary, 2005: 

Contributed Articles and Personal Letters.  The Friends of the Forster Country, 2006, 129 pp. (hereafter referred to as Vol. 

I). 
4
 Suzanne wrote to the editor of BBC Music Magasine in July 2006 giving more details: ‘Simon Campion, Malcolm's 

[Malcolm Williamson’s] publisher to whom Elizabeth had bequeathed all her manuscripts, asked me if I would be 

interested in sorting out and cataloguing them as he was much too busy a man to undertake such a task himself.  I had 

recently retired from teaching and I jumped at the chance.  It was decided that I would come to Rooks Nest where he and 

Malcolm lived and I would work in the music room cum office where Elizabeth did all her composing, and where she died 

in a single bed which had been squeezed against the back wall, between her grand piano and her desk in the bay window.  I 

went there two or three times a week, from mid morning until mid afternoon.  Heavy parcels of manuscripts wrapped in old 

yellowed newspapers were brought down from the attic.  They were not placed in any particular order but by years.  Simon 

devised a form on which I would record every single detail of every work (I had never used a computer).  It was a 

mammoth task as she composed quite a lot of music commissioned by the BBC for radio programmes and later on for TV.  

It was a task I relished as I could feel her presence as I sieved meticulously, one piece at a time, sitting at her desk.  Almost 

every work was accompanied by correspondence and notes from and to people who were involved.  
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Number 2015/51).  Further reference has been made to Elizabeth’s diaries and her correspondence 
held in box files (again numbered in no particular order), all deposited in 2013 at the Public Records 

Office at Hertford (Hertfordshire Archives and Local Studies {HALS}, Accession Number 5495). 

 A distinction is made between published and unpublished works wherever possible but it may 

be noted that the unpublished MSS are often of a sufficiently high quality to be photocopied for 

performance. Works are grouped in broad categories although they are not always easy to categorise. 

Numbers placed within square brackets after the main title refer to the music folders deposited 

at the BL; the inclusion of ‘Joan Littlejohn archive’ within the brackets indicates that the music is held 

in Joan Littlejohn’s archive deposited at the Devon Public Records Office, Exeter; ‘BBC’ within them 

identifies those items (sometimes copies, not originals) held at the British Broadcasting Corporation 

Music Library
5
; ‘X’ within them relates to the few un-numbered folders containing new-found 

material; ‘PRS’ refers to titles known only from information kindly supplied by the Performing Rights 

Society
6
; whilst the absence of any square brackets indicates that MSS music, known to exist (27 items 

at the time of writing), has not yet been located or found and deposited at the BL.  

Elizabeth tended to rearrange and republish some of her works, songs especially (e.g. in 

collections and special versions to her friends) leading to some overlap of content
7
, which is partially 

covered by cross-reference numbers in brackets as well as in the indexes.  

The music is listed generally in chronological order of publishing or composition, except in 

some cases where several versions of a work or a number of items in a given collection are seen to be 

republished later separately, often in a different arrangement.  Where items remain undated the date 

when Elizabeth registered it with the PRS, if known, is included and the suffix ‘PRS’ added.  

Where individual works are clearly identified as arrangements by Elizabeth, they are listed as 

such; otherwise, they are taken to have been her own compositions. 

Timings of the music where conveniently available have been included in parentheses. 

Abbreviations are used in some cases for some of the instrumentation and voices.
8
   

Information about BBC commissions and broadcasts is given based mainly on the material left 

by Elizabeth but, where it does not match entries in BBC Genome htlm, additional BBC entries are 

                                                 
5
 Information about the items held at the BBC Music Library (parts in all cases and scores in most) has been kindly 

supplied by Anne Butcher, Music Librarian (BBC Symphony Orchestra). 
6
 It should be noted that some 153 unpublished works of Elizabeth are absent from the PRS list (kindly supplied by Steve 

Middleton, PRS Member Services). 
7
 Of the 931 titles listed by the PRS, 92 are in this category, most of which are single repeats, 9 are doubles and two trebles. 

8
 For instruments: P. (piano), Hp. (harp), Hps. (harpsichord), Org. (organ), Rec. (recorder), V. (violin), Va. (viola), Ce. 

(cello), Db. (double bass), Strs. (strings), Fl. (flute), Picc. (piccolo), Cl. (clarinet), Ob. (oboe), CorA (cor anglais), Ba. 

(bassoon), Tr. (trumpet), Trm (trombone), Tu. (tuba), H. (French horn), Timp. (Timpani), Perc. (percussion) 

For voices: S. (soprano), Mezz. (mezzo), A. (alto), Con. (contralto), T. (tenor), Co.T. (counter tenor), Bar. (baritone), B 

(bass), Chor. (chorus).     
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added and marked with an asterisk; in some cases where there is a discrepancy, it can be accounted 
for. 

Footnotes deal with information not necessarily found on the music scores and the references 

there to Box Numbers, together with following page numbers, are to the box files of Elizabeth’s 

correspondence and the page numbers of extracts of the box contents which are also deposited at 

HALS
9
.   In addition to the footnotes, several sections describe in much more detail the background of 

a few selected compositions, as well as dealing with certain aspects of her life related to her musical 

activities, using her own words as much as possible. 

No attempt has been made to compile a complete list of recordings; those deposited at the 

British Library with her music are marked with an asterisk.   

Her literary work, including her broadcast talks, is briefly mentioned. 

Further information about Elizabeth and her music is available in four other booklets (referred 

to in footnotes as Vols. I, II, III and IV) published by The Friends of the Forster Country
10

 and also 

available on my website, johnsalabaster.com/wordpress as well as in an article, Elizabeth Poston by 

John S. Alabaster (2010), Signature, Women in Music, Summer 2010, Vol. III, No. 1, 

www.maudpowell.org 

  

                                                 
9
 Alabaster, John S. (2013) Elizabeth Poston Papers: 4 Contents of Box Files: List and Partial Extracts. (Boxes 1-94)  The 

Friends of the Forster Country. 2013, 210 pp. and ditto, Continuation 1 (Boxes 95 to 102 plus large cardboard box) 2018, 

40pp. 
10

 Ashby, Margaret (2005) Elizabeth Poston, Composer: Her Life at Rooks Nest, Stevenage. The Friends of the Forster 

Country, 40 pp.,   

Alabaster, John S. (2006) Elizabeth Poston Centenary, 2005: Contributed Articles and Personal Letters. The Friends of the 

Forster Country, 129 pp. [referred in footnotes as ‘Vol. I’],  

Alabaster, John S.  (2007) Elizabeth Poston: Post-Centenary 2005 Appreciation. The Friends of the Forster Country, 138 

pp.  [referred in footnotes as ‘Vol. II’], 

Alabaster, John S. (2008) Elizabeth Poston: Her Own Words. The Friends of the Forster Country, 91 pp.  [referred in 

footnotes as ‘Vol. III’] and  

 Alabaster, John S. and Julia Busch (2009) Elizabeth Poston: Letters to William and Sheila Busch. The Friends of the 

Forster Country, 132 pp.  [referred in footnotes  as ‘Vol. IV’] 
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 A Summary with some Statistics 
 

Vocal Compositions and Arrangements 
 For many people, Elizabeth Poston would be identified primarily with the carol, Jesus Christ 

the Apple Tree, partly, no doubt, because they had heard it broadcast so often at Christmas time but 

also because its unique quality had left an indelible impression.   

 She came upon the words of the carol when in the US and, only a few months before her death, 

explained that, ‘The tune is mine, not derived: i.e., I have never found a folk tune in any part of the 

world with the cadence or quirk of this one.’
11

  Malcolm Williamson (Master of the Queen’s Music) 

pointed out that ‘Melodically and harmonically, Jesus Christ the Apple Tree is all on white notes 

(thinking in keyboard terms) but its musical procedures defy analysis in any traditional way.  While it 

is perpetually unpredictable, since it functions neither tonally nor modally, and obeys no conventional 

laws of part-writing, it stretches forward into its own future, and yet seems, as in medieval music, to 

have C as its tonic and G as its final.  Simple to perform, yet radiantly rich, after one has performed it 

a few times the unpredictability vanishes and one says, “But of course!  It had to be like that!” – a not 

uncommon reaction to great music’
12

 

Of the tune, Elizabeth said, ‘The spirit bloweth where it listith.  I wrote it down immediately 

and inevitably, almost without thinking, on the nearest scrap to hand at the time, which happened to be 

a garage bill, and first published it in my The Children’s Song Book, (as The Apple Tree), subsequently 

in my The Second Penguin Book of Christmas Carols before I filled a space some contributor had 

failed to fill in The Cambridge Hymnal.  It has since found its way into the Chester Carol Book [...], 

apart from my own recordings with King’s College Choir and others, and seems to be sung at 

weddings, funerals, feasts and other occasions.  How surprised Joshua Smith would be.’
13

  Elizabeth 

rightly described the work as ‘a good earner’!  

Her Children’s Song Book has been described as ‘a little autobiography, reflecting her own 

delight in songs since the earliest song she remembers from the age of two’.
14

  She wrote her first 

song, Shall I wasting in Despair , long before receiving any formal training in composition when only 

13
15

 and Sweet Suffolk Owl at 17.  She collected books of dance tunes and nursery rhythms when 16 or 

                                                 
11

 Letter to Rev. Ronald de Poe Silk, 21 January 1986 (Box No. 94, p. 208); Joshua Smith collected the words of The Apple 

Tree in New Hampshire in 1784. 
12

 Introduction by Malcolm Williamson to A Book of Christmas Carols by Elizabeth Poston and Malcolm Williamson 

(1988), p. 13. 
13

 Letter to Rev. Ronald de Poe Silk, 21 January 1986 (Box No. 94, p. 208). 

 
14

 Letter from Jean Turvey in thesis on Women Composers (Box No. 17, p. 36). 
15

 She used the first and last verses of a poem by George Wither but with slight changes of her own – something she was to 

do much later in some of her translations of Italian songs (see the section on Sei Canzoni).  
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17 and in later life collected folk songs, nursery rhymes and carols from all over the world, not without 
some adventures on the way

16
, maintaining that songs were always her first and permanent love.

17
   

She was still sketching songs (Trees) in 1984 a few years before she died. 

 The Children’s Song Book also demonstrates her very strong interest in the simple and 

sensitive arrangement of traditional songs without changing their intrinsic historical character, 

ensuring that words and music compliment each other, with the composition ‘often driven by the 

text’
18

.  She disapproved of reinterpretation of carols that compromised the integrity of the originals 

and thus refused to agree to the inclusion of Jesus Christ the Apple Tree in 100 Carols for Choirs by 

David Willcocks & John Rutter.
19

 

  The song book also illustrates her diffidence in composing new ones of her own because, in 

this particular volume, they number just five.  And, of nearly 600 items included in her 15 collections 

of songs, just a 16 are hers (excluding 4 repeats of Jesus Christ the Apple Tree and one repeat of 

Christmas Day).  When asked by William Busch to set The Snowdrop in the Wind she said, ‘I wish I 

could do these things to order – they seem to be governed by some sinister power outside any control 

in devilish proportion to my desire to do them.  But I waited a year to write The Stockdoves feeling 

that I should do what I wanted in the end.  So I hope it will be the same.’
20

  She was all for quality, not 

quantity and later, when asked for advice by Joan Littlejohn, opined in a long letter
21

 that ‘100 songs 

are too many (unless you are as rare a bird as Warlock).  In my opinion, any composer who can leave 

behind him a lifetime’s contribution of 12 good songs, accepted, wanted and sung has done a 

worthwhile job’.  Elizabeth actually composed 72 vocal compositions so perhaps she should be 

regarded as rare a bird as Warlock!  

 The importance of song arrangements, compared with the rest of her output, is illustrated by 

dated works in the histogram overleaf (as well as in Table 1 of Appendix I) which also shows the peak 

in production in the 1960s and 1970s; of the total of 920 works of all kinds, song arrangements 

account for about three quarters, most of which (87%) are found in the song books which peak at 12 in 

the 1960s. 

                                                 
16

 Elizabeth recorded, in some autobiographical notes for British Council Libraries how, while on a folk song hunting 

expedition in the Balkans during Mussolini’s attacks in1938, she found herself locked up in a mountain goal with a goat 

(Box No. 44, p. 115). 
17

 Box No. 42, p. 112. 
18

 See Jamie Bartlett’s appraisal in The Music of the Words in Vol. I. 
19

 Box No. 94, pp. 208-9. 
20

 See Vol. IV, p. 50.    
21

 30 January 1979, see Vol. II, pp. 24-25. 
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 Of the other 237 dated 
works, vocal compositions account 

for a relatively small number (55); 

they comprise almost the entire 

number in the histogram for the 

1920s and, although they show a 

small peak in the 1950s, this may 

not be a true representation of the 

distribution over time because a 

further number (17) are undated.  So 

the total number of vocal 

compositions is 72. 

 

 

 

 

Choral Works, Orchestral/ Instrumental and Incidental Music 
 Items of choral works, orchestral and instrumental compositions, and incidental music total 68, 

45 and 77, respectively, although there is some overlap in the classification of the last two categories 

and the distinction between them is not easy to keep in mind.   

The distributions of dated items over time are somewhat similar, as illustrated in the histogram 

below, all showing a peak in the 1950s and, since there are relatively fewer undated items among them 

than for vocal compositions, it can 

be fairly concluded that, for these 

groups, Elizabeth’s most productive 

period was in that decade, and her 

leanest in the 1930s when, suffering 

poor health and, following the death 

of her friend Peter Warlock, she 

travelled extensively abroad, 

sometimes with her mother. 

 A number of these works 

were broadcast by the BBC or ITV, 

often for première performance, but 

whether they were always 

commissioned by the BBC is not 
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clear. Unequivocal commissioning 
applies to at least a quarter of the 

choral works and about two thirds of 

the incidental music, the impact 

being greatest in the 1950s when 

over 80% were so accounted (more 

details being given in Appendix I).   

Elizabeth’s several other 

connections with the BBC, 

including direct employment during 

World War II and again later are 

described in the next main section. 

 

 

 

 

 

Unpublished compositions 
   Unpublished music forms a significant portion of Elizabeth’s musical output.  Although it is 

only a small percentage (9%) of the vocal arrangements, the number of items (88) is substantial and, 

for all other works, it accounts for a much larger percentage (19%) amounting to an even larger 

number (187).  The numbers of published and unpublished items in each music category, apart from 

vocal arrangements, are shown in the histogram opposite, from which it is clear that the greatest 

proportion and greatest number of unpublished works relate to incidental music compositions.   

 There seem to be several different reasons for this lack of publication, the most obvious one 

being for the incidental music, much of which was commissioned by the BBC for a limited number of 

broadcasts of its plays and dramatic performances.  And commissioning for other one-off 

performance, sometimes for a niche market or for a particular event, is also a valid reason for other 

works.  A number of songs were, of course, private tributes to her close friends.  Some, like the Sei 

Canzoni, she initially felt were too personal to publish.  Nevertheless, Elizabeth did make efforts to 

interest publishers in her works, and with some success, although often her MSS were consigned to the 

attic while she set to work on the next project of a very busy schedule of composition, not to mention 

preoccupation with other musical activities and problems at home.  She had good relations with some 

publishers though not with all, in which case it was only with the vigorous backing of knowledgeable 

friends that she was able to succeed in getting what she wanted and what was fair.  In later life she 

chose Simon Campion as her publisher with a view to publishing works that had proved to have been 
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popular in the past and, in due course, performance copies of several pieces
22

 were produced in 2005 
for the celebration of the centenary of her birth and a couple more works were published later

23
. 

 

Other Works and Aspirations 
 Elizabeth composed two operettas, one unpublished, but no symphonies or concertos; her focus 

was on the small scale, with the emphasis on folk song, although she did write a number of chamber 

works and large scale choral works. 

 Her facility with words and her love of the sounds and rhythms of language, crafted in song, 

extended beyond the English language, as demonstrated in her songs of other European countries and 

other continents, particularly in those of France in The Faber Book of French Folk Songs. She was 

Francophile and fluent in French and provided translations of all those songs into English. 

 She considered the English translations of Alain Fournier’s Le Grand Meaulnes as 

unsatisfactory and intended to make her own but never found the time.  However, she did translate 

from the French, Marcel Schneider’s volume, Schubert, at the same time bringing to bear her own 

scholarship on the subject
24

. 

 Her meticulous research is also evident in her work on fifteenth and sixteenth century writers 

and on the origin of folk songs, the fruits of much of which are harvested particularly in the scholarly 

notes for the two Penguin Books of Christmas Carols. 

 She had intended to write her autobiography in a series of self-contained episodes and, 

although she never completed the task, part of what she drafted has been incorporated mainly in one 

biographical publication,
25

 and a good deal of her prodigious correspondence, full of wonderful 

anecdotes, emphasising the humour as well as the harshness of life, has been quoted wherever possible 

in the other three volumes already mentioned.  These extracts alone demonstrate her talent as a writer 

but we also have the evidence of her many broadcasts, discussed in the next section.  The more than 

500 letters she wrote to the Canadian composer, Jean Coulthard have not been fully published but they 

could well provide an authentic social history of the period 1948 to 1979.   

 Her earliest commonplace books are filled with stories, plays and copied extracts of biography 

and poetry and she subsequently wrote songs and poems of her own, the most telling of which is, 

perhaps, Celebration at my Death, written towards the end of her life and reprinted as Appendix V. 

                                                 
22

 Fanfare for Hallé for brass quintet; Blackberry Fold: Requiem for a Dog (already published by the BBC); The Hosanna; 

and Harlow Concertante for string orchestra & string quartet. 
23

 An English Day-Book for girls choir and harp (2010), A Garland Gay (2016) and Two Pieces for Cello and Piano (2017). 
24

 Elizabeth’s translation, completed in 1958, involved, as she explained to John Calder, the publisher, ‘ruthless reduction 

and editing of an incredible jumble of prolixities and repetitions’, Schneider’s text being, ‘hopelessly inaccurate, often 

false, with details distorted, facts garbles and twisted, fabrications of slender foundation of truth, or none at all’ (Box No. 

44, p. 120). 
25

 Vol. III. 
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Elizabeth Poston and the BBC 
 

Pre-War Situation  

The early success enjoyed by Elizabeth in getting a couple of dozen of her first compositions 

published while still a student in the 1920s and then, in 1928, having several of them, including the 

violin sonata, broadcast by the BBC, did not continue in the 1930s.  One factor was probably her poor 

health but another may well have been the result of the death on 17 December 1930, probably by 

suicide, of her close friend, Peter Warlock.  Over the next few years she spent a good deal of her time 

living a life of privilege both in England and abroad, travelling on extended holidays with friends and 

family.  But by 1933, when she was with her mother in the Far East, there were signs of her regaining 

her former sparkle and interest in life and she went on to travel widely in Europe and visit her brother 

several times in Palestine.  There are clear signs that music was still very important to her, for in 1936 

she gave a Bach recital and a talk on music on the Palestine Broadcasting Service and also gave a 

concert there in 1938, and in 1939 she was on a folk-song hunting expedition in Central Europe when 

arrested and put in goal, with a herd of goats!  

 

Wartime work 
However, the outbreak of war in 1939 changed everything, for she received an invitation from 

the BBC to join their staff for the duration of the war and was appointed by Sir Arthur Bliss as 

Director of Music for the European Service in connection with the Political Intelligence Department
27

.  

She recalled the lighter moments during the specialised training she needed at the BBC school:  
‘that weird outfit I have hilarious memories of.  My initial experience was of Jack Dillon making a 

startling entrance to his ‘class’ by tripping over the sham microphone flex and falling flat on his face.  Our 

‘professors’ were tight and we used to go off to the pub or other ploys and no one appeared to notice – a brief 

and glorious excuse to escape from the office,’
28

  

But the truth was that the early days at Bristol were actually a considerable strain; she was 

working extremely hard and at one stage required a break to recover from ‘severe nervous exhaustion 

with disturbed action of the heart’.   And later, in London, conditions were no better. 

But she was equally light-hearted about that and, in her diary of 1944, described the BBC staff 

as ‘a mixture of Defiance, Compliance and Baffled Tenacity’. 
  ‘At the worst of the London blitz, homeless and chaotic, a number of us, mostly in the BBC, got 

together and rented rooms in a vast cavernous house in Maida Vale.   Its most precious possession was a piano, 

which was really the reason I took the room, and also as a shelter, as I could sleep under the piano.  There I had 

some cushions and occasionally took in lodgers, several at a time – I remember […] Noel Eadie the singer, with 

                                                 
27

 Box No. 18, p. 44.  
28

 Box No. 79, p. 169. 
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her baby, and one or two others.  The cushions were very uncomfortable and I didn’t sleep much.  We were 

talking about how to get beds, and somebody said, ‘Why don’t you ask the Craxtons who lived not far away.  

They had an amusing happy-go-lucky warmhearted home life, with Mrs. Craxton, vague and hospitable and 

nothing daunted.  They said, “of course you can have a bed if you can fetch it” – so round it came on a 

wheelbarrow.  Either I wasn’t good at assembling beds or it wasn't a bed in its first youth; at any rate, it fell 

apart the first right in two halves and I went through them. For the duration I just about made it work tied up 

with dressing gown girdles and string – it was always a joke with the inmates, and one of those one still laughs 

over when two or more meet
29

.  

 In spite of all the difficulties, including being bombed out, Elizabeth arranged for the broadcast 

of an enormous number of programs of and about music, engaging artists and arranging rehearsals and 

recordings.  Broadcasting around the clock in some 45 languages and dialects to occupied countries 

was carried out underground in secret studios in cathedral crypts, vaults, cellars and, when premises 

were destroyed, on the London pavement.  As she said,  
 ‘when the Poles, the Yugoslavs & others were under ban and death sentence for playing their own 

national music, we did their song, their dance, their marches and their children’s rhymes, always  broadcast, 

whenever possible, by their own people.’
30

 

 What she did not reveal were the details of the intelligence work she carried out.  And, in spite 

of much searching
31

, all we know is that it involved sending coded messages in the form of precisely 

timed recorded music.  The fear of a mistake that might jeopardise the work of the Resistance in 

occupied countries weighed heavily on Elizabeth, and took its toll on her by the end of the war when 

she took the opportunity to travel to North America.  

 

Post-War Activities   

 On returning to England she was invited in 1946 by Douglas Cleverdon of the BBC to help set 

up a new radio broadcasting station, the Third Programme, and the following year was chosen as one 

of the youngest composers whose work (Comus) was represented at its opening.  This was soon to be 

followed by a host of other works, marking the beginning of a career of broadcasting incidental music 

for the BBC, as summarized in the figure opposite, also showing the number of broadcasts of her other 

BBC-commissioned compositions and other programmes. 

 

                                                 
29

 Box No. 44, p. 121. 
30

 Box No. 13, p. 32. 
31

 For example by Christopher Lambton (1997) Praying for Victory in The Daily Telegraph 15 March 1997. 
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 The gap in the 1930s is obvious and it can be seen that, thereafter, broadcasts of her incidental 

music dominated the early years whilst those of her non-incidental music peaked later and continued 

for longer, even after her death in 1987, which was mainly because of the popularity of her famous 

carol, Jesus Christ the Apple Tree.  

 In 1957 she remarked, ‘I  have been the leading and  (I am told) the highest paid composer 

commissioned by the BBC for its outstanding drama productions of mainly Third Programme type from 

Medieval Mysteries and Shakespeare to contemporary English, French, etc.’
32

 

At the time of Elizabeth’s bourgeoning broadcasting activity, she accepted the invitation in 

July 1949 by Eric Warr of the BBC to be a special listener & report back to the BBC Advisory Panel.  

She did so, conscientiously, for the next 16 years, so much so that in welcoming friends, such as Diana 

Sparkes and family to visit, she stressed the need to avoid listening periods
33

.  Altogether she made 

detailed comments in nearly 600 reports to the Music Booking Manager, averaging nearly 60 per year 

which, together with what she had learned during the war years, gave her a vast knowledge of music 

and musicians to draw upon in her work
34

.  It led her to complain of the neglect of older composers 

and opine,  

                                                 
32

 Box No. 44, p. 118. 
33

 Letter from Diana’s mother, Dora Foss, wife of Hubert Foss (Box No. 28, p. 62). 
34

 Box Nos. 11, 37, 38, 51 & 52. 
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‘The composer, like good wine, improves with maturity.  Why must we be condemned to a surfeit of 

sour new vintage?
35

     

As well as serious composing, there were other commissions of a lighter vein, including, for 

example, one from Madeau Stewart asking her to select various kinds and types of music to be played 

on Madeau’s flute to test the reactions of seals on isles in the Outer Hebrides (with a BBC recording 

engineer attendant in a boat)!  For her Seal Saga Elizabeth chose twelve examples, ranging from 

plainsong and folk song to twelve-tone and pop. 
 ‘The result was amusing in the extreme, and though everything went wrong with the transmission, the 

BBC, to their great credit, put it out.   One got a highly evocative sound of wind and waves, then a despairing 

cry from Madeau saying her music had blown away and she couldn’t play the Schönberg without it.  As she 

explained there would be a short interval while she tried to retrieve it, there was a loud splosh during which she 

lost her shoe and the boat became awash.  Quite undaunted, she went on, and the seals miraculously answered 

with a kind of fascinatingly appreciative Mm-ing sound, but only to the Londonderry air (Danny Boy) which 

may or may not prove anything, and as Madeau said, they may have simply been intrigued by the odd spectacle 

around them, but for unintentional farce, it was quite one of the funniest unrehearsed effects I remember.’
36

  

 Elizabeth engaged in a wide variety of other BBC programmes: recording for the BBC 

Archives; devising, selecting, supervising and arranging music; giving recitals; taking part in Music 

Magasine, Children’s Hour, Woman’s Hour, Viewpoint and musical quizzes; and, perhaps above all, 

giving talks.  She discussed her personal choice of poetry; talked about folk songs, admitting to being 

rude about the misconception of carols in Music Weekly
37

; and she presented a series of five 

programmes on Peter Warlock in 1947 and another of 11 such programmes in 1964-65, including her 

hard-hitting, heart-felt defence of him in her Dispelling the Jackals
38

 . 

Toward the end of her life she broadcast two contrasting programme, one on the humour of 

Gerard Hoffnung and the other, on 24 April 1981, on The Great Prayer
39

, a paragraph from which, 

near the conclusion, reads: 
‘The mystery of the innermost form of the Lord's Prayer lies in silence.  Silence is the obverse of music.  

Music comes from silence and into silence it returns.  The silences within a musical work are part of the 

music in the sense that they are essential to it, continue through it – the Grosse Pause of the orchestra, 

the bars of rest.  The musician lives in an inner world of sound; it is his natural element in which he 

moves and has his being, as water is to a fish. The sound of a symphony is heard inside the composer's 

head long before it is transmuted into notes.
40

 

  

                                                 
35

 Box No. 13, p. 33. 
36

 Box No. 30, p. 81. 
37

 Box No. 47, p. 139 .  
38

 Reprinted in Vol. II. 
39

 Reprinted in Vol. I. 
40

 The complete text is reprinted in Appendix II. 
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Copyright © Andreas Poulsson
41

 

Elizabeth Poston’s close friend, Jean Coulthard in 1972 

                                                 
41

 Copied from Jean Coultard: A Life in Music by William Bruneau and David Gordon Duke. Ronsdale Press, 2005 
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Catalogue of Works 
 

1. Published Works 
 

1.1. Orchestral/Instrumental 
 

Chanson gaillardes (after Poulenc) [165]         1943 

No. 8 Serenade for cello and piano (2’30”) 

Publisher:  Chester 

 

Two French Songs [146]         1946 

Setting of traditional French songs arranged for cello and piano  

L’Amour de Moi and Mignonne allons voir si la Rose, see also Trois Chansons pour Suzanne [230]   

Edited, set and published by David Alabaster, 2017 

 

Serenatina for Pipes [92]         1958 

Treble, alto, tenor & bass (Elizabeth found it unsuitable for recorders) 
Commissioned from Switzerland for the International Festival and School at Wenzigen in Spring, 1958

42 
First performance by the Pipers Guild 1959 (see Newsletter Autumn 1959) 
1 Pipistrello (Bats’ Fanfare) 4 Berceuse 7 Swallows (Schwallen) 10 Petit Contreband 12 Bell Tune 

2 Morning March (Sonnez les Matines) 5 Cucu 8 Petit Hot Jazz               11 Sarabande      (Chandolin) 

3 Weinerwaltz 6 Pastourelle 9 Chanson Romande (Maria della Glisch)  

Recorded in 1960, a copy of which was sent to the BBC
43

 but is not at present in the BBC Music Library 

Publisher:  Elkin and Co 

 

Trio for Flute, Clarinet (or Viola) & Harp (or Piano) [47]      1958 

Fl., Cl., Va., Hp., piano (12’ 25”) 

Dedication:  to A. W. Friese-Greene  

Commission:  A. W. Friese-Greene  

First performance: Hampton Music Club Concert, Orme House, 24 8April 1958 

London Première: at Arts Council Centre, St. James Square, 13 March 1959,  

BBC Broadcast 17 July 1959; all three concerts by Wilfred Smith, Thea King and Maria Korchinska 

BBC Broadcast, Northern Ireland, 11 June 1971 

1) Movements: Piacevole,  2) Pastorale Nostalgica – Molto moderato, 3) Fileuse – Vivace scherzando 

Publisher:  Chester 

                                                 
42

 Box No. 44, p. 114; The Trudi Biedermann-Weber quartet had much success with the work at Geneva, as reported by 

Madeleine Calthrop of the Pipers Guild in 1960 (Box No. 42, p. 108). 
43

 Box  No. 42, p. 108. 
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Peter Halfpenny’s Tunes [1]         1959 

Suite for descant /treble recorder and piano 

Composed as a tribute to Elizabeth in 1953 and won the Children’s Hour competition in 1957 

Based on tunes composed by Eric Halfpenny’s son Peter aged 5 or 6: 
1 Dump 4 Morning Tune 7 Walking the Floor 10 A very nice Tune 

2 Pussy 5 Sine Nomine 8 Hunter’s Delight 11 Penny Royal 

3 Riding my Bicycle 6 Christmas Turkey 9 A measly Fragrance 12 Taster Hymn 

Publisher: Boosey & Hawkes 

 

Lullaby (Nanna) and Festa [244]
44

        1959 

For piano solo  

Dedication:  Festa; Lullaby to David Townill  

Publisher:  Novello 

 

Sleep (from Semele by G. F. Handel) [60]        1966 

For oboe [or clarinet in b flat] and piano (4’05”) 

Dedication:Léon Goossens 

Publisher:  Oxford University Press 

 

Harlow Concertante
45

 [266]         1969 

For string orchestra and string quartet 

Commission: the Harlow Youth Orchestra to mark the 21
s 
anniversary of Harlow New Town 

Première: under John Fitzpatrick with the Alberni String Quartet, 11 October 1969,  

Nettlewell School, Harlow,  

London Première: 8 April 2006, St Mary’s Church, South Woodford, Hertfordshire Chamber Orchestra  

Publisher:  Campion Press (2005, performance copies) 

 

Fanfare for Hallé
46

 [38]         1969 

1) For brass quintet 

Commission:  Hallé  Orchestra players for Sir John Barbirolli’s 70
th

 birthday 

Première:  18 December 1969, Hallé Orchestra, Sir John Barbirolli conducting 

Publisher:  Campion Press (2005, performance copies)  

2) Whiteacre version with clarinet & oboe (Arranged by Simon Campion c. 2005) 

Publisher:  Campion Press (2005, performance copies) 

                                                 
44

 Elizabeth regarded the two works as inseparable and had refused to allow G. Ricordi to publish Fiesta by itself (Box No. 

44, p. 119). 
45

 See the section, Harlow Concertante in this volume. 
46

 See the section, Fanfare for Hallé in this volume. 
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Blackberry Fold
47

 [42][BBC]         1973 

(Requiem for a Dog for string orchestra with flute) (6’15”) 

Dedicated: A. W. Friese-Greene  

Commission:  BBC 

Première:  BBC Radio 3 Broadcast, 11 February 1976  

Publisher:  Campion Press (2005, performance copies) 

 

1.2. Operetta 
 

The Briery Bush [101]          1961 

A Musical Absurdity (30’00”) 

Voices: soli & chorus (unison) 

Recorders (Treble or Pipe), Cl. A., Hn.(F & D) , Tr.C, Piano, Timp., Tu.Bells, V.I & II, Va., Ce., Db.  

Commission: The Women’s Institute for Hertfordshire, 1958-9 

Libretto:  Ruth M. Craufurd
48

.   

Movements: Overture + 8 

Publisher:  Novello & Co. 18906 

 

                                                 
47

 See the section, Blackberry Fold – Requiem for a Dog in this volume. 
48

 Based on the folk song, The Briery Bush in Cecil Sharp’s version, given to J. G. Craufurd when published in Folk Songs 

from Somerset.  A Ballad Play, a nonsense musical, comprising a simple overture on piano and a dozen songs arranged on 

original tunes with optional violin (open strings) or trumpet and descant recorders (Box No. 44, p. 116). 
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1.3. Choral Works  
 
A Carol in Captivity          1946 

SATB a capella 

Publisher:  Curwen 80771. The Church Choralist 771 

 

The Princesses’ Carol
49

         1948 

Two-part (SS) optional acc. (Tr., Tr.Chor.) 

Words by Eleanor Farjeon 

Publisher:  Oxford University Press 9365 

 

The Nativity           1950 

A ballad cantata for solo voices, speaker and string orchestra 

BBC Third Programme Broadcast, Première, 26 December 1950 with Elsie Suddaby (Sop.),  

Catherine Lawson (Con.), Alfred Deller (Co. T.), Eric Bows (T.),  

Gordon Clinton (Bas. Bar.) and Jill Ballon (Speaker) 

Wellbeck String Orchestra; Conductor, Douglas Robinson. 

 

The Nativity:  A Sequence for Christmas
50

[50]      1951 

S., Mz., ATB soli, SSAATB chor., p./org., strings (30’) 

Dedication:  to Ralph Vaughan Williams 

Text:  compiled and edited by Terrence Tiller 

Première, BBC Radio Three Broadcast, 5-6 October 1973; Paul Esswood. 

Movements: 
1.This is the truth sent from above 

2.Interlude     8.As Joseph was a walking 

3.O Joseph being a old man truly  9.There is no rose of such virtue 

4.Angelus ad Virginem
51

   10.Jesu, sweet Son 

5.I sing of a maiden    11.A lovely lay 

6.Joseph and Mary walked   12.Qui creavit Coelum 

7.Narration and Interlude   13.Christo paremus cantica 

Publisher:  Oxford University Press 9364 

                                                 
49

 Written to preface an anthology presented to the two royal princesses (Elizabeth and Margaret) who sent word to 

Elizabeth requesting copies, reported by Derek McCullock (Uncle Mac), BBC Children’s Hour, 20 December 1948. 
50

 Elizabeth wrote, ‘written as a personal tribute to Vaughan Williams, who took a great interest in its making, himself 

suggesting some of his favourites for inclusion.  Fortunately he likes it very much [...] I think this work and that song 

[Sweet Suffolk Owl] sprang from the same thought’ (Box No. 32, p. 54).  She also wrote, ‘I have an affection for it different 

from anything else I have ever written, and I shall never write anything else like it’ (Box No. 42, p.108). 
51

 This is the earliest date to this work, Elizabeth’s setting of which is repeated in several other collections and was at some 

time recorded with Dennis Townhill (Box No. 45, p. 123)  
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Antiphon and Psalm – Laudate Dominum (II Chron. V, 13, 14) [70]      1955 

SSATB chor., org. 

Commission for the St. Cecilia Day Festival Service, 1955
52

 

Première: 22 November 1955, St Sepulchre’s Church, Holborn Viaduct 

BBC North Home Service Broadcast, 23 March 1960
53

 

Publisher:  Boosey & Hawkes 18095; Winthrop Rogers Church Series No. 49 

 

The Magi           1955 

A Christmas Mime with Words and Music 

2 speakers, S./Mz. solo. unison SATB chor., acc 

Words:  Irene Gass 

Publisher:  Curwen 3736 

 

O Bethlehem [249] see also [102]        1956 

Carol arrangement (Basque) for Chorus, Organ and Strings   

SATB Chorus., Fl., Ob., Org., Strs. 

Text:  Traditional 

Publisher: Curwen  

 

O Bethlehem [ 249] see also [102]        1956 

SSATB a capella  
BBC TV Broadcast, 25 December, 1962 

Included in Christmas Morning Service from St. Mary's Parish Church, Ashwell, Hertfordshire. 

Singing led by the Ashwell Singers directed by John Russell 

Publisher: Curwen 80823, The Church Choralist No. 823 

  

O Bethlehem [249] see also [102]        1956 

SA and piano  

Publisher:  Curwen 72392 Choruses for Equal Voices 392  

 

Praise our Lord [102]          1956 

SA and piano 

Publisher:  Curwen 72391. The Church Choralist No.771 

                                                 
52 The Royal Anthem was performed with HM’s Chapel Royal Choir under Mr. Harry Gabb, Organist, Choirmaster & 

Composer, HM’s Chapel Royal; Music for The Royal Thames broadcast on the occasion of HM’s progress by river in the 

Accession Celebrations; score used for the film celebrating the millennium of Westminster Abbey, The Abbey of the 

English (Box No. 18, p. 44 and Box No. 32, p. 83). 
53

 Box No. 32, p. 83. 
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The Ladybird [109]          1956 

Two-part and piano, Arrangement of a tune by Hilda Creig 

Publisher:  Curwen72390,  

    

Song of Wisdom          1956 

SSA, SSATB chor., piano/organ. 

Pavane, passacaglia and descant on Gosterwood (English Air also arranged by Vaughan Williams) 

Publisher:  Boosey & Hawkes 18159 

 

Bethlehem [97]           1957 

Carol for SATB, solo middle voice, piano or organ 

Text:  Sister Mary Madeleva 

Publisher:  Elkin and Co. 

 

The Negroe’s Carol          1957 

 Male voice solo, SATB, piano/organ 

Publisher:  Curwen 61479l, Choral Handbook 1479 

 

Tell me, Lovely Shepherd (arr. after Boyce) [65] see also [72] and [130]    1957 

String orchestra; solo voices, middle range 

Publisher:  Oxford University Press, 1957 OM 19, Oxford Choral Songs from the old Masters 

 

In Bethlehem Town          1958 

Unison SATB, accompaniment and vocal/instrumental descant 

BBC Network Three Broadcast (Christian Outlook), 16 November 1960*   

Publisher: Elkin and Co. 2513, Elkin New Choral Series 2513 

 

Queen Elizabeth I
54

 [220]         1958 

A radio ‘Portrait’; a meditation with words and music 

2 Solo Sopranos, SSAATTBB Choir, V.I & II, Va., Ce., Db., Shawms (Sop. & Ten.), Hecklephone (Baritone 

Oboe), Tenor Drum, SATB chor., org., (optional trumpet prelude) 

Text:  Terence Tiller from the Accession Service of Queen Elizabeth I, 1558 

Première:  BBC Radio Home Service Broadcast, 19 November, 1958 

1. Opening Music: Fanfares into strings [pencil drafts] 

                                                 
54

 Elizabeth Poston recounted that Ralph Vaughan Williams, ‘consulted about it, said “It should be published and used on 

all public occasions”.  He had plans himself for its publication […] shawms, asked for by the BBC, are included in this 

score, as more in keeping with the local colour of the period, rather than the (optional) trumpets which appear in my 

(normal) organ scores.  No tune survives: it and the setting are my own.’ (Box No. 44, p. 117). 
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2. Solemn Fantasia for Strings [pencil draft + cello parts] 

3.  Distant Fanfares at the Queen’s death, precluding the Hymn: Chorus & Orchestra [2 scores] 

Publisher: Novello & Co. Ltd., 20185, 1967? 

 

Happy are Thy Men [98]         1958 

Anthem for SATB/unison choir and piano/organ (2’00”)  

Commissioned by the governors of Alleynes School, Stevenage, September 1957
55

 

Text: from 1st Book of Kings 

Publisher:  Oxford University Press E83, Oxford Easy Anthem E83 

 

Sing unto the Lord          1959 

SATB and organ 

Publisher:  Oxford University Press A159, Oxford Anthems A159 

 

The Boar’s Head Carol [245]          1960 

Arrangement of traditional carol 

SATB choir 

Dedication:  Cuthbert Bates and the City of Bath Choir 

Commission:  Cuthbert Bates and the City of Bath Choir in 1958 

Publisher:  Oxford University Press X68 

 

Aunt Hessie’s White Horse [32]   1962 

South African Folk Songs arr. for Children’s Unison Voices, Strings and Harp with English version of words 

Première: BBC Broadcast December 1962 

Publisher: Bodley Head 

 

I saw a fair maiden (arr. after Peter Warlock)       1963 

Unison/two-part and piano  

Publisher:  Oxford University Press T66, Oxford Choral Songs T66 

 

Jesus Christ the Apple Tree 
56

[190]        1967 

SSAATB chor. 

Text: Anon, collection of Joshua Smith, New Hampshire 

Publisher:  Oxford University Press (Banks Music) Eboracum Choral Series 141 

BBC One Broadcast, 24 December 1967 (Carols from King’s [College Choir, Cambridge])
57

  

 

                                                 
55

 Box No. 10, p. 22 and Box No. 44, p.117.   
56

 See the section, A Summary with some Statistics in this volume. 
57

 The first of many such broadcasts.  
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Never weather-beaten Sail (arr. after Campion)       1967 

Two-part and piano 

Publisher:  Oxford University Press, Oxford Choral Songs T87 

 

A Garland Gay [128]   1968 

Three folk songs arranged a capella 

Solo baritone and SATB 

Dedication:  To Morgan [Forster] 58 

Première:  King’s College, Cambridge, 26
th
 January, 1969; King’s College Musical Society Choir, Conductor – 

David Willcocks 

Movements: 
1. The Bold Fisherman (A second tune, not used)    2. Hertfordshire Mayor’s Songs 

3. Carol:  As I sat on a Sunny Bank                          4.The Young Fisherman (not used) 

5. Down by the Riverside (also not used) 

Publisher: Campion Press (2016, performance copies) 

 

The Hosanna [188]          1974 

For full choir & organ 

Dedication :  King Edward VI Grammar School  

Commission: Eric Merriman and the Choir of King Edward Grammar School, Southampton for the 300
th
 

anniversary of the birth of a former pupil, Isaac Watts. 

Text:  Isaac Watts (1674-1748) 

Publisher:  Campion Press (2005, performance copy) 

 

Christmas Day           1976 

Unis. and piano 

Text: Andrew David Young  

Publisher:  Cambridge University Press 

                                                 
58

 This was Elizabeth’s surprise birthday present of old Hertfordshire songs known to Forster as a boy and collected, by her 

from the village at Weston, near Stevenage, one described by the singer, Mr. Thomas Grey, as “ancients of years old.” 

(Box No. 46, p. 135).  She reported that the Queen ‘sent a special messenger down to deliver his OM (Order of Merit) in 

time for the party […] I had brought him a bouquet of little flowers from the garden, some snowdrops and aconites, etc., 

which he loves, as he still loves this place, where he spent his childhood, better than any, and I always try to find something 

from the garden for him.  I thought he could wear these as a buttonhole but his Best Suit proved to have no buttonhole.  

The solution was a nice row of early spring flowers in his breast pocket.  Seeing the large white handkerchief already there, 

I said: You mustn’t blow your nose.  All went well when we made our entry into the hall, until he sneezed in the middle of 

the Haydn Trumpet Concerto, with one gesture crowning himself with snowdrops and a shower of aconites, and sprigs of 

rosemary had to be picked out of his moustache.  By the time I had to come out and take my bow, I was so overcome that I 

embraced him and we sat entwined for the rest of the evening – I trust the august audience didn’t put it down to the drinks!’ 

(Box No. 53, pp. 147-8). 
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1.4. Vocal  Works 

 
Carol – Salve Jesus, little lad [151]   1924 

For soprano I & II and piano 

Dedication:  C.P. (possibly to Elizabeth’s mother, Clementine Poston) 

Words Anon:  Old English 

Première: Royal Academy of Music Choral Concert at Duke’s Hall, 2 December 1925 

Publisher:  Joseph Williams, Ltd. 1925 (distr. Stainer & Bell Ltd.) St. Celia Series 18 to 16 

 
Aubade           1925 

Orchestrated by Robert Chignall for BBC Spring Series of Chamber Concerts, 14 June 1926
59

  

Publisher:  Boosey & Hawkes 

 

A Little Candle to St. Anthony         1925 

Publisher:  Boosey & Hawkes 

 

Sweet  Suffolk Owl [160]
60

; see also [268] for much later version    1925 

1) Voice (unison) & piano, Feb., 1925 

SATB (Missing?)          

Text: Thomas Vautor (1619)                   

Dedication:  To Marjorie 

Publisher:  Boosey & Hawkes 

2) Voice and orchestra  

BBC broadcast 9 July 1928 

Publisher:  Boosey & Hawkes 

 

The Bellman’s Song, see [61], [87] and [114]       1925 

Text: Ravenscroft’s  Melismata, 1611 

BBC broadcast 9 July 1928 

Publisher:  Boosey & Hawkes 

 

Brown is my Love          1925 

For voice and piano 

Publisher:  Boosey & Hawkes 

                                                 
59

 Box No. 95, p. 1. 
60

 Revised in 1957 for Winthrop Rogers; also first performance of a new setting in 1972 (Box No. 80, p. 177), 

‘commissioned indirectly by the BBC for one of their concerts at the Queen Elizabeth Hall’ (Box No. 48, p. 143). 
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Maid Quiet [250]          1925 

For voice & piano. Transposed from F minor to D minor, transcribed by W. P. 

 Irish song. Text: W. B. Yeats 

BBC broadcast 9 July 1928 

Publisher:  Boosey & Hawkes 

 

The Lake Isle of Innisfree [169[        1925 

For voice and piano (two settings: for high and low voice)  

Dedication:  To Mr Julius Harrison 

Irish song, Text:  W.B. Yeats 

BBC broadcast 9 July 1928 

Publisher:  Boosey & Hawkes [Winthrop Rogers Edition 4267] 

 

In Youth is Pleasure [141], [250] and [168]       1927 

For voice and piano 

Text:  Robert Wever (1550) (Two settings: for High and (middle) low voice) 

BBC broadcast 9 July 1928
61

  

Publisher:  Boosey & Hawkes [Winthrop Rogers Edition 4390]  

 

Call for the Robin-Redbreast and the Wren [170]      1927 

For middle voice and piano 

Text:  John Webster 

BBC broadcast 9 July 1928
62

 

Publisher:  Boosey & Hawkes [Winthrop Rogers Edition 4391]  

 

Be still my Sweet Sweeting [171]        1927 

Lullaby for middle/high voice and piano 

Dedication:  To Elsie Suddaby 

Text:  Phillip (1565) 

BBC broadcast 9 July 1928
63

 

Publisher:  Boosey & Hawkes [Winthrop Rogers Edition 4437] 

 

In Praise of Woman [172]         1927 

For medium voice and piano 

Text:  from the Harleian MSS 

                                                 
61

 Favourable review in Musical Opinion, December 1928, p. 253 (Box No. 95, p. 3) 
62

 As above. 
63

 As above. 
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BBC broadcast 9 July 1928 

Publisher:  Boosey & Hawkes (1928) [Winthrop Rogers Edition 4414] 

 

Ardan Mór [173]          1927 

For middle/high voice and piano 

Dedication:  For ‘May’ 

Text:  Francis Ledwidge [Irish Poet] 

BBC Radio Three Broadcast, 10 December 1983; included in The Feminine Muse 

Publisher:  Boosey & Hawkes [Winthrop Rogers Edition 4389] 

 

She is all so Slight [155]         1942 

For mezzo and piano 

Text: Poem by Richard Aldington 

Publisher:  Boosey & Hawkes 

 

The Stockdoves [158]          1945 

Song for middle voice and piano (2’55”) 

Text:  Andrew David Young 

Publisher:  Boosey & Hawkes/OUP 

 

Lullaby [63]           1949 

Voice and piano 

Dedication:  for Veronica Mansfield 

Text: William Barnes (1801-1886) 

Commission:  For Veronica Mansfield’s Wigmore Hall recital 

Première:  31 October 1949, Wigmore Hall, Veronica Mansfield 

Publisher: Novello & Co. (PRS) 

: 

Tell me, Lovely Shepherd [72] see [65] and [130]      1953 

Dedication: to Leonard and June Clark 

Duet: Soprano and Tenor/baritone 

Publisher: Elkins, 28 January 1955
64

 

Another version for voice and string quartet 

Dedication: to Joan Littlejohn and Caroline Clack, 1972 

 

 

                                                 
64

 When Elizabeth first offered the work to Elkins in 1953, it was accepted with the proviso, ‘could you curtail the 

concluding symphony […] these 20 bars are rather too much and leave the singers in the air too  long.’ It was 1955 when 

she first appeared in Elkinotes (No. 8) (Box No. 44. p. 114). 
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Carol of the Crown          1953 

Unis., P./Org. 

Words by Irene Gass 

Publisher:  Boosey & Hawkes 17344, Festival Series No. 91 

 

The Dormouse Carol [105]         1954 

Solo voice and piano 

Words from a broadsheet of St. Dominic’s Press, Small Rhyme Sheet No. 4.  

Publisher:  Curwen 72356, Choruses for equal voices 2356 

 

Together let us range (duet) (Boyce)        1955 

Publisher:  Elkin and Co. 

 

Sheepfolds
65

 [96]            1957 

Dedication:  Donald Ford 

Text: Sister Mary Madeleva (from her American Twelfth Night and Other Poems, Macmillan 1955) 

Publisher:  Elkin and Co. 

 

The Female Highwayman see [55], [26] and [233]      1964 

Unison, optional three-part and piano 

Publisher: Boosey & Co. Modern Festival Series No. 763 

 

The Water of Tyne see [55] and [233]        1964 

Text: trad. 

Thee-part, unacc. or unison with piano 

 Publisher:  Boosey & Co. Modern Festival Series No. 764 

 

Dance to your Daddy see [55] and [233]       1964  

Two-part and piano 

Publisher:  Boosey & Co. Modern Festival Series No. 765 

 

Spinning Wheel Song see [55] and [233]       1964 

Two-part and piano 

Publisher: Boosey & Co. Modern Festival Series No. 767 

 

                                                 
65

 Sister Mary wrote to Elizabeth in September 1958, saying, ‘how deeply touched I am with the poignant setting you have 

made.  You have written straight to our very hearts.  Please know how happy we shall be to use your sensitive 

interpretations’; later, Elizabeth said she tried out Sheepfolds at a recital on 13 December 1957 with René Soames at The 

Arts Council attended by about 200 people, ‘reducing at least several to tears’ (Box No. 44, pp. 114-115).  
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Cuckoo Dear see [55] and [233]        1964 

Three-part and piano 

Publisher:  Boosey & Co. Modern Festival Series No. 768 

 

Songs of Times and Seasons [185]        1968 

Voice and piano 

Publisher:  Chappell & Co. 

 

1.5. Vocal Arrangements (See also 1.6. Vocal Collections) 
 
Bululalow – O My Deir Heart [174]        1928 

Duet for two sopranos and piano 

Trad. Scots, arranged Elizabeth Poston 

Publisher: Boosey & Hawkes [Winthrop Rogers Edition 4506] 

 

By Thy Banks, Gentle Stour
66

 [140]        1942 

For high voice and piano, arrangement of Air by William Boyce 

Manuscript (in D flat) dedicated:  Christmas present to “Bill” 

Published version (in B flat) dedicated:  to Harold Craxton and Alfred Hepworth. Publisher:  OUP (1944) 

 

Assorted Nursery Rhymes [58] 

1) I had a little nut tree (Arrangement) (0’3”)       1944 

For tenor & piano   

Première: 10 April 1944, BBC; René Soames, (tenor) & Elizabeth Poston at the piano 

2) Here we go round the Mulberry Bush/ Here we go Looby-loo (1’3”) 

3) Copied collections: The Baby’s Opera (35); 30 Old-time Nursery Songs 

4) Miscellaneous material (pencil sketches): Com è Calla la Bambola mia (Italy), Here we go round the 

Mulberry Bush (trad.), Pitty, Patty, Polt (trad.), Rida Rawee, Gira Tondo (Italy), Sur le Pont d’Avignoin 

(France), Spi-mla-die-netz (Cossack Lullaby) + Polish Song. 

 

Bonny at Morn
67

 [140]          1945 

For middle voice, arrangement of a north country folk tune  

Dedication: to George Parker. Copy to Philip and Anthea Craggs 

Publisher:  Boosey & Hawkes/OUP  

 

                                                 
66

 The Oxford Music Bulletin reported in 1948, ‘There has been an extraordinarily wide demand for the two arrangements 

by Elizabeth Poston of the songs by William Boyce: Tell me Lovely Shepherd and By thy Banks, gentle Stour’. (Box No. 

62, p. 158).  By thy Banks, gentle Stour was reprinted in Sing Solo: Soprano in the 1980s (Box No. 94, p. 208). 
67

 Chosen by Elizabeth for the Hitchin Music Festival, 1961, music class (Box No. 44, p. 112). 
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Tell me, Lovely Shepherd [130] see [72] and [65]       1947 

Arrangement of Air by Boyce from Solomon for soprano., V.I & II, Va., Ce., Db.
68

 

Dedication:  Elsie Suddaby 

Text:  William Boyce 

Première:  Three Choirs Festival, 12 September, 1947; performed by Elsie Suddaby and the Jacques Orchestra 

Publisher:  Oxford University Press 

 

Oh! Fie, Shepherd, Fie [108]         1954 

Arrangements of Air by William Defesch 

Text:  William Boyce 

Publisher:  Curwen 

 

Polly of the Plain (Original Air by William Defesch - 1754) [108]    1954 

Dedication:  To Alfred Bachrach and William Van Haanen 

Text:  William Boyce 

Other Pieces: 
1) Oh! Fie, Shepherd, Fie plus Collin’s Success (no arrangement by Elizabeth Poston) 

2) On a Bank beside a Willow (Dedicated: to Maurice Jacobson)
69

  

Publisher: Curwen 

 

Sei Canzoni
70

 [136]          1956 

Piano, mezzo soprano (11’20”) 

Arrangements of 6 Italian Folk Songs for medium/high voice 

Mezzo, clarinet in B flat, piano 

Text:  D. G. Rossetti + traditional 

Première:  Broadcast, 2
nd

 May, 1978; Margaret Cable, mezzo soprano; Elizabeth  Poston, piano. 

Movements:  
1. La Bella Mano (per un Quadro) (2’ 29)   4. Ninna la Nanna (1’ 40”) 

2. Gioventù e Signoria (2’)    5. Con Manto d’Oro (1’ 20”)  

3. Barcarola (1’ 20”)     6. Proserpina (per un Quadro) (3’) 

Publisher:  Campion Press (2005, performance copy) 

 

 

 

 

  

                                                 
68

 There is also a version for soprano and piano, see [72]. 
69

 Box No. 3, p. 11. 
70

 See the section, Sei Canzoni in this volume. Not to be confused with Sette Canzoni, later reduced to six and sometimes 

also confusingly called Sei Canzoni! 
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The Queen of Sheba’s Song
71

         1956 

Commissioned by the Birmingham Education Committee for celebrations in Birmingham Cathedral.  

Publisher:  Boosey & Hawkes 

 

1.6. Vocal Collections 
 
10 Traditional Songs of the British Isles (Arrangements) [55]     1956 

SSA & piano 

Movements: 
1) The Female Highwayman (English Traditional) arranged for soprano and tenor. see [26] 

2) Spinning Wheel Song (Isle of Man) 

3) Dance to your Daddie (Scotland) 

4) Cuckoo Dear (Welsh), see also [10] and [233] 

5) The Black Chimney Sweeper (Ulster), see also [10] and [233]  

6) The Water of Tyne (Northumbria) 

7) A Dolli (Northumbria) 

8) Hinkin Winkin (Manx Cradle Song), see also [233] 

9) Baloo (Scotland) 

10) Tomorrow shall be my Dancing Day (English) [19] and [20] 

Publisher:  Boosey & Hawkes 

 

Songs of the Women of Britain [233]        1956 

Unison, two- and three-part singing with piano accompaniment 

 England 

1. Lemady: Midsummer Carol [61] 

2. The Trees they are so high  

3. My true Love once he courted me 

4. The Female Highwayman, see [26] 

5.  O did you see my Man 

6. The Blackbird in the Bush 

 Opening Music,  The Honest Whore [202N] 

 Isle of Man & Northern Ireland 

                                                 
71

 When the publisher mentioned, ‘there is one place where my colleague and I feel it rather sticks’, Elizabeth replied,  

‘people whose judgment I respect (including V[aughan] W [illiams]) have seen this song.  All are 100% in favour, and 

against a note being altered.  I have altered several, in case it makes you feel happier – in any case, if you are to publish a 

thing, you may as well like it.  Judging as objectively as possible, by the published performances it has already had, I have 

no fears that it would ever ‘stick’, except with a bad accompanist.’ (Box No. 44, p. 116).  In April 1956, Elizabeth offered 

the song to Peter Boorman at St. David’s Cathedral, Pembrokeshire saying it, ‘is somewhere between a solo anthem and a 

song in which format OAP [sic] decided to publish, written primarily for Organ, with which it sounds very nice (Elizabeth 

Poston Papers: 3 Miscellaneous Letters etc., p. 4).  
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1. Must I go Bound 

2. The Old Woman’s Lullaby 

3. The Chimney Sweeper, see also [10] and [55] 

4. Cradle Song: Hinkin Winkin, see also [55] 

5. Spinning Wheel Song 

6. Good Night Song 

Publisher:  Boosey & Hawkes 18261 

 

The Children’s Song Book [107]        1961 

Voice and piano 

Of 72 songs, 62 are arrangements by Elizabeth Poston, 5 are by other authors and 5 are her compositions: 
1. The Apple Tree [a simplified version of Jesus Christ the Apple Tree, with Verse No. 2 only] 

2. Morning Hymn 

3. The Lamb 

4. Mind to me a Kingdom 

5. Mathew, Mark, Luke and John 
I The King of Spain’s Daughter III The Apple Tree V Where the Bee sucks 
I had a Little Nut Tree The Apple Tree Where the Bee sucks 

Hickery, pickery, my Black Hen Morning Hymn Summer is i-cumen in 

Three Blind Mice Evening Hymn Now is the Month of Maying 

Sing a Song of Sixpence  The Lamb When Daisies Pied 
Little Bo-peep Loving Shepherd of Thy Sheep Cowboy Spring 

Baa, Baa, Black Sheep His Jewels Lavender’s Blue 

Dog jumps through the Window Spring Carol The Angler’s Song 

Have you seen my Love Carol of the Annunciation Harvest Home 
Ring-a-Ring o’Roses Once in Royal David’s city The North Wind doth blow 

Gira, Gira Tondo St. Joseph’s Carol Pastime with Good Company 

I had Four Brothers The Holy Family I saw Three Ships 

Aiken Drum All-the-Year Carol Wassail Song 
II Shoe The Wild Goat IV My Mind to me a Kingdom is VI I see you 

Pitty Patty Polt My Mind to me a Kingdom is I see you (Swedish) 

Girls and Boys come out to play Mathew, Mark, Luke and John Kookaburra (Australian) 

Here we come gathering Nuts in May The Gentle Shepherd My Old Top (French Canadian) 
Oranges and Lemons The Three Ravens Aunt Hessie’s White Horse (South African) 

Here we go round the Mulberry Bush The Little Horses Cotton Field (Jamaican) 

Looby Loo Since first I saw your Face Lovely Rosa (Germany) 
Sur le Pont d’Avignon Robin loves me Stork Long-o-Leg (Danish) 

Skip to my Lou Lullaby Father (Czech) 

The Paw-paw Patch Greensleeves The Little Bird (Polish) 

This Wat, that-a Way Have you seen but a White Lily grow I’m King of the Castle(Italian) 
May Day in the Morning Fairest Isle I’ve a Fine, Bonny Castle (Spanish) 

Over the Hills and Far Away It was a Lover and his Lass Pico Serenico (Portuguese) 

Publisher:  Bodley Head 

See also [36] for recording of 23 items, 1 & 2 August 1962 by Hazel Schmid (soprno,), Marjorie Westbury 

(mezzo soprano) and René Soames (tenor).  
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The Mother Duck’s Book [54]         1963-64 

Voice and piano (arrangements of 12 traditional tunes from Bohemia)  

Text:  Collector: Dr. C. K. Offer 
Movements: 

1. The Shepherd Boy 4. Rabbit Song 7. Cuckoo 10. The Bells 

2. Mother Duck’s Song 5. Pony Song 8. Cradle Song 11. Christmas 

3. Nancy 6. The Pool 9. Apple Fritter Song 12. Mouse Song 

Publisher:  Augener - Gallaird, Ltd. 18876R – Galaxy 

 

The Black Chimney Sweeper, see [55] and [233]      1964 

Unison, optional three-part and semi-chorus and piano 

Publisher: Boosey & Co., Modern Festival Series No. 766 

 

The Penguin Book of American Folk Songs
72

 [78]      1964 

Compiled and edited with notes by Alan Lomax;  

Piano arrangements by Elizabeth Poston,  

Piano and vocal: 111 songs, arranged in six parts 

I Yankee Songs 
1 The Pizen Sarpint 7 Little Mohee/old Smokey 13 Weary of the Railway 

2 The dying British Sergeant 8 The wild Mizzourye 14 The little brown Bull 

3 Yankee Doodle 9 As I walked down in Broadway 15 Katy Cruel 
4 The Ram of Derby 10 The Bay of Mexico 16 The foggy Dew 

5The stately Southerner 11 Foreman young Monroe  

6 The Boston Come-All-Ye 12 The Erie Canal  

II Southern Mountain Songs 
17 Pretty Saro 23 The Farmer’s cursed Wife  29 Old Man’s Courtship 

18 The lazy Man 24 Pretty Polly 30 East Virginia 
19 Went up on the Mountain 25 I love my Love 31 Single Girl 

20 Come all you Virgin Girls 26 My good old Man 32 Goober Peas 

21 Ground-Hog 27 Will you wear red? 33 Wake up, Darlin’ Corey 

22 Old Blue 28 Lolly Toodum 34 Darlin’ 

III Lullabies and Reels 
35 Cotton-Eye Joe 42 Uncle Reuben 48 Billy Boy 

36 The old grey Goose 43 Blue-Tail Fly 49 Get along Home, Cindy 

37 Hush-You-Bye 44 Green Corn 50 Old Joe Clark  

38 Hush, little Baby 45 We’re gonna raise a Rukus 51 Black-eyed Susie 

                                                 
72

The book was a long time in the making, despite agreement on a fee in 1956, partly because of more than two years delay 

in finalising the contract and designating Elizabeth’s copyright and, apparently, ‘continual changes by Lomax (Box No. 44, 

pp. 118-119).  In 1961 Elizabeth was called in to reduce the book to order (Box No. 32, p. 82) and she later (1965) 

remarked that he was, ‘a notorious shifter – Penguin Books have had 5 years of trouble with him – and he would lay claim 

to Hush-a-bye-Baby and Rule Britannia if he could, by merely playing them on his guitar and saying they were his 

copyright’ (Box No. 17, p. 37). 
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39 All hid 42 Uncle Reuben 52 Sourwood Mountain 
40 Run, Boys, run 46 Goin’ to Boston  

41 Frog went a-courtin’ 47 Weevily Wheat  

IV Spirituals and Work Songs 
53 Little David 60 Great Day 67 Stewball 

54The Cherry Tree Carol 61 What Month was Jesus born in? 68The Hammer Song 
55 Poor wayfaring Stranger 62 Down by the Riverside 69 Godamighty Drag 

56 Hebrew Children 63 The Ballad of the Bold Weevil 70 Railroad Man 

57 Nobody knows the Trouble I see 64 The Grey Goose 71 Follow the Drinkin’-Gourd 

58 Didn’t my Lord deliver Daniel? 65 John Henry  
59 Go down, Moses 66 Pick a Bale o’ Cotton  

V Western Songs 
72 The Sioux Indians 77 The Range of the Buffalo 82 The Zebra Dun 

73 Sweet Betsy from Pike 78 The Old Chisholm Trail 83 My Government Claim 

74 The Ox-driving Song 79 Whoopie-Ti-Yi-Yo 84 Black Jack Davy 

75 Jesse James 80 The dying Cowboy 85 The roving Gambler 
76 Rye Whiskey 81 I’m a-riding old Paint  

VI Modern Times 
86 Birmingham Jail 95 Casey Jones 104 Worried Man 

87 John Harty 96 The Rock Island Line 105 Irene 

88 Poor Boy 97 Hallelujah, I’m a Bum 106 Which side are you on? 

89 Frankie and Johnny 98 The Big Rock Candy Mountain 107 Blowin’ down the Road 
90 Brady and Duncan 99 Abdul the Bul Bul Ameer 108 So long 

91 Take a Sniff (The Cocaine Song) on me 100 Careless Love 109 Alabama bound 

92 Delia 101 St. James Infirm’ry 110  Wanderin’ 

93 The Midnight Special 102 The Rising Sun 111 Fare Thee well, O Honey 
94 The Old ‘87 103 The Titanic (Dink’s Song) 

Publisher:  Penguin: Harmondsworth 

 

The Penguin Book of Christmas Carols [40] see also [132]     1965 

Editor: Elizabeth Poston who provided notes on all 50 carols, arrangements of most and descants and 

translations for a few 

SATB and piano/organ 

Dedication: to Douglas Robinson in tribute and friendship 
1  Angelus ad Virginem 18  Corde Natus Cranham 

2  Tydlidom (Pasli ovce valaši) Of the Father’s Love begotten 35 On Christmas Night 

Shepherds we, the Valshi 19  The Ashwell Carol 36  The Boys’ Carol 

3  A Boy was born in Bethlehem 20  God Rest you Merry Personent Hodie 

Puer natus in Bethlehem  21 Good King Wenceslas 37  Unto us is born a Son 

4  A Child this day is born 22  La Guinolée Puer nobis nascitur 
5  Canção de natal beijai o menino 23  Hark! The Herald Angels Sing 38  Silent Night, Holy Night 

A Kiss for the Baby Mendelssohn Stille Nacht! Heilige Nacht! 

6  This endris night 24  Shepherds’ Rocking Carol 39  A Little Child there is ybore 

7  Angels from the Realms of Glory Hajej, Nynej Suzanni 
8  As I sat on a sunny Bank 25  Quem Pastores Laudavere 40  The Boar’s Head Carol 

9  A Virgin most pure He whom Shepherds apprehended 41  The First Nowell 

10  Our Little Lord is Born 26  Wassail Song 42  The Holly and the Ivy 
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11  Once in Royal David’s City 27  In Dulci Jubilo 43  Tomorrow shall be my Dancing Day 
Irby 28  Joseph, dearest Joseph mine 44  While Shepherds watched 

12  Away in a Manger Joseph, lieber Joseph mein Winchester Old 

Cradle Song 29  O Bethlehem 45  O Little Town of Bethlehem 
13  Behold a Silly Tender Babe 30  O Come, all ye Faithful Fore  st Green 

14  Song of the Nuns of Chester Adeste Fideles 46  Ding Dong merrily on high 

Qui creavit Coelum 31  O Jesu, sweet Child Noel!  Merrily on high 

15  Welcome Child of Mary O Jesulein sȕss 47  Joseph and Mary 
Nu sijt willekome Jesu heer 32  St. Joseph’s Carol 48  It came upon the Midnight clear 

16  Coventry Carol Kerstlied (er is een jonge maagd gelegen) Noel 

Lulla, lulla 33  The World’s fair Rose 49  Lullay, mine Liking 

17  Leaping and Dancing Es ist ein’ Ros’ entsprungen 50  Christ was born on Christmas Day 
Salten y Ballen 34   In the bleak Mid-Winter Resonet in Laudibus 

Publisher:  Penguin: Harmondsworth 

  

The Cambridge Hymnal
73

         1967 

Editors: David Holbrook and Elizabeth Poston 

SATB and piano/organ 

Hymns by Elizabeth Poston
74

: 

No. 111. Jesus Christ the Apple Tree 

No. 114. Hymn Tune Prelude/Canon or Unis. Acc. 

No. 115. The Gentle Path 

No. 139. Hymn Tune Prelude on Gräfenberg 

No. 159. Christmas Day 

No. 186. The Queen’s Hymn (arr.)
75

 

No. 193. Round 

Other Hymns with descant, accompaniment, harmony and/or arranged/set by Elizabeth: 
No. Descant 103 Crimond 94 St. Ethelwald 
5  Song 47 104 Sandys 103 Crimond 

6 Martyrdom 108 Jena (Das Neugenborne Kindlein) 104 Sandys 

7 Wareham 109 Old 107th  108 Jena (Das Neugenborne Kindlein) 

10 Tiverton 112 St. Magnus (Nottingham) 109 Old 107th  
12 Tunbridge   114 Lowenstern (Heut’ ist O Mensch)  

15 Ratisbon 125 Colchester 130 A Hymn to God the Father 

18  Jam Lucis (without words) 129 (by Thomas Campion)  Arrangement 

19 Nativity 137 Rockingham 16 Jouissance (without words) 
29 Uffingham 138 Darwall’s 148th  32 Fisherman Peter 

31 Angel’s  Song  Accompaniment 47 Tallis’  Ordinal (‘9th Tune’) 

                                                 
73

Christmas Day, Dundee, Martyrdom, Jesus Christ the Apple Tree, The Gentle Path, Veni Creator, and Old Hundreth, 

were all sung at a Service of Thanksgiving for the life and work of Elizabeth Poston on 2 May 1987 at St. Nicholas Church, 

Stevenage. 
74

 Of a total of 191 hymns, 94 were given special attention by Elizabeth with descants (44), arrangements/settings (27), 

harmonisation (20), and/or accompaniments (10). Note the duplication of Jam Lucis and Juissance.  
75

 This title was registered with the PRS on 21 January 1977 (Box No. 90, p. 203). 
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37 London New 8 Compline Hymn, St. Ambrose 49 Steadfast 
38 Truro 18 Jam Lucis (without full words) 71 Jouissance (with words) 

39 Llanfair 35 Adoro Te 75 (from Oxford Choral Songs 304) 

45 Solothurn 94 St. Ethelwald 80 St. Anne (with trumpet fanfare) 
46 Durham 105 Te Lucis 102 Glen 

54 Galilee 123 Jam Lucis (with words) 108 Jena (Das Neugenborne Kindlein) 

55 Gwalchmai 126 Veni Creator 119 Newcastle 

56 Halton Holgate 146 The First Nowell 132 Were you there? 
57 Dundee 149 Hark, the Herald-Angels Sing 134 Mercy’s Free 

59 Monkland 164 Adeste Fideles 135 Wondrous Love 

66 Ashwell  Harmony 141 A Virgin Most Pure, 

67 Southwell 8 Te Lucis Ante Terminum 143 Behold a Silly Tender Babe 
72 Early Castle 9 Franconia 144 The Boar’s Head Carol 

73 Christus der is mein Leben 15 Ratisbon 148 God Rest you Merry 

81 Song 67 27 Geneva 36 (First Strain) 155 Poor Little Jesus 

85 Hanover 34  Tallis’ Canon 158 Jesus Born in Beth’ny 
87 Praise, my Soul 39 Llanfair 163 Balulalow (O my Deir Heart) 

89 Elgar 45 Solothurn 167 Sing All Men 

90 York 59 Monkland 171 The Virgin Mary had a BabyBoy 

81 Song 67 64 Wetherby 174 This Endris Night 
91 Gopsal 68 Iste Confessor 175 My Dancing Day (unaccompanied) 

92 (Hymn by Thomas Campion) 69 St. Venantius 175  My Dancing Day (unaccompanied) 

98 Speyside 82 Schönster Herr Jesu 177 What Tidings Brig’st us Messenger 

99 University 86 O Filii et Filiae 183 Alleluia 

 Publisher:  Cambridge University Press 

  

Songs of Times and Seasons edited and arranged for unison voices and piano 
Spring       Christmas 

 1. Trip and Go Morris [published 1967 or 1968]   11. Nobe’s Maggot 

 2, You Lasses and Lads [published 1968]   Winter 

 3. Come, Lasses and Lads     10. [sic] Drive the Cold Winter away  

 4. The Maying Time     12, [sic]. Remember, O Thou Man 

 (The Shepherds Dialogue between Willy and Cuddy)  13. Christmas Lamentation 

Summer        14. Ther Healths, or, the Merry Wassail 

 5. Summer is Icumen In     Carols 

 6. Upon a Summer’s Day     15. Nowell, Nowell, Nowell 

 7. Under the Greenwood Tree    16. God Rest You Merry, Gentlemen 

Midsummer       17. God Bless You, Merry Gentlemen 

 8. The Northumberland Bagpipes    18. A virgin Most Pure 

Autumn        19. The First Nowell 

 9. Pescod Time      20. The Boar’s Head Carol [245] 

 10. Chevy Chace 

Publisher:  Chappell & Co.? 
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A New Garland of English Folk Songs [90]   1968                                              

Traditional folk songs collected by Frank Kidson and  

arranged by Elizabeth Poston for middle voice(s) and piano 

Movements: 
1. Seventeen come Sunday 9. The Bold Princess Royal 

2. The Female Highwayman, see also [26] 10. A Brisk Young Sailor courted me 

3. As I was travelling the North Countrie 11. Jack Hall 

4. The Golden Glove 12. Green Bushes 

5. The Pretty Ploughboy 13. My Johnny was a Shoemaker 

6.The Cruel Sister 14, The Banks of sweet Primroses 

7. Fair Margaret and Sweet William 15. Barbara Allen 

8. Jack the Sailor 16. Three Pretty Maids, see also [254] 

No. 13 also arranged for two equal middle voices 

Publisher: Ascherberg, Hopwood and Crew Ltd 12915 

 

The Second Penguin Book of Christmas Carols [91]
76

      1970  

SATB and piano/organ, with guitar accompaniment for 38 out of 43 carols 

Compiled and edited with arrangements, notes, transcriptions and an introduction by Elizabeth Poston  
Composed by Elizabeth Poston: No. 23. Jesus Christ the Apple Tree 
 1 A Virgin most pure 18 Charles Ives’s Carol 31 What you gonna call yo’ pretty 

2 Babe of Bethlehem 19 Charles Ives’s Carol (4-part version) little Baby? 

3 Come away to the Skies  20 Longfellow’s Carol 32 Oh, Mary and the Baby, sweet Lanb 

4 Watts’ Cradle Song 21Child of God 33 Last Month o’ the Year 
5 Watts’ Cradle Song (Second Tune) Louisiana and Georgia When was Jesus born? 

6 Shepherds rejoice 22 Poor li’l Jesus 34 O Mary, where is your Baby? 

7 Away in a Manger Louisiana Louisiana 

8 Away in a Manger (Second Tune) 23 Jesus Christ the Apple Tree 35 Virgin Mary, meek and mild 
9 Rise up, Shepherd, an’ foller 24 I wonder as I wander 36 Sunny Bank 

10 Down in yon Forest North Carolina (Christmas Day in the Morning) 

11 The Blessings of Mary 25 O little Town of Bethlehem 37 It came upon the Midnight clear 

Carthage, North Carolina Forest Green Noel 
12 Come and I will sing You 26 Juda’s Land 38 Sister Mary had-a but one Child  

13 Children, go where I send Thee Appalachian Carol 39 Sweep, sweep and cleanse your Floor 

14 Joseph and Mary 27 Jesus born in Bethlehem 40 Saint Stephen and Herod 

The Cherry Tree Carol (‘Song of Jesus’) Vermont 

15 Mary had a Baby 28 Lulle Lullay 41 Baby born today 

St. Helena Island Spiritual Tennessee Mother Mary, what is the matter? 

16 The Three Kings of Orient 29 Shepherds in Judea 42 Wasn’t that a mighty Day? 

Epiphany Carol 30 Heav’n Bell-a Ring South Carolina and Tennessee 
17 Go tell it on the Mountain  43 The twelve Days of Christmas 

Publisher:  Penguin: Harmondsworth 

 

                                                 
76

 Of a total of 43 carols, all but two (Nos. 18 & 19, by Charles Ives) were arranged by Elizabeth Poston.  
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The Baby’s Song Book
77

         1971 

Voice and piano 

Collection of 84 traditional Nursery Songs arranged by Elizabeth Poston, including six for which the words and 

tune were collected by her (emboldened in the list below). 

Dedication: because of Clementine [Elizabeth’s mother] for dear Elizabeth Craggs, Philip and Anthea78
 

Illustrations by William Stobbs 
Bye, Baby Bunting Ride a Cock-Horse Widewidewenne 

Three Children sliding on the ice The Frog and the Crow The little Cock Sparrow 
Dance a Baby, diddy Polly put the Kettle on Tom, the Piper’s Son 

Fiddle-de-dee Sur le Pont d’Avignon The old Woman and the  Pedlar 

Yankee Doodle Oranges and Lemons Little Miss Muffet 

The four Brothers Oh dear, what can the Matter be  Pretty little Horses 
Sing a Song of Sixpence Three blind Mice San Sereni del Monte 

Pussy Cat high, Pussy Cat low Lucy Locket Where are you going, my pretty Maid? 

Hotte, hotte Reiterpferd Madama Doré Good King Arthur 

Little Boy Blue Hush-a-bye Baby Ringeltanz 
A Frog he would a-wooing go  Three little Kittens Georgie Porgie 

Over the Hills and far away My Lady’s Garden Cock Robin and Jenny Wren 

Nuts in May Skip to my Lou Dame, get up and bake your Pies 

Au Claire de la Lune Schlaf, Kinden, schlaf The Carrion Crow 
Looby Loo I had a little Nut Tree St. Paul’s Steeple  

My Father is dead Hot-cross Buns  Maria lavava 

I love Sixpence Baa, baa, black Sheep Pity patty polt 

Gira, gira tondo Aiken Drum London Bridge 
Hickety, pickety, my black Hen The north Wind Pat-a-cake 

Mary, Mary quite contrary Ring-a-ring o’Roses The Scarecrow 

Dónde están las Llaves? Derrière de mon Père The old Woman tossed up in a Blanket 

Girls and Boys come out to play Pussy Cat, Pussy Cat, where have you been? New Year’s Day in the Morning 
A Ship a-sailing Old King Cole Din, don 

Litter Bo-Peep Oh, what have you got for dinner, Mrs. Bond?  Hickory, dickory, dock 

Arroyo claro E arrivato l’Ambasciatore Humpty Dumpty 

The old Man clothed in Leather Merrily dance the Quaker’s Wife The old grey Goose 
Here we go round the Mulberry Bush Lavender’s blue Little Jack Horner 

See-saw, Margery Daw Jack and Jill Frère Jacques 

Publisher:  Bodley Head 

 

 

 

  

                                                 
77

 Elizabeth Poston, in a letter to her friend, Katherine Dale, acknowledged that this beautifully produced book owed much 

to the special pride taken in the music engraving by Arthur Hope of Lowe & Brydone, ‘master printer and wonderful man 

[... ] a sort of VW [Vaughan Williams] of the printing world and was touchingly fatherly to me’ (Box No. 2, p. 9). 
78

 Elizabeth was the young daughter of Philip and Andrea Craggs whom Elizabeth Poston had known since their wedding 

in 1960, having first met them through Madeleine Calthrop of the The Pipers Guild (Box No. 28, p. 62). 
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The Faber Book of French Folk Songs [111]
79

       1972 

Songs collected and selected by Paul Arma, arranged and translated by Elizabeth Poston; illustrations from 

designs of popular tradition by Edmée Arma 

Voice and piano, with guitar accompaniments by Margot Toplis; English translations of French titles: 
I Marching Songs VI Action Songs X Songs of wine 
1 Blonde honey beside me 21 We’ll to the woods no more 39 My friend, in this existence 

2 The nine daughters 22 Can you plant them as they say? 41 Song of the wine 

3 We were three gay girls 23 Sing a song, Avignon 41 The drunken woman 

4 As I journeyed to Lorraine 24 In my right hand I have a rose tree 42 The little wines of Sigournay 

II Love Songs VII  Work Songs XI Noels 
5 Merry month of May 25 Within our houses 43 Passing up and down our street 

6 Come away, gay 26 The mowers 44 See between ox and small grey ass 

7 Within my father’s garden 27 The poor labouring man 45 He is born now, the divine 

8 Jean Renard 28 O have you seen the watermen? 46 Shepherdess, whence come you? 

9 By the crystal fountain 29 Godiveau of fish XII Songs of History 

10 The Partridge (Cumulative song) 30 The papermakers’ complaint 47 It was Ann of Brittany 

III Songs of Marriage 31 The cheese-seller 48 Rouse up, Picards 

11 The bride’s song 32 Little hot pies 49 Monsieur de la Palisse 

12 The ill-wed wife VIII  Sailors’ Songs 50 It was the obsequies of the Duc de Guise 

13 By my father I was led 33 The seaman’s wife 51 I would have my love, O gay 

14 Beneath my father’s roof 34 The three sailors of Groix 52 Great Marlborough’s off to battle 

15 Shall I tell you what’s amiss here? 35 O fisher of the ocean 53 The Carmagnole (The enemies of France) 

IV Lullabies  IX Songs of Season and  

Occasion XIII Funny Songs 
16 Sing balow   54 From Versailles I was returning 

17 Sleep 36 We come benighted to this hall 55 There up the mountain 

V  Children’s songs 37 It is Saint John 56 The mini-husband 

18 Paris is my course 38 Planting the may 57 The old crone’s dance 

19 A shepherdess kept sheep     

20 The lark and the chaffinch     

Publisher:  Faber & Faber Ltd. with Faber Music Ltd. 
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 See the section, A French Connection in this volume 
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The Apple Tree          1976 

Christmas Music from the Cambridge Hymnal 

SATB chorus and organ/piano 

Two hymns by Elizabeth Poston
80

: No. 1 Jesus Christ the Apple Tree, No. 21 Christmas Day 

Other Hymns arranged by Elizabeth: 
No. 3 A Virgin most pure  No. 25 Bululalow (O My dear Heart) No. 38 My Dancing Day (Acc.) 

No. 5 Behold a silly tender Babe No. 26 Adeste Fideles No. 39 What Tidings bring us, Messenger? 

No. 6 The Boar’s Head Carol No. 29 Sing, all Men No. 40 While Shepherds watched 

No. 8 The First Nowell No. 33 The Virgin Mary had a Baby No. 41 Wondrous Love 

No. 10 God rest ye merry Men No. 36 This Endris Night No. 43 The Holy Son of God most high  

No. 17 Poor little Jesus No. 37 My Dancing Day  (Unacc.) No. 46 Lord, when the wise Men came 

Publisher:  Cambridge University Press 

 

Chester Book of Carols         1985 

Mainly mixed choruses, unaccompanied or with organ/piano 

Of 17 carols, one, Jesus Christ the Apple Tree is by Elizabeth Poston 

Publisher: Chester Music, Code MV 15379 (and several later editions) 

 

A Book of Christmas Carols [X]        1988 

Arranged by Elizabeth Poston (author) and Malcolm Williamson
81

 (Editor); illuminated by Jane Lydbury 

Unison voices and piano 

Dedication: In memory of Elizabeth Poston 

Of 55 arrangements, 31 are by Malcolm Williamson and 24 are by Elizabeth Poston: 
Down in yon Forest, p. 22              Child in the Manger, p. 54   A Child this Day is born, p. 82 
The Holly and the Ivy, p. 26              Jesus Christ the Apple Tree, p. 58   In Dulci Jubilo, p. 84 

Angels from the Realms of glory, p. 34           Unto us is born a Son, p. 63   As I sat on a sunny Bank, p. 86 

This endris Night, p. 37              While Shepherds watched their Flocks by Night, p. 66 Once in royal David’s City,p. 88 

 A little Child there is ybore, p. 38               Away in a Manger, p. 70    O come, all ye Faithful, p. 89 
The Boar’s Head Carol, p. 43             Coventry Carol, p. 74           God rest you, merry Gentlemen, p. 96 

                                                 
80

 Of a total of 191 hymns, 94 were given special attention by Elizabeth with descants (44), arrangements/settings (27), 

harmonisation (20), and/or accompaniments (10). Note the duplication of Jam Lucis and Juissance.  
81

 Malcolm Williamson (Master of the Queen’s Music) had first met Elizabeth Poston in 1985 at a concert at the Royston 

Arts Festival when he was living in the nearby Village of Sandon, Hertfordshire with his partner, Simon Campion, they 

having returned in 1983 from a 2-year stay in their native Australia.  They soon became friends with Elizabeth, and in 

October 1986 organised a concert at the Berkhamsted Civic Centre primarily to celebrate her 80
th
 birthday.  The 

programme included a first performance of Malcolm’s The Feast of Eurydice as well as her Re-creation and Autobiography 

and, as a surprise for Simon to celebrate his 50
th

 birthday, a set of three pieces, Campion Carillon that she wrote for piano 

duet.  When she died in 1987, her half-finished book of carols was readily and generously completed by Malcolm with a 

comprehensive, scholarly introductory essay praising Elizabeth’s scholarship and skill as a composer and adding settings to 

31 out of a total of 55 carols. 
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Hark! The Herald Angels sing, p. 46             The first Nowell, p. 78   Good King Wenceslas, p. 98 
Silent Night, p. 50             Come, tune your cheerful Voice, p. 80   Wassail Song, p. 110 

Publisher: Preston Hall Press 

 

New Song Book for Schools [18]        Undated 

Traditional melodies 

Commissioned: OUP. University of Wales Central Board for National Council of Music 

Movements: 
1. Rising of the Lark,  

2. The Gentle Dove,  

3.The Blackbird,  

4.Leezie Lindsay,  

5.Mountain Bird,  

6.The Nightingale 

Since the music is in pencil, the project may not have been completed. 

 

 
Copyright © William Stobbs 

 

Elizabeth Poston’s idea for The Baby’s Song Book inside covers 
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2. Unpublished Compositions 
 

2.1. Orchestral/Instrumental 
 

Sérénade [165]           1925? 

Arrangement for cello and piano accompaniment (2’30”) 

(from Francis Poulenc) 

 

Sonata for Violin [154]          1927 

In G minor, one movement 

For piano and violin 

BBC broadcast 9 July 1928 

 

Praeludium et Fuga [164]         1927 

Arrangement for piano (from J.S. Bach)  

 

Sonata for Violin and Piano [152]        1928 

In C, one movement 

 

The Rose in the Air [148], see also [253]       1940 

Portuguese song arranged for Salon Orchestra 

Fl., Ob., Cl. B flat., P., Hp., Drums, V.I & II, Va., Ce., Db., Accordion 

Première: 23
rd

 July, 1940; Salon Orchestra 

 

Galiarda Dolorosa [252]             Before 1946  

For two solo instruments in bass and treble clef and keyboard accompaniment 

After Peter Phillips, 1592 

 

Triumph Music and Opening Fanfare [87]       1946 

Parts for Approach to Southwell [113] 

Trs. I, II, III & IV, Perc.,V.1 & II, Va., Ce., Db. 

 

Sirocco [255], see also [253]         1946 

For piano (2’30”) 

 

Twelfth Night*           1947 

Music arranged by Elizabeth Poston and played by the Aeolian String Quartet 

BBC Third Programme Broadcasts, 10 and 18 March 1947 
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Sonatina for Pipes and Piano [11]        1951 

Movements: 1. Inventions, 2. Elegia Pastorale, 3. Alla Rondo 

 

Sonatina for Flute, Pipe or Recorder and Piano [12]      1951 

Movements: 1. Inventions, 2. Elegia Pastorale, 3. Alla Rondo 

 
Three Pieces for Flute & Piano or Harp [103]   1953 

(5’20”) 

Première:  BBC Broadcast, 26 January, 1954 

Movements: 1. Ricordanza (2’10”),  2. Barcarolle (1’20”), 3. Calypso (1’50”) 

 

Concertino da Camera on a Theme of Martin Peerson [25] and [9]
82

    1957 

Treble Recorder, Oboe d’amore, Viola da Gamba and Harpsichord 

Dedicated:  to Marylin Wailes and the London Consort 

(From the Fantasia Beauty in the Complete Works of Martin Peerson, edited by Marylin Wailes for Schott & Co 

Ltd.). 

 

Sugar Plums [79]
83

   1958 

Recorders: descant, T.,T.,B.; harpsichord, lute & portable [portative] organ  

Dedication:  To Gerard Hoffnung 

Commission:  Gerard Hoffnung 

Première:  21 November 1958, Royal Festival Hall, Hoffnung Interplanetary Festival 

BBC TV Broadcast, 21 February 1971 in which John Amis introduced the Quodlibet 1612, composed by an 

ancestor of Tchaikovsky and recently (allegedly) found by Elisabeth! 

Movements: 

1) Sacre du Printemps (Stravinsky) 

2) Lohengrin (Wagner): Prelude to Act III  

3) Grand March from Aida (Verdi) 

4) Pomp and Circumstance, March No. 1, Op. 30A (Elgar) 

5)   Rule Britannia (T. A. Arne) 

 

 

                                                 
82

 See section, Links with Stanbrook Abbey in this volume 
83

 There were repeat performances (at the Hoffnung Festival concerts on 31 October 1960 – the proceeds of which were put 

towards a trust fund to help the education of the children following Hoffnung’s untimely death – and 17 February 1969 and 

at the BBC TV concert on 21 February 1971) for each of which there were additions to the instrumentation: pop-

guns/canons; little cymbals; garish toy drums; pardessus de viole; octavia; tubular bells; and off-pitch drums, with 

correspondingly different scores and parts with instructions to go berserk and try and play as many instruments as possible 

at the same time.  Lude (p. 51) was added for the last of these concerts.  
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Prelude on Tallis’ Ninth Tune [99]   1958 

For Organ (two versions) 

 

Forma [241]           1959 

Harp/piano 

Dedication:  Maria Korchinska  

 

Incantation and Ritornello [240]        1959 

For Psaltery 

Commission:  BBC – for Joan Rimmer 

Première:  1959 

 

Gyfri’ir Geifr (Gathering of the goats) [176]   1960 

Welsh Folk Song arranged for harp  

 

Aran Revisitato (Return to Aran) [BBC]       1961 

Fl., Picc., Ob., H., Trump,. tenor trombone, bass tromb., tubular bells, susp. cymbals,  

bass drum, side drum, glockenspiel, gong, timp., triangle, xylaphone., celeste, harp, strings 

BBC radio, 1961 
1. Opening    3. Island kand   5. Islanders 

2. Man and sea   4. Toil   6. Seascape 

 

Consort [93]           1961 

For oboe and harpsichord or piano (7’50”)  

Dedication: Edward Selwyn84 

Movements: 
1. Intrada (2’35”)   3. Air (1’45”)   5. Hilariter (1’10”) 

2. Movement (1’30”) 4. Lullaby (2’00”) [63?]   
 

Capriol [143]           1965 

Suite for cello and piano (Arr. after Peter Warlock)  

Movements: 
1. Pavane – allegretto ma un poco lento,  2. Tordion – con molto,  3. Pieds en l’air – andantino tranquillo 

 

Prelude on Winchester New [31]   1970 

Organ 

 

 

                                                 
84

 A member of the New London Consort founded by Marylyn Wailes. 
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Lude [82]
85

           1971 

Post-Prelude to Sugar Plums 

Dolmetsch ensemble of recorders, viol, portative organ and harpsichord. 

Dedication: for John Amis 

Commission: BBC TV 

Première:  BBC TV Broadcast 21 February 1971 

Movements: 
   1 Sacre du Pringtemps (The Rite of Spring) (Stravinsky) 

   2 Lohengrin (Wagner) 

   3 Grand March, from Aida (Verdi) 

   4 Pomp and Circumstance (Elgar) 

   5 Rule Britannia (Thomas Arne) 

 

Sonatina [112]           1972 

Duo for cello and harp 

Dedication: for Muriel [Liddle] and Toni 

Movements: 
1. Allegro deciso, 2. Berceuse Nanna – Andantino piacevole, 3. Allegro 

First performance, Shugborough, Stafford 20 September 1972
86

  

 

Watts’ Twenty-Third Psalm [189]       Earliest 1974
87

 

Southern American folk tune arrangement for piano 

 

Divisions on Mistress B for cracked consort [184]      1974 

Tunes and dances for ensemble of ancient instruments 

Recs., Harpsicord., Perc., Consort of  Va. & Lutes 

Commission:  Cecile Dolmetsch Chamber Orchestra 

Movements: 1. Her Puffe-Master Dowland’s Salute, 2.Her Lure, 3. Her Cuckoo,  

4. Her Way Out:  Monsieur Boulez’s Adieu. 5. Her Dream (Amoroso) – Sarabande for Viols, 

6. Merry Jig – Her Knees  

 

Meditation for Solo Violin          1975
88

  

 

 

 

                                                 
85

 Score at HALS (Box No. 28, p. 58). 
86

 Box No. 79, p. 171. 
87

 A Book of Isaac Watts’ Hymns was given to Elizabeth by Eric Merriman at the time he commissioned Hosanna (Box 

No. 48, p. 142 & Box No. 79, p. 170).  
88

 The earliest date mentioned by Elizabeth (Box No. 90, p. 203); listed as Mediation by PRS. 
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Carol for Piano
89

  [X] (Secundo part only, The Masters’ Music)     1986 

Piano duet 

Dedication: to Malcolm Williamson and Simon Campion 

 

The Modes of the Court (Lillibulero) [75]        Undated  

Traditional arrangement of Lillibulero from Gay’s Beggar’s Opera 

Includes The Angler’s Song 

 

Hertfordshire Child’s Tune [104]        Undated 

Piano duet 

 

Serenata [138]   Undated 

Arrangements on tunes of William Boyce for oboe and piano (20’00”) 

Dedication: For Léon Goossens  

Movements: 
.  Intrada 5. Mesto 

2. Teneramente 6. Amoroso 

3. Prelude and pastorale 7. Segno E Delcezza 

4. S cherzando 8. Gioioso 

 

Cymru [197]           Undated 

Orchestral Suite 

Fl., Ob., V.I & II, Va., Ce., Db. 

 

Airs and Ballets [141]          Undated  

Suite for flute, oboe, violin, cello and harp 

(Swiss, French, Italian and English sources) 

Movements: 
1)  Cachez Beaux Yeux - Text: S. Mareschal (1554-1640) 

2)  Douce Dame Jolie - Text: Guillaume de Machault (1350) 

3)  L’Espoir que j’ai  - Text: Clement Jannequin (1530) 

4)  Loth to Depart  - Text: Barnaby 

5)  O! Quata bella figlia - Madama Doré (Trad. Tuscan) 

 

Sonatina (for Piano) [163]         Undated 

In three movements: I, Allegro 91’45”); II, Molto andante, (3’45”); III, Vivace (1’0”), total, (6’30”) 

 

Two Chanty Settings and Hornpipe [64]       Undated 

Oboe, bassoon, viola da gamba, hornpipe, harpsichord 

                                                 
89

 Composed as a surprise for performance at Elizabeth’s 80
th
 Birthday celebration party. 
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St. Cecilia: A Musical Entertainment [165]   Undated 

Strings: violin 1, violin 2, viola, cello; voices 

Based upon the work of William Blow 

2.2.  Incidental Music 
 

The Elizabethans [114] and [87], for some parts      1946 

Incidental music composed and arranged for Radio Broadcast (20’00”) 

Fl.,  Ob., Tr.(4), Perc., V. I & II, Va., Ce., Db., Chorus, B. Unison 

Première:  BBC Home Service Broadcast, 16 January 1946; performed by BBC 

Singers – ‘Elizabethan’ Orchestra; soprano, Noel Eadie; tenor, René Soames; bass, Stanley Riley; baritone, 

Wilfred Shearn; conductor, Maurice Miles 

Movements: (10):  
1. Opening Fanfare, for 4 trumpets and side drums (1”.00’) 

2. Drum Rhythms, for tenor and side drums (1”00”) 

3. Triumph Music, for flute, oboe, 4 trumpets in B flat, 2 side-drums, Cembalo and string orchestra  (1’40”), see [87] 

4. Greensleeves, for flute, oboe and string orchestra (1’45”)  

5. The Bellman’s Song, for baritone and bell (1’10”) see [61] 

6 .Trumpet entry for Boar’s Head Carol (0.2’), see [245] 

7. Queen Elizabeth’s Galliard, John Dowland, arr. for string orchestra (4’50”). 

8. Sailor’s Song, for baritone solo, male voice chorus and alto recorder (1’00”) 

9. In Time of Pestilence, for tenor solo, male voice chorus and 2 cellos (1’45”), not used  

10. Galiarda Dolorosa for string orchestra (5’30”), missing, see [252] specially edited from MS of Peter Warlock 

 

The Spear of Gold [217]         1946 

Incidental music for radio play 

CorA., Hp., V.I & II, Va., Ce., Db. 

Commission:  BBC 

Text:  L. A. G. Strong 

Première:  BBC Radio Third Programme Broadcast 23 October 1946 
1. Opening Movement 

3. Song: The Emperor of Cathay 

7. If love were buried in a grave 

8. Closing music 
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In Parenthesis (Play for BBC Third Programme) [46] [BBC]     1946 

Incidental music for Radio Play by David Jones
90

 

Harp, timpani, strings: solo viola, 5 viola, 4 cello, bass; solo tenor; TTBB     

Commission:  BBC Third Programme 

Text:  David Jones 

Première:  BBC Third Programme Broadcast, 19 November 1946;  

Canadian Première, CBC Radio, 30 April 1960  

Movements:   
1) This is my Beloved 

2) Evil Betide me 

3) On Tuesday 

4) Men went to Catraith 

5) So thus he sorrowed till it was day 

6) He has brought us to a bright fire 

7) And he bade him 

8) We have found a tabernacle 

9) Finale 

 

The Life and Death of Dr. John Donne [204]   1947 

Incidental music arranged from contemporary songs to Donne’s Poems 

Solo S. & T., Chorus: TTBB., Hps., Timp., V.I & II, Va., Ce. 

Commission:  BBC  

Text:  John Donne 

Compiled and produced by Douglas Cleverdon 

Première:  BBC Radio 3 broadcast, 7 May, 1947 
1. Opening                                                                 7. St. Valentine’s Day 

2. Drum rolls & trumpet                                            8. Music for Sonnet: Batter my Heart... 

3. Song: Sweet, stay awhile (Dowland)                    9. Prayers: 1. Son of God, hear us; 2. Wilt Thou Forgive 

4. So, so, break off (Ferrabocco)                              10. Hymn Prelude (String Quartet) 

5. David’s sickness and despair (String Quartet)     11. Solemn Pavin  

6. Song: To ask for all thy love (Dowland) 

 

The Life and Death of Dr. John Donne*  

Incidental music composed and arranged by Elizabeth Poston for 

Baritone and the Aeolian String Quartet 

BBC Third Programme Broadcast 15 May 1947. 

                                                 
90

 This was an experiment in writing made between 1929 and 1937, prompted by what the writer saw and felt as an 

infantryman in the London Welsh Battalion on the Western Front, 1915-18.  See also the Section, Links with Stanbrook 

Abbey, sub-section, Link with Douglas Cleverdon in this volume. 
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Paradise Lost [203][BBC]   1947 

Incidental music for Radio Broadcast on 12 consecutive Sundays 

SATB Chorus, Brass, Timp., Hp., Org., Perc. 

Commission:  BBC Radio 

Première:  BBC Third Programme Broadcasts (10), 19 October, 1947 to 27 December 1948 
Parts: I A; I B; II A; VII A,                                             Opening of Book 7; VII B, Close of Book 7; 

    Book 3,                                                                              Book 8, 

III A, Opening Music, Hail Holy Light;                          VIII A, Opening of Book 8; 

III B, Omnipotent, Immutable;                                              Book 10 

III C, O Unexampled Love;                                              X A, Opening of Book 10; 

III D, Fanfare for the Departure of Satan;                        X B, Just are Thy Wings;  

IV A; IV B;                                                                      X C, Close of Book 10, Sorrow unfeign’d...; 

V B;                                                                                       Book 11,  

    Book 6,                                                                         XI A, Opening of Book 11, Thus They in lowhiest...; 

VI A, All Night the dreadless Angel unpursu’d; VI B;         Book 12, 

     Book 7,                                                                        XII, Close of Book 12 

 

 

The Wakefield Second Shepherd’s Play [27], [29] and [30]     1947 

Incidental music for radio play 

Piccolo/flute, oboe d’amore, harp, strings: violins 1 & 2, viola, four solo voices:  boy soprano, tenor, bass & 

contralto 

Première: BBC Third Programme Broadcast. 26 December 1947 

Alfred Deller, Stanley Riley, Martin Bodley and a boy soprano. 

Movements: 16, including Turley Turlow, Peter Warlock arr. by Elizabeth Poston 

 

The Wakefield Second Shepherd’s Play/Pageant
91

 [28] 

Medieval play from 14
th

 Century Wakefield MSS 

Flute, oboe, drum, harp and 4-part unison choir 

1
st
 performances with the Opera School of the Royal College of Music at the Perry Theatre, RCM, 

8,9 & 10 December, 1960  

 

 

 

 

 

 

                                                 
91

 This is a version with different scoring performed in 1960, see Box Nos.: 10 (pp. 21 & 22); 25 (p. 50); and 42 (pp. 110, 

11 & 112).  There is also a reference to The Wakefield Shepherd’s Play for the Nativity in 1969 (Box No. 45, p. 121).  
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The Harrowing of Hell [118][BBC]   1949 

Incidental music for broadcast: 1
st
 of four Medieval Cornish Plays;  

Ob., 3 Tr. B flat., 2 T.Tr., B.Trom., Hp., Perc., V. I & II, Ce., Db. 

Text: Terence Tiller 

Commission:  BBC 

Première:  BBC Third Programme Broadcast, 15 April, 1949 
1. The Harrowing                       6. Prayer Music leading to Triumph Music 

2. Trumpet Call                          7. The Shattering of the Gates 

3. Elegiac Music                         8. Adan & Eve 

4. Prayer Music                           9.Finale. Paradise Music 

5. Bass Drum Roll 

To use Nos. 1 & 6 for The Death of Pilate [122] 

 

The Resurrection*          1949 

Harp, organ, choir and orchestra 

Orchestra conducted by Cyril Gell with Alfred Deller (counter-tenor)  

Marie Goossens (harp) and the BBC Singers  

The Lament of the Three Maries sung by Margaret Rolfe, Margaret Rees and Marjorie Westbury   

Christus Resurgens  sung by the Choir of Brompton Oratory  

Conducted by Henry Washington  

Organist. Ralph Downes  

BBC Third Programme Broadcast, 7 April, 1949 

 

The Resurrection [119][BBC] see [228 2]       1949 

Incidental music for play (Traditional Medieval [ Play) 

Ob., Hp., Tymp., V. I & II, Va., Ce., Db., C.,Ten., Sop.I & II, alto, Chor.: Ten, Alto 

Adapted and produced by Terence Tiller 

Commission:  BBC 

Première:  BBC Third Programme Broadcast, 15 April 1949 
1. Opening Music, use The Appearance from Galilee & Emmaus [120] 

2. Interim Music, use The Appearance from Galilee & Emmaus [120] 

3. Song of the Angel, (Ye Men of Galilee) 

4. Gloria 

5. Finale (Gloria) 

 

Galilee & Emmaus [120][BBC]   1949 

Incidental music for traditional Medieval Cornish Play, adapted by T. Tiller 

Ob., Tr., Tbn., B.Tbn., Hp., Tymp., Perc., V.I & II, Va., Ce., Db. 

Commission:  BBC 

Première:  BBC Third Programme Broadcast, 4 May 1949 
1. Opening Music 
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2. The Appearance 

3.  The Departure 

4. Prayer & Travel Music 

5. The Showing (No. 4 in The Dream of Pilate [122] 

6. Finale 

 

The Ascension, see [228 2][BBC] see [119]   1949 

Incidental music for BBC play (from traditional Cornish Play) adapted by T. Tiller 

Hp., V.I & II, Va,. Ce., Db., Tubular Bells, Solo Co.T., Chor., T., B. 

Commission:  BBC 

Première:  BBC Third Programme Broadcast, 26 May 1949.  

Harp – Marie Goossens; Tubular Bells – James Blade; Counter tenor – Alfred Deller;  

BBC Singers “A” 

 

The Death of Adam [123][BBC]   1949 

Incidental music for Medieval Cornish Play (Cornish Passion) 

Ob., CorA., Cl., B.Cl., Ba., Hp., Perc., V.I & II, Va., Ce., Db., Solo STB., Chorus: SATB 

Text:  Traditional adapted by Terence Tiller 

Commission:  BBC 

Première:  BBC Third Programme Broadcast, 2 October, 1949 

Cavendish Orchestra with Covent Garden Singers, conducted by Douglas Robinson 

 

The Death of Adam*   1949 

A new version of the programme first broadcast in 1949 

Incidental music for Medieval Cornish Play 

Text: Terence Tiller with additional passages in verse by Terence Tiller  

The Cavendish Orchestra and a section of the Covent Garden Singers  

Conducted by Douglas Robinson with Mary Dunkley (soprano) Edgar Fleet (tenor)  

Production by Terence Tiller  

BBC Third Programme Broadcast, 24 December, 1961 
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The Passion of our Lord [117][BBC]        1951 

Incidental music for Medieval Cornish play 

Text: adapted by Terence Tiller  

Hp., Perc., V.I & II, Va., Ce., Db., Solo Baritone, TTTTBBBB. 

Première:  BBC Third Programme Broadcast 23 March, 1951 

Movements: 
1 Night in Gethsemane     7.Peter, put up thy sword     13.Thou sayest that I am a King 

2 Gethsemane & the Betrayal     8.Thou hast said it      14.Orchestra: Alla Marcia lento 

3 Friend, wherefore art thou come to me?  9. Strings - Moderato con intensità   15.Via Dolorosa 

4 Whom seek ye?       10.Thou sayest it       16.Daughters of Jerusalem 

5 I am he        11.Sayest thou this thing       17.Father, forgive them 

6 Then let my followers go free    12.My kingdom is not of this world 

 

Hob in the Well & Banbury Fair [210]    1951 

Incidental music for Ride a Cock Horse 

Fl., Ob., Ba., Hp., V.I & II, Va., Co., Db. 

Commission:  BBC 

Première:  BBC Radio Three Broadcast, 13 July 1951  

[Banbury Fair in score c.f. Derry Down on script (p. 39)] 

 

Ride a Cock Horse* or A Dream Come True   1951 

Incidental music for instrumental ensemble 

Text: John Hampson, Conductor: Albert Webb; Producer: James McFarlan 

BBC Home Service Broadcast, 17 October 1951 

 

Elizabethan May Day  1952 

A musical revel devised by Barbara Gibbon with music under the direction of Elizabeth Poston 

Northumbrian small pipes (Jack Armstrong), Counter Tenor (Alfred Deller), Recorder (Carl Dolmetsch), 

Celtic harp (Alice Ellis), Violin (Nan Fleming-Williams), Hautboys (Eric Halfpenny) & tenor (Patrick 

Shuldham-Shaw). 

Morris men from the English Folk Dance and Song Society with Joan Sharp (Pipe and Tabor) 

BBC Midland Singers and instrumental ensemble 

Conducted by Cyril Gell 

Produced by Robin Whitworth 

BBC commission 

Première BBC Midland Region Broadcast 2 May 1952 

Includes: composed by Elizabeth Poston: 

 Popular Tune (Nan Fleming-Williams), Recorder Tune, (Carl Dolmetsch), Song of Supplication (Singers acc. 

by instr. ensemble) and Song for Male Voices (Midland Singers acc. by instr. ensemble) and 

Arranged by Elizabeth Poston: 
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English Dance (Element quartet & Carl Dolmetsch & E. Halfpenny) 16
th

 Century and When Griping Grief 

(Alfred Deller) 16
th

  Century, 

 

Emperor and Galilean [33][BBC]   1953 

Incidental music to Ibsen’s play (for radio) 

3 Trumpets in B flat, 2 Tenor Trombones, Bass Trombone, Piano, Harp, Timpani, Percussion (Tubular Bells, 

Gong), Strings, Soprano-1, 2, 3; Alto-1, 2; Tenor-1, 2; Bass-1, 2 

Première: BBC Third Programme Broadcast 17 & 19 May 1953, Orchestra of the Royal Opera House, Covent 

Garden; Section of Royal Opera House Chorus, conducted by Douglas Robinson 

 

The Bachelor’s Banquet 1603 [116][BBC]   1953 

Incidental music for a play 

Fl. I & II, Ob., Cl. Bb, Bn., Hps., Perc., V.I & II, Va., Ce., Db. 

Text:  Thomas Dekker (1603)
92

 

Commission:  BBC 

Première: BBC Radio 3 Broadcast, 12 November 1953 (30 April 1954*)  
1. Opening                               2. Perplexed          3. Worry and Bustle           4. Penseroso  

5. Sequence leading to dance  6. Weary                7. Sad and solemn              8. Finale: Release 

 

Chastelard [127]   1954 

Incidental music for a tragedy (7’42”) 

Recs., Oboe d’amore, Hps., Mezzo. 

Text:  Algernon Charles Swinburne (Adapted by Helena Wood) 

Commission:  BBC 

Première:  BBC Third Programme Broadcast, 31 January, 1954 
1) Song – Mary Beaton’s Song, for soprano and harpsichord (45”) 

2) Dance – instrumental ‘Nimble Galliard’, for descant recorder, oboe d’amore and harpsichord (6’0”) Version 1, 

with repeats (c. 4’); Version 2 without repeats (c. 2’) 

3) Song – Chasetelard’s Song, for baritone and harpsichord (2’5”) 

4) Song – The Queen’s Song (2 keys), for mezzo and harpsichord (1’30!) 

5) Instrumental fragments recall of: No. 1, for recorder and harpsichord (20”); No. 3, for oboe d’amore and harp 

(27”); and No. 4, for solo oboe d’amore (35”). Total time (1’2”)  

 

Gammer Gurton’s Needle [124][BBC]   1954 

Incidental music for ‘Comedy’, first of a set of two plays (2
nd

, Gorboduc [125]) 

Picc., Fl., Ob., Cl., Ba., Tr., Trom., Hp., Timp., V.I & II, Va., Ce., Db., Psaltery, Solo Bar., Chorus: TB 

Text:  ‘Mr S., Master of Art’ – Identity uncertain [possibly Dr. John Still], pub. 1575 

Commission:  BBC 

Première: BBC Third Programme Broadcast, 30 May 1954 

                                                 
92

 Elizabeth expressed her doubt that Dekker was the author (Box No. 28, p. 72). 
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Sheba [215]   1954 

Incidental music for Radio play 

Fl., CorA., H.F., Tr.C., B.Trm., Hp., Perc., Ce., Xylophone., Glockenspiel. 

Commission:  BBC Home Service 

Text:  Bridget Boland 

Première:  BBC Home Service Broadcast, 6 December, 1954 

 

The Honest Whore [202N][BBC]   1955 

Incidental music for a radio play (in two parts) 

Picc., Fl., Ob., Ba., H., Tr., Hps., Perc., V.I & II, Va., Ce., Db. 

Commission:  BBC Radio 

Première:  BBC Third Programme Broadcast, November 1955 (9 February 1956*) 

 

Nebuchadnezzar [257][BBC]         1955 

Incidental music for radio play 

Picc., Fl., H., Tr., Hp., Psaltery, Perc. (Tubular Bells), V.I & II, Ce. 

Commission:  BBC 

Première:  BBC Home Service Broadcast, 28 February, 1955 
1. Opening  3. Benedicite   5. Storm   7. Finale 

2. Ritual Dance  4. Nebuchadnezzar’s  6. Gabriel a & b  8. Doves [see also 3-8]  

Diarmuid and Grainne [110][BBC]   1955 

Incidental Music for Radio Play by Padraic Fallon 

Fl., Ob., CorA., Ba., H., Tr., Piano, Hp., Perc., V.I & II, Va., Ce., Db., Celest. 

Première:  BBC Third Programme Broadcast, 22 January, 1956 

 

Men of Constancy [43]   1956 

Incidental music for BBC play 

Piccolo, oboe, clarinet, bassoon, horn, trumpet, harp, percussion, strings 

Commission:  BBC 

Première: BBC Broadcast, 3 January 1956; City of Birmingham Philharmonic Orchestra;  

Conductor, Harold Gray 

 

The Milk of Paradise [41][BBC]   1955 

Incidental music for BBC Play adapted from Le Grand Meaulnes by Alain Fournier
93

 

                                                 
93

 Of work of this kind, Elizabeth confided to her friend, Norman Peterkin, ‘I think what one can hope for is to obtain a 

certain tabloid essence of the original, so transmuted that it can also offer a new enlightenment in another medium, and that  

this is what is of value.  I remember thinking this about Le Grand Meaulnes (Box No. 45, p. 125)’, which she intended to 

translate, finding other translations unsatisfactory and having visited ‘Meaulnes country’ in France in 1965, she had 

borrowed The Quest of Alain Fournier by R. Gibson and indicated, as late as 1968, that ‘my work on the subject 
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Picc., Fl., Ob., H., Tr., Hp., Hps., Perc.:Cym., Celeste., Strs. 

Commissioned:  BBC 

Première:  BBC Third Programme Broadcast, 12 January 1956 (29 January 1956*) 

No. of Movements:  23 

 

Approach to Southwell [113]   1956 

Incidental music for Radio Broadcast: Village CathedralError! Bookmark not defined. – A Vision 

Fl., Tr., Hp., Org., Perc., Chorus, SATB. (for parts for, see [87]) 

Commission:  BBC 

Première:  BBC Broadcast, 30 December 1956 

   

The Return [218]   1956 

Incidental music for radio play 

Counter Tenor., Cl., B.Cl., Tr., Hp., Perc., Va., Ce., Db., Psaltery 

Text: Walter de la Mare (Adapted by Barbara Bray) 

Conductor: Douglas Robinson 

Première:  BBC Third Programme Broadcast, 11 April 1956 (22 April 1956*) 
1. Moderato, sonore, quasi bells 9. Sabathier  

1a. Graveyard music 10. The Book 

2. Hidden listeners 11. The recollection 

3. The mirror 12. Moderato  

4. Who am I? 13.The memory 

5. Lento 14. The Farewell 

6. Dreams 15. The end 

7. The watcher 15a. Moderato, sonore, quasi bells (possibly  

8. Psaltery glissando with psaltery glissando) 

 

Old Fortunatus   [201] [BBC]   1956 

Incidental music for radio play 11’30” 

SSAATTBB., Picc., Fl., Ob., Cl., Ba., H., Tr., B.Tmb., Perc. 

Commission:  BBC 

Première:  BBC Radio 3 broadcast, 1 August, 1956 

 

 

 

 

 

  

                                                                                                                                                                       
[translation of Le Grand Meaulnes] and its publication, in association with the French, is still in process.’ (Box No. 46, p. 

131), but she never completed the task. 
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The Creation and Fall [228 1]   1956  

Incidental music for Mystery play for radio series (Programme No. 2)  

The First Stage, a Chronicle of English Drama from its beginnings to 1580
94

 

Fl., Ob., Ba., Psaltery., H., Tr., B.Tr., Hp., Perc., V. Ce. Db. 

Commission:  BBC, Third Programme Broadcast, November, 1956 (21 December 1956*)  

 

Noah’s Flood [228 1]          1956 

Incidental music for Chronicle of English Drama (Programme No. 2) 

Picc., Fl., Ba., Psaltery., H., Tr., B.Trm., Hp., Perc., V.I & II, Va., Ce., Db. 

Commission:  BBC 

Première:  BBC Third Programme Broadcast, 25 November, 1956 

 

Abraham and Isaac [228 1][BBC]   1956 

Incidental music for Chronicle of English Drama (Programme No. 2) 

Fl., Ob., Cl., Hp., V.I & II, Va., Ce., Db. 

Commission:  BBC 

Première:  BBC Third Programme Broadcast, December 1956 (25 November 1956*) 

 

The Nativity (Drama Series 3)[228 1]        1956 

Incidental music for Chronicle of English Drama (Programme No. 3) 

Solo Tenor, SSAATTBB Chorus., Picc., Fl., Descant Rec., H., Hp., Psalt., Perc., V.I & II, Va., Ce. 

Commission:  BBC 

Première:  BBC Third Programme Broadcast, 21 December, 1956 

 

Village Cathedral*
95

          1956 

Vision of Southwell Minster, Nottingham 

Organ (David Lumsden), soloists, Minster choir and a chorus 

Text: Hugh Heywood; Music: Elizabeth Poston 

BBC Home Service Broadcast, 30 December 1956 

 

The Betrayal, Trial and Crucifixion [228 1][BBC]      1957 

Incidental music for Chronicle of English Drama (Programme No. 4) 

Ob., Ba., 2-Hs., 2-Trs., Hp., Perc., V.I & II, Va., Co., Db. 

Commission:  BBC 

Première:  BBC Third Programme Broadcast, 20 January 1957 

                                                 
94

 A series of 13 programmes with 24 dramas, the music for eleven of which was composed by Elizabeth, eight being 

Mystery or Miracles and three Mid-Tudor Dramas; see John Barton’s  The First Stage, a chronicle of English Drama from 

its beginnings to the 1580’s.  BBC publication. 32 pp. (no date).  
95

 No other information is known for this work 
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The Resurrection and Ascension [228 2][BBC] see [119]     1957 

Incidental music for Chronicle of English Drama (Programme No. 5)   

Fl., Cl., Ba., H., Tr., Hp., Timp., V.I & II. Va., Co., Db. 

Commission:  BBC 

Première:  BBC Third Programme Broadcast, February1957 

 

Mary Magdalene [228 2][BBC]   1957 

Incidental music for Chronicle of English Drama (Programme No.5) 

Picc., Fl., Ob., Cl., Ba., Hp., Perc., V.I & II. Va., Co., Db. 

Commission:  BBC 

Première:  BBC Third Programme Broadcast, February, 1957 

 

The Play of the Sacrament [228 2]   1957 

Incidental music for Chronicle of English Drama (Programme No.5) 

SATB Chorus, Picc., Fl., Ob., Cl., Ba., 2-H., Strings 

Commission:  BBC 

Première:  BBC Third Programme Broadcast, March, 1957 

 

Gammer Gurton’s Needle [see 124]        1957 

Incidental music for Chronicle of English Drama (Programme No.11) 

Commission:  BBC 

Broadcast:  BBC Third Programme Broadcast, 4 August, 1957 

 

Gorboduc [125]          1957 

Incidental music for comedy in Chronicle of English Drama (Programme No.11). The second of two plays, the 

first being Gammer Gurton’s Needle [124] 

Picc., Fl., Cl., Ba., H., Tr., Hp., Perc., V.I & II, Va., Ce., Db. 

Text:  Thomas Sackville and Thomas Norton (c. 1562) 

Commission:  BBC 

Première:  BBC Third Programme Broadcast, 1 September, 1957 

 

Felicity*
96

 [PRS]          1957 

Incidental music for a radio play based on the story Un Coeur Simple  by Gustave Flaubert  

Text: Barbara Bray  

Other parts played by Janette Richer and members of the BBC Drama Repertory Company  

Music composed by Elizabeth Poston and played by Peter Graeme. Production by Barbara Bray 

BBC Home Service Broadcast, 9 November 1957 

                                                 
96

 No other information known about this work. 
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The Donkey’s Crusade   1958 

Incidental music for radio play by Jean Morris. 

Percussion, psaltery, treble recorder, oboe, flute and cello 

Commission: BBC (Request made for 27 January but not broadcast until 25 August)
97

  

BBC Home Service Broadcast, 25 August 1958 (27 January 1958*)    

 

The Death of Pilate [122][BBC]   1958 

Incidental music for Cornish Mystery Play (Adapted by T. Tiller) 

Ob., Tr., Hp., Org., Perc., V.I & II, Va., Ce., Db. 

Commission:  BBC 

Première: BBC Third Programme Broadcast, 10 April 1958 

Section of the New Symphony Orchestra, conducted by Douglas Robinson 
1. The sick Emperor                                                                  5. Earth Rejects Pilate’s Body 

2. Travel Music                                                                         6. Pilate’s Body thrown into the River 

3. Prayer Music (in The Harrowing of Hell, No. 6) [see 118]  7. The Harrowing (Devil Music) (in The Harrowing of 

4. The Showing (in Galilee & Emmaus)                                  Hell, No. 1) [see 118]  

 

The Tempest [83][BBC]
98

         1959 

Incidental music for William Shakespeare’s play  

Recorder Tr., Picc., Fl., Cl., H., Piano, Hp., Org., Timp., Perc.(Cym., Tab., Glockenspiel, Ratchet, Vibraphone, 

Gong, Morris Bells, Rattle), V.1 & 2, Va., Ce., Db., Serpent, Archaic Hunting Horn, Celeste, Psaltery.  Chorus:  

SSA 

Commission: BBC 

Première:  BBC Third Programme Broadcast, 30 September 1959 (18 October, 1959*, a repeat) 

Royal Opera House Chorus 

                                                 
97

 Box No. 25, p. 46. 
98

 Elizabeth, appearing on a Third Programme Music Quiz, said, ‘I have always longed to write music for The Tempest – 

and suddenly, this year, the chance fell into my lap.  It is so amusing that Shakespeare is still the most advanced radio-

phonic writer.  I set to work to study his beast and insect noise, and became entranced with pitch in the animal world, 

where I found that practically everything has it – e.g. various swarms of bees on definite tones, and bats that can be almost 

exactly reproduced on piccolos played in 2nds, and dogs and owls.  I searched England for an owl in B flat – and found 

him!  Once recorded, these I mixed in, not so as to be obtrusive or in any way a gimmick, but so that they became part of 

the fabric of Shakespeare’s natural-cum-magic world, so you could hardly pick them out of an isle ‘filled with noises’ 

(score for strings, harp, w.w. [wood wind], dog and cock!).  It’s fascinating.  Nobody, I believe, has ever tried it before – 

and it worked.  Caliban is a grey Hebridean seal mixed with the sort of Serpent that is not a snake but an obsolete 

woodwind instrument – an incredible sound.  It is all permeated with magic sea, and for ‘Full fathom five’, at ‘Sea-nymphs 

hourly ring  his knell’ I had the soprano nymphs singing with waves and orchestral bell sounds and real bells that included 

the Tenor Bell of Croydon Parish Church, and the peal of San Giovanni in Lateran in Rome – unbelievable!’ (Box No. 42, 

p. 110).   See also the section, Links with Stanbrook Abbey in this volume. 
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Songs [Nos. In score]: 
1. Come unto these Yellow Sands [No.5]   

2. Full fathom five [No. 6] 

3. Ceres’ Song [No. 18] 

4. Juno’s Song [No. 18] 

5. Ariel’s Song [No. 11] 

6. Stephano 

7. Caliban (3) Unaccompanied [No. 13] 

8. Where the Bee Sucks (Arrangement by Robert Johnson) [see 107] 

 

The Knight of the Burning Pestle [216][BBC]   1959 

Incidental music for radio play 

Picc., Fl., Ob., Ba., Tr., Perc., V.I & II, Va. Ce. Db., Shawms, Hecklephone 

Text: Francis Beaumont (1584-1616) 

 Première: BBC Third Programme Broadcast, 17 May, 1959 

 

Christmas Journey*
99

          1959 

Incidental music for a play based on a story by William Canton. 

Text: Eric Crozier with Jack MacGowan and John Southworth 

Choral music composed by Elizabeth Poston 

Sung by the Choir of the Ealing Grammar School for Boys 

Conducted by John Railton 

Harpist, David Watkins 

Producer: Joy Harington 

BBC TV Broadcast, 22 December 1959 

 

Luctus Junius Brutus: Father of his country [126]   1960 

Incidental music for a tragedy based on Purcell’s music for Lee’s (Theodosius, 1680) 

Picc., Fl., Cl., H., Tr., Electric Org., Hp., Perc., V. I & II, Va., Ce., Db., Solo Bar. 

Première:  BBC Third Programme Broadcast, 27 July, 1960;  

Kenneth Tudor (baritone), Cavendish Orchestra conducted by John Hollingsworth 

 

The Enchanted Island [34]   1961 

Incidental music for two séances from The Tempest, see [83] – Ariel and Ferdinand 

Piccolo., flute, harp, psaltery & sausa, celeste, percussion, cello, soprano + 2 sopranos + baritone 

Sounds and Sweet Music 

Première: BBC Network 3 Stereo Broadcast, 2 October 1961
100

 BBC TV Broadcast, 17 March 1962* 

 

                                                 
99

 Box No. 25, p. 50.  
100

 Box No. 25, p.51. 
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Nativity for ‘N’ Town [200][BBC]   1962 

Incidental music for play based upon traditional carols 

Chorus:  SATB, Picc., Fl., Ob., CorA., Ba., H., Tr., Trom.B., Trom., Hp., Org., Perc., V.I & II, Va., Ce., 

Db., celeste 

Commission:  BBC Radio 

Première:  BBC Radio, 22 December 1962 

 

In Time of Pestilence [62]   1965 

Incidental music for Farewell, Earth’s Bliss, a portrait of the plague of London 1666 

T, B1, B2 

Text:  from contemporary sources (Nashe poem In Time of Pestilence?) by Terrence Tiller 

Première: BBC Network 3 Broadcast, 16 June 1965  

 

The Lion and the Unicorn [84][BBC]        1966 

Incidental music for play 

Recorders, Fl., Ob., CorA., Hp., Hps., Perc., Va., Ce., lute., virginal., treble viol, viol de gamba, I soprano, 

1 boy treble (19’50”) 

Text:  Clemence Dane 

Première: BBC Home Service broadcast, November 4
th

, 1966 

Movements: 
1.  Song:  Come to Court (2’17”) 

2.  The Masquers’ Morisco (1’15”) 

3.  Song:  Endymion (3’30”) 

3.  A Passamezzo (30”) 

4. The Riddle (25”) 

4   A Lady Arbella’s Galliard  (1’10”) 

5. Conversation (1’10”) 

6. Lady Arbella’s Virginals (1’00”) 

7. Burleigh’s Praye  and transition to grave scene in council (45”) 

8.  The Queen’s Enigmatic Silence (15”) 

9.  Carol (the waits) (1’20”) 

10. The Holy Winds of Change – to storm (18”) 

11. The Queen tries the Virginals (35”) 

12. The Queen’s Command (15”) 

13. The Crowd (17”) 

14. Essex’s Foretaste of Death. Pavane (45”) 

15. The Queen’s Agony (40”) 

16. The Queen’s Prayer into new scene (40”) 

17. Song: There is a Enemy  (50”) 

18. Finale:  Endymion (2’20”) 
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Harold [55]   1966 

Incidental music for BBC Drama 

2 horns, 2 trumpets, harp, percussion;  

4 male voices, 1 female voice 

Commission:  BBC Radio 

Text: Alfred Lord Tennyson (adapted by Hallam Tennyson) 

Première: BBC Home Service Broadcast, 10 October 1966:  

4 Male Voices from the Royal Opera House & 1 Female Voice;  

Instrumentalists; Douglas Robinson 

 

St. Theresa of Avila [219]   1966 

For solo contralto, unison choir, guitar and tambourine  

Text: St. Avila, compiled by Hugh Ross Williamson 

Commission:  BBC 

Première:  BBC Radio 3 Broadcast, 9 February, 1966 

Members of the chorus of the Royal Opera House, Covent Garden; guitar (Desmond Dupré;  tambourine, James 

Blade; conductor, Douglas Robinson.  
1. The Bugs’ Hymn 

2. Song for the clothing of a Nun 

3. Epiphany Carol 

4. Hymn of the Holy Cross 

5. Hymn at the last 

 

The Abbey of the English [89] and [90F]   1966 

Incidental music for documentary film of Westminster Abbey on its 900
th
 Centenary Year 

Picc., Fl., Ob., Cor.A., 3 Tr., Hp., Hps., V.I, Va., Co., viol de gamba, lute, psaltery, male voice 

Première: BBC TV Broadcast, 27 December, 1966  

Narrator Alan Badel 

Movements:  35  

 

The Round Table [48] and [205][BBC]
101

   1968 

Incidental music for radio play, The Idylls of the King 

Fl., Ob., H., Tr., Hp., Timp., Perc. (tam-tam, tamborine, B.drum, cymals, wood block, celeste, glockenspiel), 

SSAATTBB. 

Commission:  BBC Third Programme 

Text:  Alfred, Lord Tennyson 

Première:  BBC Radio 3 Broadcast, 2 February 1968; conducted by Douglas Robinson 

 

                                                 
101

 Re-scored in small part for performance at the Buxton Festival 3 August 1986 
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Sweet England's Pride*          1968 

Incidental music for a radio play specially written for Dame Flora Robson by Alison Plowden  

The action takes place in and around London, 1596-1601.  

BBC 4 Broadcast, 19 August 1968; conducted by Douglas Robinson  

Production by Joe Burroughs  

 

Imaginary Dialogues [44]   1969 

Incidental music for TV series 

Treble recorder, clarinet, 2 trumpets, piano, harp, harpsichord, psaltery, lute, treble rebec, viola da gamba, violin 

Commission:  Granada ITV, Manchester 

Première:  1969
102

; David Mason & Stanley Woods; David Watkins; Carl Dolmetsch; Mary Remnant; Dietrich 

Kessler; David Channon; Joseph Saxby. 

 

After Ten Years [106]          1969 

Incidental music for dramatised story 

Fl. G., Tr.C., Perc., V.I & II, Va., Ce. 

Text:  C. S. Lewis (Posthumous, ended by T. Tiller) 

Première:  BBC 3
rd

 Programme£ Broadcast, 9 March, 1969 

Movements:  (7) 

 

Howards End [209]
103

          1969 

Incidental music for TV film 

Fl., Ob., Cl., Ba., H., Tr., Hp., Hps., V.I & II, Va., Ce., celeste, glockenspiel. 

Commission:  BBC TV 

Première: BBC 1 TV Broadcast, 19 April 1970 

 

The Woodlanders [37]
104

         1970 
Incidental music for TV film of Thomas Hardy’s The Woodlanders 

Recorder, flute, oboe, harp, horn, strings tabor, serpent & solo violin 

Commission: BBC 

                                                 
102

 It seems that the Dialogues were not to be completed by Granada and that the first four may have been transmitted in 

August 1970 (Box No. 45, p. 124). 
103

 See the section, Howards End in this volume. 
104

 Of The Woodlanders, Elizabeth said, ‘They [the BBC] allowed me to have a section of the Royal Opera House 

Orchestra with Robbie [Douglas Robinson] attached, and the funny part came when I had to supply The Village Band.  I 

scored this for flageolet (recorder), double bass and that weird instrument, the serpent which wuffed and hooted like a 

Thames tanker.  They had to play in scenes in church for a wedding and at a dance and we nearly died, the sound was so 

weird anyhow, and I had filled the thing with short octaves, etc., e.g. with one note wrong (like a string tuned low) which 

was excruciating and gave us all hysterics […] it was incredibly funny to do, and Robbie’s face was a study, conducting 

with a pencil and trying not to laugh.’ (Box No. 53, p. 149). 
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BBC TV in four weekly episodes for BBC TV, starting 12 June 1969 

BBC Radio 2 Broadcast
105

 ; transmitted 1970
106

 

March from The Woodlanders registered with PRS, 1971 

 

A Room with a View [182]
107

        1973 

Incidental music for TV play. (22’08”) 

Fl., Ob., H., Hp., Timp., V.I & II, Va., Ce., Db., mandolin 

Commission:  BBC 

Text: E. M. Forster 

Première:  BBC 1 TV Broadcast, 15
h
 April, 1973 

1. Opening 3. The Walk  5. Piazza Signoria – Night 7. Piazza Signoria – Day 

2. Charlotte 4. Goodbyes  6. George  7a. Farewells 

    

The Last Temptation [86]         1973 
Incidental music         

Fl., Hp., Timp. in C., Va., Ce., psaltery, drums., tabor., cymbals, gongs, female voice 

Text: Andreas Stavrov and Hallam Tennyson 

Première: BBC Radio 4 Broadcast, 16 September 1973 

 

The Girl who lost her Glove [181][BBC]       1975 

Incidental music for Radio play 

Fl., H., Hp., Hps., Perc. (tamborine., bells, cymbals, glockenspiel., celeste, xylaphone). 

Commissioned:  BBC 

Première:  BBC Radio 3 Broadcast, 4 March, 1975 

 

For God and for Profit [187]        1977 

Incidental music for radio play in 3 parts 

Bar., C., T., S., Mezzo., men’s chorus., Picc., Hps., V.I, Va., Ce., tabor, lute 

Commission:  BBC Radio 3 

Première:  BBC Radio 3; 20 March, 27 March, 3 April, 1978; Philomusica of London, cond., Elgar Howarth; 

Ambrosian Singers and Wandsworth School Choir; Susan Denis, soprano; Margaret Cable, mezzo; Tim 

Penrose, counter tenor; Alan Jones, baritone; John Elwes, tenor. 

Movements: 
1) The Merchant 

2) Husband and Wife 

3) Momento Mori 

                                                 
105

 Box No. 28, p. 66. 
106

 Box No. 53, p. 149. 
107

 See the section, A Room with a View in this volume.  
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2.3. Choral Works 
 

No Such Constant Lover [51]         1943 

Cembalo & string quartet [or string ensemble]; tenor, baritone; TTBB 

Commission:  BBC 

Première:  BBC Home Service 2 April 1943. 

Movements: 
1. Ballad on a Wedding    5. No, no fair Heretic 

2. Why so pale and wan, fair Lover   6. Thou are not fair 

3. I Prithee send me back my Heart   7. Sir John, he bought him 

4. I am confirmed a Woman can [See also 259]   8. Heart though seen 

 

No Such Constant Lover*         1946 

A portrait of Sir John Suckling 

Contemporary music arranged by Elizabeth Poston for tenor, harpsichord and the Zorian String Quartet. 

BBC Third Programme Broadcast, 17 December 1946 

 

Comus [52][BBC]          1946 

Flute, oboe d’amore, trumpet, horn, harp, cembalo, strings; tenor, soprano 

Commission:  BBC Third Programme 

Text:  John Milton and Henry Lawes – Comus, A Masque, as first presented at Ludlow Castle on Michaelmas 

Day, 1634 

Première:  BBC Third Programme Broadcast, 30 September 1946; London Chamber Orchestra; Anthony 

Bernard; singers, John Heddle Nash and Elsie Suddaby 

Movements [include]; 
1 Sabrina     6 Bid me but live, see [71]  

2 Back, Shepherds, back   7 About the sweet Bag of a Bee, see [71] & 73] 

3 From the Heavens [?]   8 Sweet Echo  

4I am confirmed a Woman can   9 Noble Lord and Lady Bright 

5 Gather ye Rosebuds, see [71]   10 Now my task is smoothly done 

 

Omnipotent (Paradise Lost)) see [203]        1947 

SSAATTBB chor. 
1) Imnipotent [sic], immutable, immortal 2. O unexampled love 3. Just are they ways 

 

Songs [224]           1949 

Arrangements of a set of songs for baritone solo and male unison chorus 

Première:  BBC Broadcast – Music Magazine – 26 April, 1949 

Movements: 
1. The Three Ravens (Melismata, 1611; Chappell I. 59)   4. Lincolnshire Poacher (Trad.) 

2. Malts’ Come Down (Fitz. Ving. Bk. (Burd) Denteromelia, 1609)  5. We Soldiers Three (Trad. 1609, 1688-1707) 
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3. Round (Denteromelia, 1609) 

 

Lilith [BBC]           1950 

Summer Verse Drama – a study in mirth and symbol 

Tenor solo & SSAATTBB chorus & orch: Timp., celeste, harp, organ, piano, strings. 

Text: Terrence Tiller 

Orchestra conducted by Trevor Harvey 

Garret Singers conducted by Douglas Robinson 

BBC commission 

Première, BBC Third Programme Broadcast, 6 August 1950 
1.Opening music    7.The naming ‘C’ (Ipsa sunt nomina) 

1a.The myth of Lilith    8.Lilith’s departure 

2.The creation of Adam (Gloria)   9.The Shadow 

3.Omnis spiritus    10.The Apple 

4.Adam’s kytie    11.The Angel 

5.The naming ‘A’ (Omnia quae vocavisti)  12.Eve 

6.The naming ‘B’ (Sunt enim nomina)   13.Finale (Hosanna in excelsis)  

 

Work for Chorus, soloists and orchestra (45)  1951? 

Commission: Hatfield Philharmonic Chorus 

9 pages of pencil sketches (30”) 

Project cancelled by Hatfield Philharmonic Chorus 

 

A Garland of Laurel – In Praise of Woman
108

 [45]      1951 

Flute, strings, tenor. (17’35”)  

Dedication:  

1.to René Soames   5.for Jean Coulthard109 

2.for Katharine Eggar  6.for Grace Edith Morris 

3.for Elsie Suddaby   7.for Trudy Bliss 

4.for Margo Fonteyn  8.for Dame Edith Evans 

                                                 
108

 Elizabeth said it was written, ‘in honour of a number of distinguished female friends and contemporaries, was originally 

with strings, but as it has been asked for in song form and goes well that way, I was going to do a version with piano […] 

I’ve found songs, always my first and permanent love, increasingly discouraging to write [… ] partly, I think, because of 

the scarcity of sympathetic singers, and consequently the reflection on the market, leading to a rather bleak outlook to 

songs, by publishers.’ (Box No. 42, pp. 111-112). 
109

 The Canadian composer, Jean Coulthard was the closest of these friends.  They first met in Canada in 1948 and 

corresponded extensively until 1979 when the friendship came to an untimely end through a misunderstanding during the 

last of a number of Jean’s visits to Europe. See Alabaster, John S. (2013) Elizabeth Poston Papers: 1 Coulthard letters, 

1948-1979. List and partial extracts 59 pp., copy held at HALS and Alabaster, John S (2018) Elizabeth Poston Papers: 4 

Contents of Box Files. Continuation1. pp. 23-36.  
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Commission:  Society of Women Musicians  for The Festival of Britain1951  

Première: BBC Third Programme Broadcast, 30 May 1954.  René Soames; Harold Clarke; strings of the Royal 

Opera House Orchestra; Douglas Robinson 

Movements: 
1) A Definition (Anon, c. 1460) (1’30”) 

2) A Renunciation (Edward Vere, Earl of Oxford, 1550-1604) (2’20”) 

3) With Margerain Gentle (John Skelton, d.1529) (1’05”) 

4) The Midsummer Flower (John Skelton, d.1529) (2’55”) 

5) The Lullaby of a Lover (George Gascoigne, 1575) (4’35”) 

6) The Old Woman (Joseph Campbell) [See also Joan Littlejohn archive] (1’35”)  

7) When you are Old (W.B. Yeats)  (2’50”) 

8) Epilogue (Anon. 16
th
 cent.) (1’45”)  

 

Michael and Frances
110

 [129]         1951 

‘A lewde jigge’; music edited and arranged by Elizabeth Poston for the London Season of the Arts in The 

Festival of Britain 1951 

Picc., Fl., Trm., Hps., V.I & II, Va., Ce., Db., tabor, soprano, mezzo., baritone and tenor. 

Text: transcribed from the Public Records Office by Professor C. S. Sisson 

Commission: Arts Council of Great Britain  

Première:  21 June, 1951, Great Hall, Hampton Court (by permission of HM the King);  

The London Opera Group 

Australian première: 1971, Orange Festival of the Arts 

Movements: 
   Preamble Fanfare 

1. Come to me Pretty Lass 3. What news? Quoth he 5. Well-a-day [192]  7. Finale:  Jig 

2. Fortune   4. Interlude:  her woe 6. With my wife’s apron 

 

 

 

 

 

                                                 
110

Elizabeth explained that ‘The Jig, an early form of vaudeville has survived in the Public Record Office, from where it 

was transcribed, as deposition of witness in a libel action, 1602.  Squire (tenor) seduces pretty serving-maid Frances 

(soprano) bemoaned by wronged wife (mezzo-soprano). After various frolics Frances in No. 6 tells how she has 

hoodwinked everyone, making fun at the same time of Michael and his amorous advances, and by a ruse, gets herself 

discovered innocently asleep.  The part of John – being played this time by a Puritan, I believe – seems to have been 

included for no particular dramatic value, but mainly to balance the other 3 characters and make 2 couples in the final jig.  

He would seem to be rather a sourpuss, upholding virtue and down on the flighty Frances. The tunes are traditional, named 

in the original MS, and mostly identifiable, and only need to be treated according to the action in production.’ (Box No. 3, 

p. 11). 
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The Holy Child [206] and [24] [BBC]
111

    1952 

A ballad Cantata on the Childhood of Jesus (40’00”) 

S., Co.T., T., B. solos., SSAATTBB chorus., Fl., Org., V.I & II, Va., Ce., optional instrumental 

ensemble – string quartet 

Commissioned:  BBC 

Première: BBC Third Programme Broadcast, 16 February 1952;  

B. R. Dawswell (boy soprano), Alfred Deller (counter tenor), René Soames (tenor);  

Covent Garden Opera Chorus, 

Choir of Highgate School; Conductor, Douglas Robinson 

Text:  Compiled and edited by Terence Tiller from traditional sources 

Movements: 
Part 1 1) The Dance Part 2 3) The Black Decree Part 3 6)The Children 

 2) The Sign  4) The Miracle  7)The Mystery 

   5)The Holy Innocents  8) Nunc Dimitis 

      

The House of Wisdom [33], different from [208] below      1952 

A Dedication (the composer’s title) 

Solos: Mezzo/Bass; chorus: SSATB + children in unison/piano or harp + narrator 

Text:  Compiled by E.C. Houghton 

Movements: 
Part 1 – 1) Will God indeed dwell on earth?   Part 2  - 4) Wisdom’s Carillon Part 3  - 7) Wisdom’s Pavane 

      Glad Tidings from a Far Country  5) The King’s Wisdom  8) Wisdom’s Passacaglia 

       2) TheAugur            6) The Queen’s Wisdom  9) Descant and Congregational 

           This Endris Night 

       3) Prayer 

        

The House of Wisdom: A Dedication and Memorial [208]     1952 

For mezzo. soprano, bass solo & chorus (SSATB) with organ/piano 

Commissioned by Yardley Grammar School to mark the school’s jubilee. 

Première: St. Edmund’s Church, Tysley, 1-10 December 1954  

BBC Home Service Broadcast, 8 February 1955 
Part I. Wisdom Pastoral.   

Part II. The Children of Wisdom.   

Part III. The Exaltation of Wisdom 

Epilogue  

                                                 
111

 Sub-titled, A Cantata for the time between Christmas and Lent, ‘written as a successor to The Nativity, it was devised as 

an aboriginal equivalent of L’Enfance, founded in our own folksong and carols: a childhood work for children’s unison 

cum a backing of adults, with a Boy Soprano title part, for a season musically rather un-catered for […] The instrumental 

resources are adaptable’ (Box No. 44, p. 115).   
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Oblatio Regalis – ‘The World’s Fair Rose’ [186], see also [132]    1953 

Unison Choir: ATTBB and Piano (for practice only) 

Text:  Michael Drayton (1563-1631) 
First Performance:  18 June, 1953 at the Arts Council, Great Drawing Room for The Regale Singers on the occasion of The 

Coronation of Queen Elizabeth II
112

  

 

The Lunacy of Ink [BBC]         1953 

Incidental music for an impression of Thomas Chatterton 

Tenor, harp, flute, string quartet and cast 

Text (and narrator): H. A. L. Craig, 

Produced by Douglas Cleverdon 

Première: BBC Third Programme Broadcast, 12 January 1953 
1. Opening music 

2. O sing unto my roundelay 

3. Speech music 

4. Their budding flowers 

5. Drinking Song 

 

Liberty Comes to Krähwinkel [207]        1954 

From Freiheit in Krähwinkel by Johnann Nestroy, translated by Sybil & Colin Welch 

V., Vla., Cello, Trumpets A & B flat, Perc: Timp. & pedal drum kit, piano accordion & piano. 

S., T. & B. 

BBC Third Programme Broadcast, 8 August 1954  
1. Introduction & Chorus   5. Battle-hymn of Freedom  9. Perling’s couplet 

2. Nightwatchman’s Couplet  6. Nightmares, a & b  10. Gaudesmus 

3. Ultra’s song & (full) orchestra  7. Sperling’s song  11. Drum-rhythms 

4. Fanfares    8. Song of Woe   12. Finale  

 

Sunday School Song (Dedication) [94]   1956
113

 

Unison with optional descant 

Text:  Frances Ridley Havergal 

  

Two Carols:  Praise our Lord and O Bethlehem [102], see also [249]    1956 

Traditional Basque carols arranged by Elizabeth Poston 

1.  Praise our Lord, For SA.     2. O Bethlehem, for SA+SSATB, piano or organ 

Dedication:  In memory of Peter Warlock for George C. Gray 114 

                                                 
112

 Box No. 62, p. 158. 
113

 Publication declined by Chester and considered untimely for Boosey & Hawkes (Box No. 44, p.118). 
114

George C. Gray (1899-1961), organist at Leicester Cathedral (1931-1969). 
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Little Trotty Wagtail  [3] and [4] see also [157]  1957 

SATB 

Dedication:  for Evelyn Webb & The Hertfordshire Singers 

Words:  John Clare (1793 – 1864) 

One of a set of five Songs of Birds, see also [3] to [8] 

 

Spring the Sweet Spring [3] to [8]   1957 

SATB  

Text: Thomas Nashe 

One of a set of five Songs of Birds 

 

The Hens [3] to [8]   1957 

SATB 

(Verse, in Elizabeth’s own hand [8 lyrics only], is probably by the composer) 

One of a set of five Songs of Birds 

 

Parish Prayer [15]   1957 

Unison/organ, for accompanied or unaccompanied singing 

Text: Lord Jesus our Redeemer 

 

The Doves [3] to [8]   1957 

SATB 

(Sketch for song in short score (piano only); verse, in Elizabeth’s own hand, probably by the composer) 

One of a set of five Songs of Birds 

 

 Archidiaconal Blues [193]         1959 

Arrangement by Elizabeth Poston 

Commission:  For The Ashwell Festival 1959 

Text:  The Venerable Bede; music by (Selah) McPew (Randy?) 

Lyric based on two verses by Rev. Jack Catterick, edited by Elizabeth Poston 

 

Jubilate Deo [242]          1959 

Festal Offertory Psalm for Alto Solo and SATB Choir 

Dedication:  The Reverend John Catterick and Ashwell Festival Choir 

Text:  Psalm 100 

First performance: 6th Ashwell Festival, 15-23 August 1959
115

  

 

                                                 
115

 Box No. 63, p. 160. 
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Festival Te Deum [213[         1959 

For SATB choir and organ with optional trumpet 

Commission: St. Matthews Church, Northampton, for the Festival there 21 September 1959 

Dedication:  To John Bertaloti and the Choir of St Matthews Church, Northampton 

 

Super est Plebs Pessima (A Chastened People Survives)
116

 [131][BBC]   1961 

A Sequence for Voice and Music 

Mezzo., Church Choir – SATB., organ., percussion 

Dedication: to Phyllis Fordham (a local benefactor of Ashwell Bury) 

Commission:  Ashwell Festival 1961 

Text: David Holbrook 

Premiére:  Ashwell Festival at Ashwell Parish Church, 25 August 1961; soloist – Margaret Cable; 

tenor, Peter Wall; percussion, James Blade 

Conductor: John Russell 

[Also performed at Ashwell, Friday 2 August 1968] 

  

Sonata Form of Words [214]   1962 

Music for a broadcast 

Boys’ voices., piano duet 

Commission:  BBC 

Text:  Jean Morris 

Premiére:  BBC Third Programme Broadcast, 3 January, 1962 (2 January 1962*) 

 

Magnificat [265]          1962 

For chorus and organ 

Chorus: S1, S2, CA, T., organ 

Dedication:  Margaret Ritchie and the Summer School for Singers 

Commission: Margaret Ritchie 

Première: 6 September 1962, University Church of St. Mary the Virgin, Oxford: Third Annual Summer School 

for Singers 

 

Penguin Carols [40] and [115] see also [132] for Nos. [9]-[12] (1972) + [4], [5] and [6]  1965 

Setting of Carols from [mainly The First] Penguin Book of Carols [40]  

for soli & chorus & instruments: 

 Picc., Fl., Ob.(opt), P., Hp., Org., V.I & II, Va., Ce., hurdy gurdy, bells, S., A., Bar., SATB. 

Dedication:  To Douglas and Norah Robinson 

                                                 
116

 The sequence articulates concern about the destructive effects of man on his environment and community life, taking, as 

an example, Ashwell’s history, part of which is depicted in graffiti in the church tower.  . 
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In four parts [40], Parts 1 with nos. 1-3 as below, Part 2 with Nos.4-6, as below, Part 3 with Our little Lord is 

born to us Today, No. 2 below and St. Joseph’s Carol, and Part 4 with Nos. 9-12, as below. 

Movements (12): 
1. Angelus ad Verginem   7.  In Praesepio 

2.     Joseph and Mary (2
nd

 Book)  8.  Welcome Child of Mary 

2. Tydlidom    9.  The Dance (tomorrow shall be my dancing day) [19 & 20] 

3. Puer Natus    10.  La Guignolée 

4. A Virgin most pure(2
nd

 Book) 11.  Leaping and Dancing 

5. Quem Pastores    12. The Boys Carol 

 

Sherwood [271]          1966 

For SATB.  

Commissioned by the Mansfield Festival Chorus for the First Mansfield Arts Festival, March 1967.   

Dedication: to Malcolm Cousins & the Mansfield Festival Chorus. 

Text; Poem by Alfred Noyes  

 

Introit for Alan [Ridout] for Ashwell [272]       1967 

[Solo or unison] Text: from a prayer by St. Richard of Chichester (1197-1253) 

 

An English Day-Book
117

 [61]   1967 

SSA, harp or piano 

Movements: 
1) The Bellman’s Song (Thomas Ravenscroft, 1611) 

2) Te lucis arte terminum – The Wells Office Book (Sir Thomas Browne, 1905-82) 

3) A Night Curse (Anon. C.17
th
) 

4) Lemady: Maying Song (traditional) see also [233] 

5) A Charm against the Bumble Bee (T. Cutwode, fl 1599) 

Interlude for Harp 

6) The Noonday Heat – Tell me, Lovely Shepherd (Anon, C.18
th
) 

7) Running set:  Spring (Thomas Nashe, 1567-1601) 

8) Evening Song (John Fletcher, 1579-1625) 

9) Sweet Suffolk Owl (Thomas Vautor, 1619) see also [160] and [3] to [8] 

10) The Bellman’s Song (Thomas Ravenscroft, 1611) 

Commissioned for The Farnham Festival  

Première: Farnham Parish Church, Kent, England by the Aldershot County High School Girls Choir, directed 

by Pamela Verrall with David Watkins, harp, 11 May 1967. 

Première in Australia: at Third Orange Festival of Arts in Australia by the Presbyterian Ladies Choir and Santa 

Maria College, directed by Daphne Rodgers with Julie Raines, harp,16-29 March, 1969.  

                                                 
117

 See also the section, An English Day-Book in this volume. 
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Première in Scotland: at Greyfriars Church, Edinburgh by the National Girls Choir of the National Youth Choir 

of Scotland, Directed by Christopher Bell with Claire Jones, harp,17 April, 2010 (and recorded) 

 

Anthem: Alleluia and Carillon for the rejoicing in the House*    1968 

Choir and organ 

Included in Choral Evensong from Blackburn Cathedral  

Choirmaster, John Bertalot  

Organist, Fred Dewhurst 

BBC 4 Broadcast, 19 June 1968 

 

Liturgy of Love [39]   1969 

For soprano, chorus and orchestra: piccolo, flute, oboe, clarinet in A& B flat, harp, percussion: tubular bells & 

tabor; strings; solo soprano, SATB. 

Commission: Harlech Television for Christmas 1969 

Première: Recorded 25 July 1969 for television; Margaret Price, The Welsh National Opera Chorus, 

Bournemouth Symphony Orchestra, conductor James Lockhart
118

 

Movements:  (Ten Carols) 
1. The Sum of all Delight      6.The Flower of Goodly Head (EP) 

2. Angelus ad Virginem        7. Lullaby mine Liking (EP) 

3. Puer Natus                         8. The Eve of Noel 

4. Welcome Child of Mary    9. Tydlidom 

5. Tidings                               10. My Dancing Day [19] 

 

Benediction for the Arts [251]        1970 

Setting for SATB Choir and Organ (4’45”) 

Commission:  Arts Council of Great Britain for The Cheltenham Festival Service 1970 

Dedication to Lucian Nethsingha and the Choir of St. Michael’s College, Tenbury 

Text: Part III in the Devotions of John Austin (1613-1669) 

 

Penguin Carols from The Penguin Book of Christmas Carols [132; see [40]   1972  

Full orchestra except No. 4 (Choir & Organ or piano)  
1) Dancing Day [20]     Plus 

2) Guignolée     4. Puer Natus 

3) Leaping and Dancing    5. A Virgin most pure 

4) The Boy’s Carol     6. Quem Pastores 

 

 

 

 

                                                 
118

 ‘Shelved for good’ – letter from Eric Wetherell, Director of Music, Harlech TV, June 1970 (Box No. 45. p. 128). 
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An English Kalendar [194]         1972 

Choral Sequence with Narrator 

Soprano solo, SAATB chorus, P., Timp., narrator 

Commission:  BBC 

Movements: Prologue 

 On Time 

I/ Winter        III. Summer   

 Round 1.  ‘Thirty days hath September’1.    Round 1. Thirty days hath Decembe 

   Round 2.  ‘A Kindly Good Januaire’   2. Round 2. Calm weather in June 

   3. January’s Song      Interlude with piano (at this point?) 

  4. News       3. Summer Evening Song 

II. Spring IV.         The Turn of the Year: 

 Round 1. ‘Thirty days hath September’    1. Hey Nonny (ATB) 

   Round 2. March Dust to be sold    2. Round – Dirtie December 

 3 March’s Song      3. December Lulling 

 4.Lenten is come with love to town, see [246]  Finale -  Ritornello: The Years’ Carol (Sop. Solo) 

    

Epiphany Processional [239]         1973
119

 

Words XV century Epiphany Carol, Out of the Blossom Sprang a Thorn (5’30”) 

Solo SSATB 

Dedication:  To Cuthbert Bates and the City of Bath Choir 

Première: December 1973. 

 

Three Four-Part Bourdons [270]        1973 

Settings to Tones for Dink Van Dissel, Trinity College, University of Melbourne, 27 July 1973 

1. SATB, 2. A. & S.. descant, 3. SATB 

 

Make we Merry [132]          post 1965, undated 

A collection of carols from The Penguin Book of Christmas Carols for a broadcast talk by Elizabeth Poston 

 

I Have Twelve Oxen [159]         Undated 

Song for SAB  

 

2.4. Vocal Works  

  
Shall I wasting in Despair [275]        1918 

Voice & piano. 

Words from George Wither, 1
st
 and last stanza with some changes 

                                                 
119

 Box No. 10, p. 22 
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It was a Lover and his Lass [161]  1920s?Undated  

Song for high voice and piano (2’15”) 

Text:  William Shakespeare 

 

The Stars stand up in the Air
120

 [166]   1928 

Song for soprano 

Dedication:  To Arnold Bax 

Text:  Thomas MacDonough (from the Irish) 

 

Good Ale [156]           1929 

Song for middle voice and piano 

Dedication:  To J. C. Squire and his invalids 

Text:  Hilaire Belloc 

 

Sussex Ale [147] and [162]   1931 

Song for low/middle voice and piano 

Text:  Hilaire Belloc 

  

The Snowdrop in the Wind [267]        1943 

2 August 1943.  

For voice & piano, dedicated to Norman [Fraser] who, like William Busch, also set the poem.
121

 

 

A Love Song [67] see [167]   1943 

For high voice and piano  

Text:  After John Gamble (d. 1657) 

 

Sorrow’s Lullaby [69]          1943 

(High) voice and piano    

Text:  Thomas Lovell Beddors 

 

Bequest [68]           1948 

Voice and piano 

Dedication: to John Goss 

‘July 1948 Galiano’ [Island, Vancouver]
122

  

 

                                                 
120

 See the Section, Elizabeth in Ireland in this volume. 
121

 See Vol. IV, pp. 23 & 117 for background and critique. 
122

 Written on Canadian paper, probably for the composer, Jean Coulthard who was visted by Elizabeth in Canada at that 

time and who became a life-time friend. 
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Book of Jonah [222]   1953 

Music for evening service 

Baritone, harp/organ 

Text: Terrence Tiller 

Première:  BBC Home Service Broadcast from Bloomsbury Baptist Church, 25 October, 1953 
1. God’s Command                      4. God’s Command (3) 

2. God’s Command (2)                5. (Instruments only) 

3. The Calm                                 6. Finale 

 

The Dormouse Carol
123

 [105]         1954 

Solo voice and piano accompaniment 

Text: from a Broadsheet, St. Dominic’s Press, Small Rhyme Sheet No. 4 

Première: possibly 10 December 1955 at The Period Works Centre, Chapel-en-le-Frith, Derbyshire  

 

Songs of Birds           1957 

Set of five songs: Little Trotty Wagtail; Spring, the Sweet Spring; the burlesque, Hens; Sweet Suffolk Owl; and 

the Doves (an incomplete sketch)  

Dedication: To Evelyn Webb and the Hertfordshire Singers 

 

Sheep-fold Song          1958 

Gift to the Convent of Notre Dame, Heywood Street, Manchester via Sister Mary Gabriel S.N.D.
124

 

  

Song of the Seasons [copy in D♯ kindly given to John Alabaster from Margaret Cable] [135] 1961 

(From Super est Plebs Pessima [131]) 

For Voice and Piano 

Text:  David Holbrook 

 

Portraits [Joan Littlejohn archive]        1966 

For medium voice & piano, dedicated to Margaret Cable 
1) Merry Margret (Words by John Skelton d. 1529) 

2) Mistress Margaret Wentworth (Words by John Skelton d. 1529) 

3) The Old Woman (Words by Joseph Campbell, 1879-1944) see [45] 

 

 

                                                 
123

 This carol became part of the ‘Dormouse World’ inhabited by Elizabeth and her friend, the musicologist Kathleen Dale 

through an intense correspondence during the early 1970s, Kathleen being addressed as ‘Dormouse’ or ‘Dor’ (Box Nos. 2, 

30, 48, 79 & 80). 
124

 Letter to Elizabeth Poston, 31 December 1958, ‘As for the Sheep-fold Song, what shall I say but, thank you so very 

much.  We think it marvellous that you can so tellingly convey in music the tenor of the mother sheep, the helplessness & 

dependency of the lamb, new-born.’ 
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Sing Lullaby (Basque No. 1)         1967 

BBC One Broadcast, 24 December 1967 (Carols from King’s [College Choir, Cambridge]) 

 

Mandragola [85]   1967 

Songs for play, Mandragola 

Fl., Hp., lute; solo tenor 

Commission:  BBC 

Text:  Machiavelli (Trans. J. R. Hale) 

Première:  BBC Third Programme Broadcast, 27 October 1967.  Robert Tear, tenor 

Movements (7): Frotolla, Arietta, Satimbanco, Vilanella, Notturno, Scena and Envoi 

 

Lenten is come with Love to Toune [246] see [194] and [Joan Littlejohn archive]        pre-1972  

For medium voice & piano – copy to John Alabaster from Margaret Cable 

 

The Pets [175]           1973 

Song 

Text:  Robert Farren
125

 

 

Set of Folk Songs (ARRTS) [212]        1975 

Folk Songs arranged by Elizabeth Poston for her 70
th

 Birthday Concert 15 November 1975 

Soli., Piano 

Movements 

1. The Dove (Welsh) [7] and [155] see [195] 

2. I laid me down to rest (Norwegian) [damaged] 

3. Bonny at morn (N. Country) [missing]: 

1) The Female Highwayman [England] see [26] 

2) Drei Laub auf einer Linden – (Three Florets on a Lime Spray) [Austria] dedicated to Joan Littlejohn  

see [195] 

3) Still, Still [Austria] dedicated to Joan Littlejohn 

4) Cuddle In [Tyneside] see [133] 

 

Child in the Manger          1975PRS  

Music: Bunessan, traditional Gaelic melody PRS registered 27 May 1975
126

, see Christmas Book of Carols 

                                                 
125

 Farren was an Irish Poet.  Elizabeth said, ‘For the BBC, for one of their concerts, I did a setting of Irish words about St. 

Colman and his animals, (Box No. 48, p. 143); it was probably St. Colman Kilmacduagh, for legend has it that he had a 

special affinity to a cock who would act as an alarm clock, a mouse who prevented him from nodding off unintentionally 

and a fly who kept his place when interrupted at reading (David Hugh Farmer (1987) The Oxford Dictionary of Saints, p. 

94). 
126

 Box No. 90, p. 203. 
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Twentieth Century Chant         1977PRS 

PRS notification 3 February 1977, One Hundred 20th Century Chants127
 

 

Lord Keep Elizabeth          1977 

BBC 1 Broadcast, 5 June 1977 in Jubilee Songs of Praise 

 

Sulla Lulla [269]    1979                                                                                   

For voice & piano. (Norway, trad.) 

Dedication to Gunvor [Stallybrass after the death of her husband, Oliver (pers. com.).  

  

Seal Saga [139] (pencil  sketches) c.f. Hymn for St. Nicholas [179] below   1981 

Dedication to Madeau Stewart128 

For flute & voice  

12 parts, 10 short (up to 8 bars) and two much longer: 

1. Horizon, 2. Call, 3. Loure 1[a dance of the reign of Louis XIV], 4. Loure 2 (for plainsong seals),   

5. Gathering [Port teanaladth, a term in pipe music], 6. Pibroch [pipe ornamentation], 7. Slow Reel, 8 . Call, 9. 

Lullaby [20 bars], 10. Horizon, 11. Tone Row (for Serialist Seals), 12. Song [28 bars].  

 

Hymn for St. Nicholas [179]         1981 

Text: Elizabeth Poston (3 verses) 

Pencil draft sketches & score 

For flute & voice  

Dedication to Madeau Stewart129 

 

Sweet Suffolk Owl [268]; see also [160] for earlier version and [3] to [8]    1983 

For voice & piano. 

Text: Thomas Vautor, 1619 

 

Re-Creation and Autobiography [261]    1985  

Voice & piano 

Première: BBC Radio Three Broadcast, 24 October 1985; 80
th
 birthday broadcast with  

Brian Rayner Cook (baritone) and Christopher Robinson;  

Berkhamsted Music Society  

 

 

                                                 
127

 Box No. 90, p. 203. 
128

 See also the Section Elizabeth and the BBC in this volume, p. 11.  
129

 See also the Section Elizabeth and the BBC in this volume  
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A Settled Rest [X]          1987 

Choral setting of 18
th
 Century paraphrase of 23

rd
 Psalm, with harp 

Première: at the Albert Hall 

 

Sketches for Carols [177]  

1. The Ass Sings  

2. A New Carol, J. C. Penson [?] 

3. Cradle Song (Watts) For Peter Boorman [one-time organist at St. Nicholas Church, Stevenage] 

 

Miscellaneous MS pencil copies of songs [233]       Undated 

Copies of several dozen Songs of the Women of Britain [233]  

Cuckoo Dear, see [55] 

Lisa Lân (for Robert Irwin) 

Here’s the Tender Comin’ (for Eric Maxwell-Lyte) 

 

Comfort  Undated 

For Gunvor Stallybrass (according to Caroline Clack, pers. com.)    

 

Thomas and Polly [149]    Undated 

Rhymes for Little People, for middle voice and piano. 

Dedication: To Thomas and Polly Donallan 
1.Boat Song  4. Green Folk Song 7. Kitten’s Lullaby 10.The Piper 

2.The Feather  5. Penny Jig   8. Bath Song  11. Merry Go Round 

3. Dolls or Soldiers 6. Bedtime Song  9. Little Tune 

 

Evening Song [Joan Littlejohn archive]        Undated 

Words by Charles Cotton, 1630-1687 

 

Collin’s Success, see [108]   Undated 

Arrangement of an Air by William Depesch  

Dedication:  For Margaret Ritchie 

 

Little Trotty Wagtail [157] see also [3] and [4]  Undated 

Set of three songs for two treble voices and piano: 

1. Little Trotty Wagtail (Words, John Clare)   2. Three Children (Words, John Gay) 

3. Cradle Song, O my Deir Hert (Anon) incomplete 

 

Camsey Ash [264]          Undated  

Folk Song for voice or pipe 
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The Agincourt Song [73]  Undated 

Arrangement of XV Century melody 

For Baritone solo and Male Voice Choir TTBB 

 

The End of Spring  [Joan Littlejohn archive]       Undated 

Words: David Holbrook 

 

The Dove, see [155], [195] and [212]   Undated 

Traditional Welsh. 

BBC Radio Three Broadcast, 16 February 1978: Concert Club.  Sung in Welsh 

  

Martin Peerson [9] (transcribed by Marylin Wailes)   Undated 

Transcribed by Elizabeth Poston 

SACTTB 

Text:  Martin Peerson 

Movements: 
1) Sing love is blind (Private Musicke, 1620) 

2) Locke up fair lids (Sir Philip Sidney) 

3) Love (Motets or grave chamber musique) 

 

Canticle – For a Child’s Christening [149]   Undated  

For high voice and organ 

  

Well-A-Day [192]   Undated 

Traditional Air arranged for contralto and tenor (wife & John) 

 

Fare Well [134]          Undated 

Setting by Elizabeth Poston of poem for voice only 

Text:  Walter de la Mare 

 

Rejects [X]           Undated 

 

Little May Day Song [X]         Undated 

 

Sorrow’s Lullaby [69]  Undated 
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2.5. Vocal Arrangements 
 

5 Traditional Tuscan Songs [74]   1935 

Songs arranged for middle voice and piano from original Tuscan archives by Signora Pole-Rapp 

Movements: 
1. Fala Nanna sette e venti       3. Bella che dormi     5. Bori, Bori, Dove Andante 

2. Ninna nanna                         4. Maria Lavava 

BBC Radio Three Broadcast, 18 March 1978; The Songs of Tuscany (continued on 24 and 27 March and 3 April 

1978).  Recorded for For God and for Profit: soprano, counter-tenor, tenor and baritone.  

 

A Parsonage in the Hesperides [53]   1944 

A portrait of the lyric poet, Robert Herrick 

(Arrangement of songs by Henry Lawes: The Third Book of Ayres) 

Oboe d’amore, harpsichord, string quartet; soli voices 

Commission:  BBC  

BBC Home Service broadcast 20 September 1944 

  

Sette Canzoni (Seven Italian Folk Songs)
130

 [153]   1945 

Traditional Italian Folk Songs arranged for soprano or mezzo and piano. (15’ 05”) 

Text:  Anon 

Première:  National Gallery Concerts, 20 July, 1945; soloist, Tatiana Makushina with the composer  

Première broadcast: BBC Radio 3 Broadcast, 24 June, 1977; soloist. Margaret Cable with the composer in 

Songs of British Composers  

Movements: 
1. La Savoyade (1’15”)                           5. Serenata Palermo (1’35”) 

2. Barcarolla (2’05”)
131

                           6. Canto de Contadini Etnei Catania (1’20”) 

3 .Canzonetta di Campagnolo (3’15”)    7. Il sor Carlo l’armonico [missing] 

4. Fatte la Nonna (3’40”) 

 

Music in Twelfth Night [221] and [186]       1947 
Arrangement of Shakespeare’s songs for BBC Broadcast 

Soli and piano 

Commission:  BBC Radio 

Text:  William Shakespeare 

Première: BBC Home Service Broadcast, 7 March, 1947 

                                                 
130

 Reduced to six for the performance at Ashwell, Hertfordshire 31 July 1966 and now called Sei Canzoni, a copy of which 

was kindly given to John Alabaster by Margaret Cable, ‘Copy No, 1’. Not to be confused with the later Sei Canzoni of 

1956. 
131

 A further performance copy of Barcarolla was used for a performance and recording in Stevenage on 1 March 2006 by 

Ruth Conolly (soprano) and her mother, Oonagh Bernon (piano). 
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1. Opening Music: The Earl of Salisbury, his Passion   Rounds & Catches: 

 2. O Mistress Mine     1. Farewell dear Heart [missing] 

 3. Come away Death, Prelude and Song   2. Hey Robin [missing] 

 4. When that I was and a little tiny Boy   3. There dwelt a Man in Babylon 

        4. I am gone Sir [missing] 

 

The Plaintive Ditty [183]   1947 

Song/Air arranged for voice, clarinet in B flat and piano 

Dedication:  For Mollie Sands 

 

Tyrley Tyrlow [211] and see [27], [29] and [30]   1947 

Specially arranged, with permission from OUP, for the Wakefield Second Shepherd’s Play [BBC] 

Solos: boy’s treble voice, tenor & base, Fl., oboe d’amore, Hp., V.I & II, Va., Ce  

Première:  BBC Broadcast, 26 December, 1947 

 

Three Shakespeare Songs [77]         1950 

The Willow Song (Desdemona) 

And Will A’ Not Come Home Again (Ophelia) 

Peg A Ramsey (Sir Toby) For Donald Munro  

 

Songs for Voice and String Quartet
132

        1950 

1. He whose desires are still abroad. John Danyel (1606) transcribed by Peter Warlock, edited and arranged 

for string accompaniment by Elizabeth Poston 

2. When May is in his prime. Anon (probably Richard Edwardes) edited and arranged from Warlock’s 

transcription by Elizabeth Poston 

3. Finetta. Transcribed for string accompaniment by Elizabeth Poston 

Performance: Wigmore Hall 1 March 1950. 

The Times review, Elizabeth Poston’s ‘lute accompaniments neatly adapted for strings’. 

 

A Serenata [16] and [17]   1951PRS 

STB., piano 

Recitative and Aria, Arise my fair and come away, Duo, Together let us range with piano accompaniment (from 

Solomon)
133

 and A cheerful Spring begins today. 

Text:  William Boyce, edited and arranged by Elizabeth Poston 

 

 

 

                                                 
132

 Box No. 62, p. 158. 
133

 Fees finally collected by PRS for Duo from Solomon (Box No. 45, p. 121). 
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My Dancing Days [19] and see [20]   1953 

SSS & unison (optional flute, optional piano, optional organ) 

Dedication:  Elsie L. Balmondion 

Movements: 
1. This New Christmas Carol (SSS), 2. My Dancing Days (unison) 

 

Greensleeves [180] and Ballad of the Lady Greensleeves [237]     1954*  

Arranged for orchestra for BBC Broadcast, This is Europe No.3 – Britain 

Tenor, Fl., Ob., Cl., Hp., V.I & II, Va., Ce., Db. 

Commission:  BBC 

(Only pencil copy of 5 pp. of score) orchestrated in G minor [BBC] 

Broadcast: BBC Home Service 26 July 1954, Folk Songs of the Four Nations, 5
th
 of 13 programmes devised by Elizabeth 

Poston*. 

 

My Bonny Cockoo [100]   1956 

Old Irish air (arrangement) 

Unison with optional descant 

 

The Ladybird [109]   1956 

Arrangement of a tune by Hilda Creig 

Unison and 2 voice part 

[Another tune, Garden Song by H. Creig is also included but not arranged by Elizabeth Poston] 

Text:  Traditional and Anon. 
 

How Lovely are thy Dwellings Fair [243]       1958  

Hymn with descant and festal postlude (arrangement) 

Dedication: to Francis Cammaerts and Alleyne School, Stevenage 

On the occasion of its 400
th
 anniversary 

Text:  Milton/Tallis (Ninth Tune) 

 

The Female Highwayman [26]   1958 

English Folk Song arranged for soprano, tenor and piano 

Dedication: Pamela Woolmore and Andrew Gold 

Also arranged for medium voice 
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Petite Guirlande des Deux Pays [95]   1958 

Set of 4 traditional songs (Belgian and English)  

Soprano, soprano and baritone 

Commission:  The Trio Vocal de Bruxelles 

Movements: 

1) Chanson du mois de mai (Flemming) 

2) Lemady (English) see also [233] 

3) Chanson des Scieurs de long (Waloon) 

4) Spinning Wheel song (English) 

 

Archidiaconal Blues [193]         1959 

Arrangement by Elizabeth Poston; Lyric based on two verses by Rev. Jack Catterick,  

Commission:  For the Ashwell Festival 1959 

Text:  The Venerable Bede; music by (Selah) McPew (Randy?) 

 

Four Songs in Time and Tune [213 1][BBC]   1962 

Arrangements for BBC Schools  

Unison choir, Hp., Timp., V.I & II, Va., Ce., Db. 

Commission:  BBC 

Première:  BBC Broadcast, 1963; School children from North Manchester 

Movements: 

1) Michael Finnagen 

2) Fun of the Fair 

3) May Song 

4) The Tailor and the Mouse 

5) Ann Hessie’s White Horse (Pencil draft) see [32] 

 

The Ballad of Little Musgrave + Westron Wind + Northumberland Bagpipes [198]  1966 

Arrangements of English Folk Songs 

BBC broadcast Folk Song 3 June 1965.  

Speaker, Elizabeth Poston; Singer, James Christiansen 

 

Songs of Places – London [199]        1969 

Arranged from Popular Music of Olden Times by William Chappell  

Edited and arranged for middle voice and piano 

Movements: 
1. London                                                                      7. London Waits 

2. The Bailiff’s Daughter of Islington, see also [36]     8. Mayfair 

3. The New Royal Exchange or Durham Stable           9. Ladies of London 

4. Hyde Park                                                                 10. New Wells 

5. Prince Rupert’s March1                                            11. Derry Down 

6. Row the Boat Whittington                                        12. ‘Twas down in Cupid’s Garden 
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Published: Chappell & Co.  48295. Choral List 16 February (1969), Popular Music of the Olden Times
134 

  

Tell me, Lovely Shepherd [130] [Joan Littlejohn archive] see [65] and [72]   1972 

Arrangement for soprano and string quartet.  (2’35”) 

Dedication: To Joan Littlejohn 

Text:  William Boyce (from Solomon, a serenata) 

Première:  Purcell Room, London, 18 June 1972 with Caroline Clack (soprano)
135

 

 

Three French Folk Songs [229]        1972 

From the Poston-Arma Book of French Folk Songs [111], arranged for SATB 

Dedication:  To Paul and Edmée Arma 

Text:  Traditional 

Première:  Besançon, France, August 1972; Hertfordshire County Youth Choir, 

Conductor, John Railton, on concert tour of Franche-Comté Region 

Movements (in French):  

1) Les Trois Matelots de Groix (Brittany) 

2) La Femme du Marin (Aunis + Saintonge) 

3) Le Petit Vin de Sigournay (Poitou) 

4) La Claire Fontaine (Canada)  and 5) Others 

Translated and arranged in 1974 for soprano and piano for Suzanne Rose (see below) 
 

Trois Chansons pour Suzanne [230]   1974 

Arrangement of French songs for soprano and piano accompaniment 

Dedication:  Suzanne [Rose] 

Première:  Church of St Paul’s Walden, Hertfordshire, December 1974, sung by Suzanne Rose 

Movements: 
1) Quand vous voulez faire une amie 

2) Ode de Ronsard – [First line] Mignone, allons voir si la rose, see also [146] 

3) Allons Allons Gai 

4) Margot, Labourez les Vignes (xvi Siècle) Chanson populaire (not included in the finished set) 

 

Arrangements of Early Songs [71]   1975 

Voice and piano. (8’35”) 

Text:  John Milton & [Robert] Herrick; Music: Henry Lawes & William Lawes 

Movements: 

1) Sweet Echo, see [52] 

2) The Attendant Spirit’s departure – Now my task is smoothly done. Comus, 1634 

3) Gather ye Rosebuds, see [52]   

                                                 
134

 Box No. 8, p. 19. 
135

 Box No. 30, p. 79. 
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4) About the Sweet Bag of a Bee, see [52], [261] and [273] 

5) The Primrose 

 

Drei Laub auf einer Linden [195] & [212] & [Joan Littlejohn archive]   1975 

[Three florets on a lime spray] 

Arrangement of Austrian Styrian Ring Dance for voice and piano 

 

Cuddle In [133] and [212] North Country Folk Song       1975 

Arrangement of traditional tune (South Shields) for high voice and piano 

 

Set of Folk Songs (ARRTS) [212]         1975 

Folk Songs arranged by Elizabeth Poston for her 70
th
 Birthday Concert 

Soli and piano 

Movements: 

5) The Female Highwayman, see also [26] 

6) Three Florets on a Lime Spray [195] and [212] 

7) Still, Still 

8) Cuddle In [see 133] 

 

 The Dove [195] see also [7] and [155]   1976, PRS 

Arrangement of Welsh Folk Song 

For Middle Voice 
 

Westron Wynde – An English Testament (5/8ths complete) [45]  1983 

Sketches of prologue with Definition c.f. A Garland of Laurel 

   

The Song of Somnus [10]   Undated 

(Aria, Leave me, loathsome light, from Semele by Handel with keyboard accompaniment) 

 

The Eddystone Light [226]  `       Undated  

Arrangement of traditional song for middle voice and piano 

 

Venezuela [225]   Undated 

Burl Ives’ song arranged by Elizabeth Poston for middle voice and piano 

 

Pastime with Good Company [258]        Undated 

Song, transcribed and edited with piano accompaniment 

Solo voice and piano 

Text:  King Henry VIII 
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I am Confirmed a Woman can [259]        Undated 

Air by Henry Lawes, arranged by Elizabeth Poston 

Solo voice and piano 

Text:  Sir John Suckling 

 

Callino Casturame [76]   Undated  

Traditional, edited and arranged by Elizabeth Poston for voice and piano 

 

Tomorrow shall be my Dancing Day [19] and [20]                        Undated 

Traditional carol arranged for voice and piano  

  

Thou Art Not Fair [80]                                                                            Undated 

Arrangement for voice [middle range], strings and harpsichord 

Text:  Thomas Campion 

 

Bekennen will ich seinen Namen [81]   Undated 

Aria: arrangement of J. S. Bach for middle voice, strings (violin 1 & 2; viola, cello) and cembalo 

Also an arrangement for cello and piano 

 

Pretty Wantons, Sweetly Sing [256]        Undated 

From Martin Peerson’s Private Musicke 1620, transcribed, scored and edited by Elizabeth Poston 

SSATB choir 

  

Recitative from Solomon [16] and [17]   Undated 

Text:  William Boyce, edited and arranged by Elizabeth Poston 

 

2.6. Operetta   
 

The Bailiff’s Daughter of Islington (36) see also [199]  1957 

A Ballet Operetta in 5 scenes and 20 numbers for girls’ voices, unison chorus and piano 

First performance: Townsend School, St. Albans, 27 February 1957 

Offered to William Elkin (Elkin & Co. Ltd.), 5 September 1957
136

 and later to Novello
137

 

 

2.7 . Sketches 
 
Ashwell Round [66]          1955 

Two pp. pencilled score [a sketch, perhaps] 

                                                 
136

 Box No. 44, p. 114. 
137

 Box No. 6, p. 16. 



93 

 

Trees [178]           1984 

Text: Philip Larkin; sketch only, Saturday 29 July 1984 

 

Diary Doodles [X]   Undated 

Musical phrases 

 

Carol [22]  Undated 

Sketches 

 

English Customs and Characters [137]  Undated 

Notes and sketches in pencil 
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3. Discography/Recordings
138

 
 
A Garland of Laurel (In Praise of Women) (1954)  René Soames:  Covent Garden Orchestra, 

Douglas Robinson Merlin 8 (Private) 33rpm 

A Parsonage in the Hesperides (1944) BBC, 78 rpm DLO61577, 78rpm* 

An English Day Book (2010) 1. Cabaletta, cassette 

 2. Choir of St Michael College, Tenbury; 

conductor Roger Judd 

 (cassette) 

 3. Avalon Singers; cond. Antony Hopkins, at 

Purcell Room 

 (cassette) 

 4. Nycos National Girls Choir; Claire Jones, 

harp; cond. Christopher Bell. Signum Classics 

2010 

An English Kalendar (1971) Farnham Festival (cassette) 

 Radio London, BBC (cassette) 

Antiphon & Psalm (1961) 1. St James Parish Church, Grimsby 

 BBC (cassette); Magnegraph* 

                                 (1955) 2. Redshaw Singers; Dennis Townhill. 

 St James Parish Church, Grimsby 

 Private copy of wax recording 

Arden Mor (1984) Brian Rayner Cook, Roger Vignoles 

 BBC Radio 3, Song Recital 

 (cassette) 

As I Sat on a Sunny Bank (1983) Musica Antiqua (directed by Michael Uridge), 

Parish Church of St Mary’s, 

 Goring by Sea, West Sussex. 

 Bedivere Records (cassette) BVC355 

Autobiography (1985) 1. Ken Hughes (cassette) 

 2. 80
th
 birthday broadcast (cassette) 

 3. Brian Rayner Cook, Christopher Robinson; 

Berkhamsted Music Society (cassette) 

Barcarolla (1945) Composer at the piano 

 BBC, 78rpm DAL21319* 

BBC Broadcast of Varied Items (1959) BBC, 33rpm, LP24769 

Canzonetta di Campagnalo (1945) Composer at the piano 

                                                 
138

 Copied from Dr. Jamie Bartlett (loc. cit.), with some recent additions. 
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 BBC, 78rpm, DAL21319* 

Child in the Manger  Choir of St Mary’s Episcopal Cathedral, 

 Edinburgh 

 33rpm, MCA 

Composer [EP] at the piano (1945) BBC 78rpm DAL 21319* 

Concertino da Camera (1959) 1. Magnegraph *(With love from the [New 

London] Consort [i.e. Marylin Wailes] 

 BBC, 78rpm, 3458, 8063 & 8075* 

                                            (2010) 2. Prima Facie PFCD005 Included in The Rose 

Tree.  

Concertino for Ancient Instruments (1953) Michael & Francis, Hampton Court 

 (cassette) 

Cuddle In (1985) Brian Rayner Cook, Christopher Robinson; 

Berkhamsted Music Society 

 (cassette) 

Diarmuid & Grainne (1956) Ad Hoc Orchestra, cond. Douglas Robinson 

 BBC, 78rpm 22931* 

Elizabeth Poston 80
th

 Birthday Concert (1985) Brian Rayner Cook, Christopher Robinson; 

Berkhamsted Music Society 

 (cassette) 

Fatto la Nanna (1945) Composer at the piano 

 BBC, 78rpm, DAL21319* 

Finding Out 78rpm, CDWF2621 

For God and for Profit  BBC Radio 3 Broadcast 

 (Cassette) 

From the Cambridge Hymnal (1970) Barnes Music Club Youth Choir 

 (Cassette) 

Gailliarda Dolorosa (short and long versions) (1943) BBC, 78rpm DBU 29982*  

Harlow Concertante (1969) (cassette) 

Hoddly Doddly (1944) BBC, 78rpm, DBU50638 

Howards End Music (cassette) 

I see you (1964) Associated Rediffusion, London CDWF 21* 

I won’t be my Father’s Jack (1944) BBC, 78rpm, DBU50638 

Il cor Carlo (1945) Composer at the piano. 

 BBC, 78rpm, DAL21319* 

Imaginary Dialogues (1969) Granada TV (tape) 

Incantation (1959)                 Joan Rimmer 

                   33rpm, LP24769 

In Parenthesis (1960)                 CBC Toronto (cassette) 

In Praise of Women (1954)                 Brian Rayner Cook, Roger Vignoles 
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                    BBC Radio 3 recital 

                    BBC cassette; Merlimg* 

Jesus Christ the Apple Tree       Dan Portis-Cathers (cassette) 

(1986)   James Galway’s Christmas Carols, 33rpm 

 (1985)            Cambridge Singers, John Rutter 

 (1986)                   Word Records, 33rpm, SPON 7-  

       01- 893410-9 HMV, 33rpm, ‘Sing Praises 

(1974) BBC, Let the People Sing (cassette) 

Joseph, Dearest Joseph Mine (1983) Musica Antique (Directed by      

Michael Uridge) Parish Church of St Mary’s, 

Goring by Sea, West Sussex 

Bedivere Records (cassette) BVC355 

La Armonica (1945)                Composer at the piano 

                  BBC, 78rpm, DAL21319* 

La Savoyarde (1945)                Composer at the piano 

                  BBC, 78rpm, DAL21319* 

Leaping and Dancing (1983) Musica Antiqua (Directed by Michael  Uridge) 

Parish Church of St Mary’s, Goring by Sea, 

West Sussex 

Bedivere Records (cassette) BVC355 

Lillies are White (1944)               BBC, 78rpm, DBU50638/A 

Michael & Francis (1951)               Gui de Buire (waxed) 17414/1-6/M* 

O My Kitten, a Kitten (1944)               BBC, 78rpm, DBU50638/A 

On Christmas Night All Christians Sing (1983) Musica Antiqua (Directed by  Michael 

Uridge); Parish Church of St Mary’s, Goring 

by Sea, West Sussex 

Pico Serenico Danca (from The Children’s Song Book) Columbia DL 102* 

Parsonage of the Hesperides (1944)    BBC, 78rpm DLO 61577* 

Nativity for N Town (1951)               BBC Radio 4 Broadcast (cassette) 

O Bethlehem (1983)                Musica Antiqua (Directed by   

        Michael Uridge); Parish Church of  

        St Mary’s,  

Goring by Sea, West Sussex  Bedivere 

Records (cassette) BVC355  Bedivere Records 

(cassette) BVC355 

Puer Natus – A Boy is Born in Bethlehem (1983) Musica Antiqua (Directed by Michael 

Uridge); Parish Church of St Mary’s, Goring 

by Sea, West Sussex        

 Bedivere Records (cassette) BVC355 

Queen Elizabeth Accession Music (1958)             (tape) 
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Ritornello (1959)                Joan Rimmer, 33rpm, LP24769* 

Serenata (1945)                Composer at the piano 

                  BBC, 78rpm, DAL21319* 

Serenatina for pipes       The English Pipe Quartet 

                  (cassette) 

Six Nursery Tunes by Roger Fiske & Elizabeth Poston (1944)   René Soames  

BBC, 78rpm DBU 50638A to C* 

Sukky you shall be…. (1944)               BBC, 78rpm, DBU50638/A 

Super est Plebs Pessima (1961)             Recorded at Ashwell (tape) 

weet Suffolk Owl (1984)               Brian Rayner Cook, Roger Vignoles 

                  BBC Radio 3 recital (cassette) 

Te Deum (1959)                John Bertaloti, conductor; recorded  

                 at St Matthew’s, Northampton (tape 

Tell me Lovely Shepherd (1953)        HMV Special* sung by Anne Thornitt-Smith 

(Little Hills, Benslow) with the London Quartet of 

the Pipers Guild, arranged (transposed into key of 

D  and raised by 2 octaves) by Millicent 

Shepperd
139 

The Bellman’s Song (1984)               Brian Rayner Cook, Roger Vignoles 

                  BBC Radio 3 recital (cassette) 

The Children’s Song Book (1961)  Hazel Schmid (Sop), Marjorie 

(See also Three Ravens, above) Westbury (Mezzo), René Soames (Ten), the 

composer at the piano.   

Jupiter Recording, 33rpm, JUR 00B6* 

The Dove says “Coo” (1944)               BBC, 78rpm, DBU50638/A 

The Harrowing of Hell (1947) Ad Hoc Orchestra, BBC, 78rpm, 13329 & 

13330* 

The Hosanna (1974)                BBC (tape) 

The Masques of Comus (1947) 1. Marius Goring, Cherry Cottrell, Dylan 

Thomas, 33rpm LP 25510 & 25511* 

The Milk of Paradise (1956)                Ad Hoc Orchestra conducted by  

           Douglas Robinson. 

BBC, 78rpm, 22929, 22930 & 22931* 

The Nativity (1973)       BBC Radio 3 Broadcast (tape) 

The Resurrection – The Ascension (1949)             Alfred Deller 

The Resurrection (1949) Ad Hoc Orchestra, conductor Cyril Gell        

BBC, 78 rpm, 13594 

The Rose in the Air (1942)               BBC Salon Orchestra,  
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 Box No. 44, p. 116. 



98 

           BBC, 78rpm, DW13546, 5625C* 

The Tempest (1959)                BBC Radio 3 Broadcast (tape) 

Three Pieces for Flute & Piano (1964)            Harold Clarke, flute; Frederica Shore, piano.  

BBC Home Service Broadcast.   

           BBC (Merlin G) (wax)* 

Three Ravens (1964) Associated Rediffusion, London CDWF  

 

 

 

 

Tomorrow Shall be My Dancing Day               Dan Poetis-Cathers (cassette) 

    (1983)              Musica Antiqua (Directed by  

Michael  [& Francis] Uridge); Parish Church 

of St Mary’s,  

Goring by Sea, West Sussex       Bedivere 

Records (cassette) BVC355 

Trio for flute, clarinet and harp (1959)              BBC Broadcast (tape) 

Tydlidom (1983) Musica Antiqua (Directed by Michael 

Uridge); Parish Church of St Mary’s,  Goring 

by Sea, West Sussex 

Bedivere Records (cassette) BVC355 

Wassail Song (1983) Musica Antiqua (Directed by Michael 

Uridge); Parish Church of St Mary’s, Goring 

by Sea, West Sussex 

Bedivere Records (cassette) BVC355 

Welcome Child of Mary (1967)              EMI HQM 1092 and cassette (1980) 

Contains a selection from The Penguin Book of Christmas Carols 

 

 4. Other Published Works 
 

Peter Warlock: A Perspective by Elizabeth Poston. News Letter: Journal of the Lancaster Music & 

Arts Club. Ed. Arnold Dowbiggin, September, No. 2. 1945 pp. 18-19 

 
Schubert by Marcel Schneider  

Translated [from the French] by Elizabeth Poston 

Publisher: John Calder Publishers Ltd. (1959), Evergreen Profile Book 4, 191 pp. 

Also Grove Press Inc., New York. (1959) and  

Greenwood Press, Westport, Connecticut (Reprint 1969) 
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Supplementary Notes on Selected Items 
 

In this section, the selection of items is somewhat arbitrary but includes some of those 

performed at Stevenage in 2005 to celebrate the centenary of Elizabeth’s birth and others that also 

provide glimpses of why she was a composer, what her music meant to her, how some of the 

compositions came about, how they were received and how she reacted to criticism.  They are 

presented in chronological order as separate self-contained accounts rather than as a sequential 

narrative. 

 

Sei Canzoni (1956)   
This set of songs, and two others – one of seven Italian folk songs arranged for voice and piano 

(Sette Canzoni, 1978), later reduced to six, and another of five traditional Tuscan Songs (1935),  as yet 

unpublished – seem to be the only music compositions by Elizabeth in which she has used Italian 

words.  

The Sette Canzoni and Tuscan Songs settings stem from a time when she was living in Italy in 

the 1930s  (and perhaps, too, influenced by her visit to Florence in January 1923) were embarked upon 

because she felt that the folk songs of that country were less well known than those of Spain, and she 

wanted to do for them what Maurice Ravel had done for the Greeks, and Manuel de Falla had for the 

Spanish – ‘not to set the songs as they are sung unadorned, but to catch in the setting something of 

their atmosphere and background’.   

In the Sei Canzoni, which arise from a later period, Elizabeth has not only captured the 

individual Italian Folk atmosphere but, perhaps more importantly, focussed on various aspects of love.  

All but one of the poems chosen are by Dante Gabriel Rossetti (1828-1882)
140

, the odd one (No. 4) 

being a traditional lullaby.  The date on Elizabeth’s MS is 21 May 1956, but it is clear from her Pocket 

Diary entries that she was aware of Rossetti earlier,  in 1950, the year she composed and broadcast her 

Lilith, a title used by Rossetti for one of his pictures for which he also wrote the sonnet Body’s 

Beautiful.    

In Elizabeth’s own 1908 Pocket Edition of Rossetti’s writings she ticked, in pencil in the 

Contents Section, four of the poems used for the Sei Canzoni; in addition she indicated with paper 

markers the location of two other poems, A Little While and Love Enthroned 
141

.  The first of these was 

written in about 1860, after Rossetti’s passion for Lizzie Siddal had waned; he mourns the passing of 

that love, as in two other poems (Even So and A New Year’s Burden) written at about the same time.   

                                                 
140

 Rossetti, W. M. (1897) The Collected Works of Dante Gabriel Rossetti, Vol. I. Poems, Prose-talks and literary papers. 

Ellis & Elvey, London. 528 pp. 
141

 Jim Poston (nephew of Elizabeth), personal communication. 
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The second, Love Enthroned, is the opening sonnet of Part 1, Youth and Change in The House of Life, 
written about ten years later when he was temporarily separated from Jane, the wife of William 

Morris, with whom Rossetti was deeply in love; in this case, despite his frustration and anguish, Love 

is seen as an abstraction, ‘far above | All passionate wind of welcome and farewell’
142

.  We may note 

in passing that in 1903 Elizabeth’s mentor, Ralph Vaughan Williams had already set Rossetti’s poem, 

Willow Wood 
143

 for baritone and piano; the poem, inspired by Jane, had been written in 1868 after 

long years of silence – an admission of long-suppressed passion.  

Rossetti was absorbed all his life by the subject of lovers separated by difficult circumstances, 

and in particular by death, and in the six poems selected by Elizabeth one can find a sequence about 

love – expressing its hopes, its tribulations, its maternal feeling and, finally, its loss.  Although we 

recognise Rossetti as the founder of the Pre-Raphaelite Brotherhood of painters, he regarded himself, 

and was regarded by some of his friends, as more essentially a poet.  Not surprisingly, therefore, he 

wrote sonnets on several (at least 10) pictures by various painters as well as on nearly a score of his 

own, including (as already noted) Lilith and certainly two, La Bello Mano (1874) and Proserpine 

(1872) which are described in poems Nos 1 & 6 in the present set and are typical of much of his later 

work.  Rossetti tends to express longing, not joy in love, delight sometimes, but never untempered 

happiness; these characteristics are rather unlike those of other members of the Brotherhood, who 

might express admonition or romance or eroticism or, as by William Morris, deep sorrow. 

Beautiful hands, the subject of Poem No. 1.  La Bella Mano (per un Quadro) (The Beautiful 

Hand - for a picture) was a recurring one in Rossetti’s painting, especially during the second half of his 

life when it appeared in almost half his portraits
144

. The sitters included his wife, Elizabeth Siddal and 

after her death in 1862, several others, but almost exclusively Jane Morris.  Intriguingly, on the first 

page of her MS, Elizabeth inscribed ‘PANDORA’
145

, the title of several paintings of Jane from 1869 

featuring hands, and at that time Rossetti had written a sonnet, Pandora in which he asks whether it 

was because Pandora set free evils and destruction from her box ‘that all men might see | In Venus’ 

eye the gaze of Proserpine’. 

We may note, in passing, that Elizabeth, as a pianist, was very much aware of hands, and her 

recollection of being taught as a child to play by resting her’s on her mother’s led to the delightful 

image to be found inside the covers of The Baby’s Song Book (see pp. 47).   

                                                 
142

 Oswald Doughty (1949) A Victorian Romantic – Dante Gabriel Rossetti. Frederick Muller, Ltd., London. 712 pp. 
143

 The poem comprises four interlinked sonnets (Nos. XLIX to LII) of The House of Life; Vaughan Williams soon 

produced an orchestrated version and later added an ad lib. Women’s Chorus, a CD of which was produced in 2005 (Naxos 

8.557798), with Roderick Williams (baritone) and the Royal Liverpool Philharmonic Choir and Orchestra under David 

Lloyd Jones. 
144

 See, for example, The Pre-Raphaelites [a catalogue of 250 works at the exhibition of 7 March to 28 May 1984] Tate 

Gallery/Penguin Books, 312 pp. 
145

 Elizabeth also wrote ‘PANDORA’ in her Pocket Diary as early as 26 January 1951.  
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 Poem No. 2.  Gioventù e Signoria (Youth & Lordship) is sub-titled, Italian Street Song, but 
Rossetti’s brother, William Michael, was certain that Gabriel composed both the Italian and English 

versions, because he saw the MS ‘replete with alterations’.  It was composed in Italian in the manner 

of a Neopolitan song and translated in 1871 when he was living with Jane Morris and her children in 

Kelmscott Manor while William Morris, with whom Rosetti shared the house, was in Iceland.  Only 

verses 1 to 4 and 6 are used by Elizabeth  

  Poem No. 3. Barcarola (Boat Song), which was also called Serenata, was first published 1897; 

it expresses love’s anguish.   

The source of the cradle song, Poem No. 4. Ninna la Nanna (Hush-a-bye Baby) has not yet 

been traced.  

   The text for Poem No. 5. Con Manto D’Oro (With a Golden Cloak) is derived from two 

separate Rossetti sources –  a group of three untitled lines that are written after, but separate from No. 

1, La Bella Mano, and are used for both the beginning and the ending.  They begin, ‘Con manto d’oro’ 

and provide the title of the poem, whilst between these two repeated groups of lines are inserted four 

more taken from the middle of A Last Confession, a work dated 1848 when Rossetti was about 20.  It 

is a long (546-line) story in English blank verse in the middle of which is inserted a song in Italian 

having one 8-line verse in italics from which the last four lines were selected by Elizabeth.  The Italian 

triplet that begins and ends this song is believed by William Michael Rossetti to have been written to 

serve as a motto for a picture, as yet unidentified.   

Rossetti’s poetic English versions of all these Italian texts amplify the overall meaning, 

especially with the inclusion by Elizabeth, in square brackets, of the extra four lines that are in italics 

in stanza five of the song in A Last Confession.  Before introducing the song, the story-teller says he 

remembers, with tears in his eyes, his loved one singing a song to him when once he ‘did almost chide 

her’ for ‘leaping about the place and laughing’.  The song is of a woman who reminds her lover of 

what he had once said to her: 

 
With golden mantle, rings and neckless fair, 

It likes her best to wear 

Only a rose within her golden hair. 

[You said: ‘As summer, 

Through boughs grown brittle, 

Comes back a little 

Ere frosts benumb her, –] 

So bring thou’st to me 

All leaves and flowers, 

Through Autumn’s gloomy 

Today in the bowers.’ 
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With golden mantle, rings and neckless fair, 

It likes her best to wear 

Only a rose within her golden hair. 

 

For the last song, Poem No. 6. Proserpina (per un Quadro)  (Proserpine – for a picture) the 

Italian version of which was composed about November 1872, the picture referred to is Rossetti’s 

Proserpina, for which a crayon drawing of Jane Morris had been done the previous year at Kelmscott 

Manor.  This was the happiest place he had ever known where, finding peace, he could really work, 

provided he was not ‘deprived of the prospect of the society of the one necessary person’, namely 

Jane.  There in 1873, he started the first of at least seven versions of the picture, as well as making 

many studies of Jane.    

The mythological Proserpine was kidnapped by Pluto, the god of the Underworld and, having 

eaten a few seeds of the pomegranate, she was bound to that realm, becoming Pluto’s wife.  She was, 

however, allowed to spend every six months on earth with the living.  Rossetti depicts Jane in this role, 

with the fatal fruit in her hand and glancing at a momentary shaft of light from the upper world.  Ivy in 

the background may indicate clinging memory of the intimate relationship that had been established 

between her and the painter, probably as early as July 1869. 

As late as September 1881 Rossetti started his last version of Proserpine, and it was later 

admired by his sister, as it stood on an easel in his drawing room, a month before he died on 9 April 

1882.   
Afar from mine own self I seem, and wing 

Strange ways in thought, and listen for a sign: 

And still some heart unto some soul doth pine, 

(Whose sounds mine inner sense is fain to bring, 

Continually together murmuring,) – 

‘Woe’s me for thee, unhappy Proserpine!’ 

 

 Why Elizabeth initially felt that the Sei Canzoni, were too personal to publish, we can only 

guess at.  But we can note, in particular her travel to Italy with her mother in the 1930s after the death 

of her close friend, Peter Warlock, her return there more than once in the 1950s with another of her 

closest friends, Jean Coulthard and at about that time her very careful and deliberate choice of the 

Rossetti texts about the different aspects of love. 

 

Trio for Flute, Clarinet/Viola and Harp/Piano (1958) 

In the 1950s there were, apparently, very few composers writing successfully for the harp and, 

as Elizabeth had had a long-standing request from the California Harpist’s Association to write 

something for the instrument and also there was a beautiful, new, British harp, built by the flautist, 
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Wilfred Smith to be shown at the Brussels Exhibition in 1958146, she spotted an opportunity and 
hastened to write her Trio for Flute, Clarinet (or viola) and Harp (or piano).  It was immediately 

chosen by the Brussels jury for representation there and quickly became very popular after its first 

performance at a summer concert of the Hampton Music Club in 1958, and its London première by the 

club the following year with Maria Korchinska (harp), Thea King (clarinet) and Wilfred Smith (flute).  

In offering it to J & W Chester, she pointed out that it was,  
‘to be broadcast from the Royal Harpist Institute with Mireille Flour [harp] and Francis Stoeffe, their First 

Flute, also of Conservatoire Royal.  The Kammer Musiciks Verein of Vienna has asked for it.  So have 

Leeds. […]  The R.A.M. are putting on a student’s performance (which shows that it must be good for 

teaching and coaching), and there is a first broadcast due here’.   

Elizabeth added that when Korchinska was chosen to represent Britain at an International 

Harpists’ Contest, and being asked to choose a recording of recent outstanding work, she chose 

Elizabeth’s trio; Chester published it without undue delay early in 1960147.  

The work was described in the programme as having, ‘four contrasting movements of which 

the second is one of great beauty and poignancy.  The third is a short excursion into a fairy-like world, 

delightfully written for the three instruments, while the last has a strong rhythmical drive touched with 

a puckish sense of humour.’148  But the trio actually has only three movements and one wonders which 

movement might have been cut and to which movement applied the ‘one small reservation’ of her 

friend, Norman Peterkin, in 1971 that, 
 ‘the 2

nd
 movement sagged a bit and followed the 1

st
 movement too closely in its key scheme – to my 

mind lessening its impact’.
149

   

Havelock Ellis of BBC, Belfast, had commented on the speed of the Pastorale nostalgica (2
nd

 

movement) to whom Elizabeth confided,  
‘Pastorale nostalgica was the expression of regret for a green countryside given over to pylons and 

concrete.  Something of this will be in a book, there called Death of a Landscape’.  

The ‘green countryside’ referred to was, in particular, the agricultural land lying to the west of 

her home, Rooks Nest House, so beloved by her friend, E. M. Forster who lived there as a boy and 

used it and its occupants in his novel, Howards End; it had come under threat of urbanisation with the 

establishment of Stevenage New Town in 1947 and she was profoundly affected by the development: 

she had seen her birthplace, Highfields, sold to the New Town in 1956 and wantonly destroyed the 

following June; in 1959 had come the proposal for compulsory purchase of the land near Rooks Nest 

and the following year Orders were served; there followed a number of worrying Public Inquiries and 

she witnessed the destruction of familiar landmarks and what she called ‘the uglification of the Old 
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 Also known as the Brussels World Fair, it ran from 17 April to 19 October 1958. 
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 Box No. 44, p. 114 
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 Box No. 62, o. 159-160 
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 Letter from her friend Norma, 12 June 1971; Box No. 28, p.66 
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Town’150.  No wonder the tempo of the 2
nd

 movement was slow.  Nevertheless, she told Norman, that 
she felt that the trio ‘has a magic Fileuse [last movement] which spins finer than gossamer’. 

Elizabeth’s reaction to public, as opposed to private criticism could be more robust.  Warned of a 

severe review of the trio by Milner in The Musical Times, she wrote: 
‘I doubt whether anything anybody chose to say against me or work of mine would cause me loss of 

sleep, and as the work in question is being performed internationally, I would rather have the favourable 

verdict of players and audiences than laudatory notices and no performances.’
151

  

 The work was immediately popular with harpists, friends, music clubs, schools and colleges in 

the UK and abroad.  One of the most satisfying occasions must have been during the celebration of the 

50
th

 anniversary of the Society of Women Musicians in July 1960, just as she came to the end of her 

term as President.  Having issued a formal invitation to some 600 guests to a Reception at the House of 

Commons on Saturday 15 July and to a Service at St. James, Piccadilly on 20
th

, she had the pleasure of 

having her trio included in the programme for the concert at the Wigmore Hall on 21
st
 in the presence 

of H. R. H. Princess Alexandra.
152

.  Of course, in her inimitable way, in a post-script to her friend, 

Jean Coulthard, she pointed out that her ‘duties include taking Princess Alexander & her ladies in 

waiting to the lav.  It behoves me to find out where it is or I might escort them solemnly to the 

Gents.....British females curtseying around among blue-faced communist Picassos!!’
153

 

 

An English Day-Book (1966)  
 In 1966 Elizabeth accepted a commission for a first performance of a composition in May the 

following year at the Festival at Farnham, Kent.  As she explained to her friend Diana Sparkes 

(daughter of Hubert Foss, one-time editor at Cambridge University Press), she had 
 ‘been bombarded with requests to write a work for girls which would give them the same chances and 

enlarge the repertory in the same direction as the [Benjamin] Britten Ceremony of Carols does for boys – i.e. 

to get right away from the conventional clichés meted out to girls [...] I have worked an idea that had for 

some time been in my mind, with harp – the pieces and/or sections detachable, if need be, or as a whole to 

stand on its own.  It was an experiment that has turned out well and I'm rather thrilled [...]
154

 

 Elizabeth later explained ‘the shape of the thing’:  

     ‘This sequence is set within the framework of The Bellman’s Song: settings of poems evoking the moods 

and times of an English day.  The traditional ambivalence may be noted of faith and superstition, and in No. 

4, in two contrasting texts, the characteristic interplay of the strains of Puritanism that tempers merrymaking 
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 See Elizabeth Poston Papers: 1 Coulthard letters.1948-1979. p. 21. letter 22 June 1956.  
154

 The full correspondence with Diana Sparkes and David Watkins relating to An English Day-Book has been published in 

Vol. I. 
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with reminders of mortality.  Every now and then, the clock strikes as time passes.  Running Set is here 

envisaged as revels at the climax of the day before night falls and curfew is again proclaimed.’ 
 The idea of her using the harp is not surprising since we find it included in about half her 

compositions – in several as a principal instrument, notably the Trio for flute, clarinet (or viola) and 

harp(or piano) (1958).  She worked closely with harpist, David Watkins on the Day-Book and, writing 

to him after a session at her home, Rooks Nest in Stevenage in November 1966, said how, 
‘It transforms my musical thought to have you & harp [...] – it leaves so much behind me & I’m 

working on it.’ 

 Her choice of lyrics of the 16
th

 and 17
th

 centuries is also typical. Two of the sources, The 

Bellman’s Song, and Sweet Suffolk Owl had already appeared among her very first compositions in 

1925 (published by Boosey & Hawkes and then broadcast by the BBC in 1928) and would reappear in 

later arrangements.  Also, the tune of Tell me, Lovely Shepherd she had already arranged for string 

orchestra and solo voices and had had published by Oxford University Press in 1957.     

 By the end of 1966, feeling pressed for time, Elizabeth made a working score for the choir and 

a rehearsal piano part, leaving the harp notation to be worked out separately with David.  She took a 

great deal of trouble over detail; in one letter, for example, to ‘Mon cher roi’, as she called him, she 

sought his advice:  
    ‘Do help me about a Bumble Bee [No. 5] [...].  The rhythm is of ‘Twinkle, twinkle little star’, a rather 

leisurely two-in-a-bar: Pitty pitty pitty pat  and the harp is playing rather precisely.  But whenever there 

is a reference to the bee’s hum, or where suitable, I would like to have a bumble bee sound on the harp – 

could be playing off-rhythm, or in gaps, as best goes.  How does a harp best convey it?  Is there a way of 

scrubbing round the strings with both hands, or either hand, with a circular motion, to make a kind of burr-

burr?? 

     Advice vastly appreciated. I suppose it wouldn’t be feasible to get your beautiful harp near enough to the 

telephone, to illustrate? (I’d willingly pay the 6d! [2.5 pence]) (The other thing I could suggest is that you fit 

it permanently with walkie-talkie, so I could always communicate when the spirit is moving me!!) 

     I feel that each piece in the sequence should have its own harp sound & mood, & I do hope it will work 

out. I think it is – but at this point say no more, you know how superstitious (perchestitiono?)
155

 I am when a 

work is in process, & I’m working feverishly at this one. – Want of course you to see it & to go through it 

with you soon as ever poss[ible] – but just not quite ready yet.’   

With a penultimate harp rehearsal arranged with the girls’ choir for April, Elizabeth joked that 

‘about 100 girls are all agog for the most pin-up harpist in creation – you have been warned!’  And ten 

days before the concert Elizabeth wrote once more:  
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stitiono, which has no obvious meaning. 
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    ‘Have your false eyelashes ready: Farnham Festival rang to say we are being filmed in action at 

Wednesday’s rehearsal
156

 [...].  

     I posted you the Interlude yesterday [...].  What I was trying to say in it, with a gathering-up of threads 

and all now at the peak, was summer noon, hot sun, gentle relaxed thoughts... the little references to Lemady 

and bird-calls etc all directed towards a halfway caesura, a lie-back leading into The Noonday Heat.  Does it 

manage to convey that? and without too much trouble?  I will bring a copy for [her friend, the conductor] 

Pamela Verrall, so that she knows the cue.’  

 That she succeeded in her overall purpose is clear from the contemporary programme note by 

John Gardner
157

: 
     ‘A Day Book is a diary or journal: a book in which to record the events of the day.  In this piece, 

Elizabeth Poston has linked together a sequence of sacred and profane poems in which the small-scale 

happenings of the day are symbolically identified with the procession of the seasons of the year and, by 

further augmentation, with the span of life itself. 

     The contrasting conceptions of faith and superstition, of birth and death, of dawn and dusk, contribute 

alike to a serene, philosophical interpretation of our earthly destiny in terms of lyrical song. 

     The sequence of poems is cyclical, beginning and ending with the bellman’s (or town crier’s) curfew call: 

“Cover the coal”.  The second song, Te lucis, sets three prayers for protection during the hours of darkness 

alongside the third song’s primitive curse upon any one who should dare disturb the sleeper’s rest.  In the 

fourth song, dawn breaks with the striking of the clock.  It is May Day, known as Leman or Sweetheart Day: 

Lemady.  In the symbolic language of folk poetry, young people are told to make love while the going’s 

good, against the stern background of a typically Puritan reminder of their essential mortality: “For when we 

are dead in our graves, we are nothing but dust and clay.”  

     The fifth song inveighs against the bumble-bee, the sweetness of whose honey and the smart of whose 

sting are traditionally associated with the pleasures and the pain of love.  A short interlude for harp solo 

leads into a realisation of William Boyce’s famous air, The Noonday Heat, in which the poet asks for shady 

protection from the blaze of the sun of high summer. 

     The seventh song brings us Nashe’s Spring, The Sweet Spring, here set as a corybantic climax to the day’s 

revels.  The sun goes down, it is evening.  John Fletcher’s poem bids us go indoors and prepare for sleep.  

The clock strikes again.  Only the owl now sings: a dirge for dying souls: “Te whit, te whoo, te whit, te 

whit!”  Once more the bellman calls out: “Maids to bed and cover coal!  Let the mouse out of her hole.”’  

 

Fanfare for Hallé (1969)  

Composed for brass quintet, the fanfare was commissioned for the Hallé players in connection 

with Sir John Barbirolli’s 70
th

 birthday celebrations and, as Elizabeth explained later, ‘is formulated on 

the notes of the initials of himself, his wife and the orchestra’. 
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 John Gardner had attended the first performance at Farnham Church in 1967 and his note was published in the 

programme for the first performance in Australia at the Third Orange Festival of Arts on 18
th
 March 1969. 
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 It was composed on 5 September 1969 and rushed off to the orchestra, quickly followed by a 

letter: ‘I have managed by skin of teeth to get back and get this MS copied after all, in time to send off 

by Sunday Post.  The (birthday) fanfare will explain itself – I have played upon the B flat/B(H) of 

Bach’s musical alphabet.  The mighty G is also Jerry [Temple] (Y T foxed me!); and can be related to 

Godlee [the surname of several members of the Hallé Concert Society].  John = Giovani, of the 

handsome young Byronic figure I first remember at the RAM.  (Note the ray of sweetness and light 

appearing in bar 5 for softening female influence!) [E and F for Evelyn Rothwell].  The piece isn’t 

difficult: requires on toes playing…I should be tickled to death to hear it.’   In fact, she was invited up 

to Manchester and probably heard it rehearsed by the Hallé under Barbirolli later that month.  

Barbirolli was in the States on his birthday on 2 December, but returned to conduct his birthday 

concert on the 18
th

.    

 

Harlow Concertante (1969) 
The Harlow Concertante was commissioned in March, 1968 by the Harlow Development 

Corporation to celebrate the 21
st
 anniversary of the establishment of the New Town.  It was written 

specifically for the resident Alberni String Quartet and the string section of the Youth Orchestra, 

which had been established a few years earlier and coached by the Quartet.  Thus it would be a 

welcome addition to the repertoire for this combination, hitherto limited to Elgar’s Introduction and 

Serenade for Strings  

That autumn Elizabeth confessed to her friend, Olive Bromhill that she was always pulverized 

with fright when she started anything: 
 ‘it’s a desperate kind of psychological state which I gather is common in creative people; one that 

odiously does its best to put them off trying to do anything at all!’   
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But she regarded the composition as a new and exciting experience and, once started, based it 
on the first two letters of Harlow, substituting, as Bach had done, B natural for H (which does not exist 

in the musical scale) and dedicating the work to the corporation and the musicians who first performed 

it on 11 October 1969.    

Elaborating on its structure to the conductor, John Fitzgerald, Head of Music of the Harlow 

Technical College & Chairman of Harlow Music Society, she said,  
 ‘From this germ the music develops with a self-generating energy, tossing the idea about from one part 

to another, a sense of the dynamism of the making of a new place and of the bustle and busyness of people. 

 The main tutti body of strings speaks first; then the Quartet enters in a mood of fun and bravura and is 

played off against the orchestra and with it, in an equal partnership.  Lively gaiety gives place gradually to a 

more gentle section and a soaring, singing tune in which the strings show their warmer quality, if only to remind 

us that without romance there would be no new towns! 

 Finally the orchestra dies down, leaving the field to the Quartet and a free cadenza in which each 

member shows his paces until all are reunited and the work ends as it begins.’ 
It is remarkable that she should have been so sympathetic to the idea of the New Town of 

Harlow when the parallel development at Stevenage had caused her so much anguish, for it had 

demolished her birth place at Highfields and threatened to destroy, too, her home, Rooks Nest House 

(the model for E. M. Forster’s Howards End) and the surrounding Hertfordshire countryside that she 

and he loved so much.  Perhaps it was because Harlow Development Corporation had shown such 

sympathy and support for music and music-making. 

 The success of the work may be judged from a local review at the time
158

  
‘The piece itself was at once forthright in its tonality, unrelenting though not excessive in its demands on the 

performers and sympathetic in its texture which, with its strong cross-rhythms and syncopations, produced for at 

least one listener a response not entirely dissociated from that evoked by the music of Gustav Holst.’    

 Whether she would have endorsed that last analogy is doubtful in view of her strong reaction 

against the unauthorized entry about her in Grove’s Dictionary, which suggested her style was 

influenced by that of her friend Peter Warlock.  

  The Concertante was performed again on 13 July the following year with the new, Junior 

Orchestra joining the Youth Orchestra, but remained unpublished and unperformed until made 

available by Campion Press for inclusion in the celebrations at Stevenage in 2005 of the centenary of 

her birth.  It received its London Première by the Hertfordshire Chamber Orchestra under Robin 

Browning at St. Mary’s Church, Covent Garden on 8 April, 2006 and was played again by the English 

Sinfonia at the Gordon Craig Theatre, Stevenage on 1 November that year, ironically as part of the 

celebration of the 60
th

 anniversary of Stevenage New Town!  
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Howards End (1969) 
 The book, Howards End meant a great deal to Elizabeth, embodying as it did the very essence 

of her home, Rooks Nest House, where E. M. Forster had lived as a child and where he had visited her 

regularly in his later years. 

 So, when, in 1969, she was approached to compose the incidental music for the BBC TV 

production of the book, she hesitated because she felt very privately about it and wondered whether 

she could achieve something musically that concerned her so personally.  But she overcame her doubts 

because, as she said: 

‘the whole thing was too strong, and because no one else knows the real story.  A lifetime – several 

lifetimes – went into the music: not only the poignancy of the present, but an almost unbearable nostalgia for a 

past, which the book enshrines [...].  Love of place, to the countryman, is curiously strong, and this old house 

has been much loved. 
 The score of the film was a collaboration of friends.  Douglas Robinson of the Royal Opera House 

conducted the Covent Garden Orchestra, friends and colleagues who had played for both Forster and VW 

[Vaughan Williams], knew the house well and its people.  So, if ever music was blessed, this was – and I have 

never before, during the gruelling exaction of three days of recording, felt so extraordinarily conscious of it.  

That, surely, must also mean something.’ 

 Shooting began in July for the funeral scene of the first Mrs. Wilcox which took place at 

Ashwell, just north of Stevenage, with the church bells duly silenced!  She recalled in her inimitable 

fashion, ‘I was flat out on a tombstone putting down cider in a temperature of 90  at the time, but could 

have wept when we buried her’. 

  Describing another scene she said,   
‘The specimen [of vintage motor car] had to be specially driven down from London for the occasion 

and was covered with brass which the driver who was sent with it, spent all his time polishing.  Having dressed 

the poor man up in 1900-vintage uniform and gaiters and got the shot on camera, it proceeded to rain a heavy 

thunder shower, a process which repeated itself several times and every time we had to push the car into a shed 

and the man had to re-polish!  It made one reflect on the advantages of the modern car!   Also, I had never 

before tried to persuade a horse [borrowed from the Ashwell Brewery] drawing a carriage to stop with its fore 

hooves lined up at a camera chalk-mark on the gravel.   This was accomplished with a fine flourish but it took a 

whole morning.’ 

 For the sound-track dubbing Elizabeth,  
‘gave Hertfordshire doves and singing birds 100% for their unscripted performance, also the cock who 

crowed just right.  The only sound effect we added was the distant railway hoot at “London’s creeping” (has 

now crept).’   

That added parenthesis, of course, understates the intense worry caused her by the development 

of Stevenage New Town, and the strain of rallying support to oppose the destruction of what has 

become known as Green Belt Forster Country.  
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 In much more reflective mood, writing at length about the production to her friend Norman 
Peterkin, she said,  

‘I think what one can hope for is to obtain a certain tabloid essence of the original, so transmuted that it 

can also offer a new enlightenment in another medium, and that this is what is of value.  I remember thinking 

this about Le Grand Meaulnes [the novel by Alan Fournier she intended to translate], [...] This [the story of 

Howards End] has a considerable element of biography (and autobiography),  No one living knows the true ins 

and outs of it but me, and I may or may not reveal some day the other half. 

It is perfectly possible for a girl of Margaret’s [Margaret Schlegel’s] charm and intellect to marry a man 

so much her senior, and to admit, “Yes, I shall love him”. [...]  My father was 33 years older than she [her 

mother], and it took her 3 years to decide, and to determine that she would love him – and she did, in a most 

remarkable and mature match by two unusually mature people, the one so girlish and young in years, both of 

them jointly making of it a shining and wholly integrated ideal of happiness and rightness. 

 I could fall for Leonard [Bast] as Helen [Schlegel] did, and should be perfectly capable of having got 

something out of my system, & of then turning right away from it with complete lack of sentiment, romance or 

‘faithful attachment’, call it what you will – a biological necessity and pattern of the animal world which the 

most intelligent and civilised of women can and does experience (I can vouch for it!) though it is perhaps so far 

from life in your own experience [Norman Peterkin’s], that it can’t seem true.  But it is, though it has been 

recognised in fiction possibly more subtly by the French than by any writer of ours except the present one.  And 

the most remarkable thing of all is that, in his amazingly penetrating perception and understanding of aspects of 

the other sex and of its relationships, Forster should be capable of such depths of insight.  I know of no other 

man who states with more uncompromising truth, aspects of life as I have known and lived it.  [...] it has been 

an almost symphonic experience to enter in as a part of the story – even to write the music for one’s own 

funeral, for Mrs Wilcox holds the key to the whole thing.’
159

 

 

A Room with a View (1973) 
 Following the success of Howards End, Elizabeth found herself, early in April 1973, busy with 

another BBC production (Play of the Month) of a Forster Film, this time filmed in Italy with 

wonderful shots of Santa Croce and Giotto
160

.  She found it fun to do, especially with her favourite 

Royal Opera House Orchestra which, she said, played  
‘like angels and respond like racehorses.  You weren’t meant to single out a good deal of the music, 

which I put there not to intrude but to underline and to continue when words left off, though in longer sequences 

such as Lucy’s walk through the olive grove, it had its own end in the Enchanted Lake (pond) where everyone 

meets the moment of truth, I used Forster’s clues and built onto the many [kinds of] ‘Water Music’ which 

started with the Rhine Maiden from Rhinegold (his own suggestion) “Like swimming in a salad”, progressing to 

the awful Barcarolle from Tales of Hoffmann, via Debussy and L’Apres-midi to Schubert and The Trout and so 
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to Pop Goes the Weasel. And Nearer my God to Thee when the Rev, Beebe has to face getting out of the 

water’
161

.  

‘We had quite an eventful time over the film.  The antique carriage overturned up the hill to Fiscole, 

spilling out the cast all over the roadway (with fortunately no worse effects than a sprained knee to Lally 

Bowers) while the horse continued on his way, apparently unaware he was dragging the carriage along on its 

side. The pond scene and its music were hilarious, the Royal Opera House Orchestra are unused to mixing 

Nearer my God to Thee with Rhinemaiden, L’après midi &c – I had great fun writing my own (Hoffnung) 

Water Music.
162

 

Alongside all the fun that she relished was a feeling of considerable seriousness; she saw her 

part as  ‘solitary and responsible – solitary because to him [the composer] alone is delegated those moment 

bridges and passages where words leave off; responsible, because although he has intimately to follow the 

stages of making, cutting, timing, and  the immense technicalities of the various editing processes, the work, 

with the thousands spent on it and the teamwork of innumerable gifted people, rests with him alone – and if he 

founders, they do. This can (and does) give sleepless nights.  On the other hand, I have gained confidence 

because I am so set alight by words and forms of action; mood, subtleties, implications rather than direct 

statements, that a good deal of my best work has gone into my films, and particularly Forster, with whom their 

moving and rather unique rapport continues […] considerable social document […] extremely subtle, and every 

angle is apt to beget a further angle
163

. 

 

Blackberry Fold - Requiem for a Dog (1973) 
This work for String Orchestra and Flute was dedicated to A. W. Friese-Greene, and first 

performed on 11 December 1973 in aid of the Richard Dimbleby Cancer Research Fund.  In the 

previous November, Elizabeth wrote, ‘My dear little Pinkie, companion for 16 years (5 litters and a 

Great-Granny) died of a stroke a week or two ago…I dug her a little grave by starlight under the 

blackberry thicket we both loved’.  The following January she explained, 
 ‘The swaying 5/4 folk song figure, something in my system, was particularly and consciously there at 

the time – we had recently been recording ‘The Nativity’ and it was in my mind, so I let it be in the music, a 

private process of threads of thoughts over a spell of years’.   

The final short flute solo at the very end gives the piece special warmth.  In 1976 the work was 

recorded at the Stevenage Music Centre, Six Hills Way by the strings of the Hertfordshire Youth 

Orchestra under Leonard Hirsch, and was first broadcast, on BBC Radio Three, on 11 February that 

year.  
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Elizabeth Poston on 5 December, 1951 
 at the time of the first public performance of The Nativity by the Newbury Choral Society 
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Some Episodes in Elizabeth’s Life 
 

 A full biography of Elizabeth has not yet been written, mainly because she was a very private 

person and her planned autobiography was never completed, but also because her private papers were 

initially released piecemeal in relation to the performance of some of her music to celebrate in 2005 

the centenary of her birth.  As it happens, the small volumes (Vols. I-IV) that were published thereafter 

are congruent with the format of a series of discrete self-contained episodes she had in mind herself.  

So, I make no apology for continuing the pattern in what has already been written here and in what 

follows, for they give us some insight into a few of her many friendships with musicians. 

  

Elizabeth in Ireland 

When, in 1965, Elizabeth was asked whether she had ever met the musician, Sir Arnold Bax
164

 

at Annie McNiallus’ [sic.] bar in Glen Culumkille, County Donegal
165

, she said that such questions 

‘touch on personal matters and I hope you will not think me churlish in preferring to leave them 

unanswered, except to say that I knew him’
166

.  This was a typical response of hers to intrusive 

questions about her private life. 

But, as early as 1923, she had taken an interest in Ireland and the Irish and had known of him 

as Dermot O’Byrne, a persona he adopted for his literary activities, once saying that his musical side 

did not want anything to with him in public’
167

.  In her notebook of that date she wrote of Ireland, Irish 

history, Irish authors and Irish poetry, including copying out 14 verses of his In Glencullen and the 

whole 19 pages of his Children of the Hills (1913) all about Western Ireland.  She even tackled the 

Irish language because of her interest in Irish folk songs. 

They may well have met in her student days in 1925 at the Royal Academy of Music where he 

was one of the examiners and where she had won bronze medals in July for harmony, pianoforte and 

aural training
168

 or during the Academy’s choral concert later in the year when two of his compositions 
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and her student work, the vocal duet, Salve Jesus were all performed.
169

  He must have impressed her 
at about that time for in 1928 she dedicated to him one of her songs The Stars stand up in the Air, with 

an Irish text.    

She had, in fact, stayed at Annie’s place both in the spring of 1929 and in the autumn of 1932 

and had also included Donegal in her visit to Ireland in the summer of 1933 so she may well have met 

him there on some of those occasions.  At that time, he would have been in his 50s.  Elizabeth, for her 

part, seems to have made an impression on him for, at one time, he sent her as a Christmas present a 

copy of one of his early writings, The Sisters and Green Magic, with an accompanying letter, 

addressing her in what appears to be Gaelic as ‘Mo Muirenn’
170

:    
‘I am sending you as a tiny Christmas present these two tales written by “D.O.B” when he was a babe 

of twenty-five.  I looked at them last night and they did not seem too bad, so I thought I would like my darling 

Irish companion to have them. 

 Last night too I had a strange experience, for I found a story I wrote at about the same time as “The 

Sisters”, and I could not remember any thing whatever about it.  It simply might have been written by someone 

else.  Even now I cannot recall writing it.  Isn’t that strange? 

The other night at the concert you were sitting next to my mother!  I was so startled to see you that I felt 

rather tongue-tied.  Oh my dear, you are lovelier than ever!  Are you well now? I had a suspicion some time ago 

that you were ill again – but you looked all right the other night.  

Will we be seeing one another soon? 

My love to you 

From 

Dermot 

The McNelis establishment has gone to the dogs, I fear, judging by hints from Mr. Maggie.’  

  A year or so before his death in October 1953, Elizabeth, writing to her bosom friend, Jean 

Coulthard mentioned, ‘poor old Bax is a doddering back no.  Soaked in drink and Edgar Bainton
171

 I 

should think completely fossilised (awful part-songs about fairies!!)
172

.  Yet 20 years later, when 

contemplating writing a ‘scheme of autobiographia’, her recollections were vivid enough to include 

him with E. J. Moeran and Peter Warlock in the third of its three planned sections, not that she ever 

completed the task, unfortunately. 
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 A few years later she received a letter from Annie herself
173

:   
Dear Miss Poston, 

 As Xmas draws near, it brings back memories of old friends.  That was the happy time for all of us 

when you were here.  We were all young & nothing to worry us.  I am all alone, now only the maid.  My brother 

Patrick died last Feb.  Only Charles lives up the village.  Some of your old friends ask for you.   

We had a lovely summer but the weather now is terrible bad. 

 Is your mother still alive?  I hope you will pay us a visit to the Glen some time. 

 With best wishes for a Merry Xmas & Happy New Year, 

 From your old 

Friend 

Annie McNelis. 

 

Unexpected consequences 
 In 1935 Elizabeth had bought The Nativity, painted by an up-and-coming artist, Derek Clarke 

who, after leaving college, first earned a living by painting portraits
174

.  The following year, she sat for 

him for several fog-bound November days at Rooks Nest House and again the following January 

during which she introduced him to her many contacts in Ireland and encouraged him to spend a year 

painting in Rossaveel, Connemara where he stayed until the outbreak of war in 1939. 

 The portrait which is about a foot square was owned by Elizabeth’s friend, Dr. Sylvia Watkins, 

cousin to David, the harpist, who worked closely with Elizabeth in the 1970s.  Sylvia kindly allowed it 

to be photographed.  ` 

 Clarke celebrated his 100
th

 birthday in January 2012 with an exhibition of his work at the 

Royal Scottish Academy of Art in Edinburgh.  It included two other portraits of Elizabeth, in 

essentially the same pose, one the same size as Sylvia’s and the other larger (about two feet square) 

and both with slightly different colouring – the introduction of yellow, as described in a local 

review
175

.   

‘It is strongly drawn and intensely coloured in a way that his work has continued to be ever since.  She is 

wearing a dark blue dress against a yellow chair and curtain.  A scarlet cushion is echoed in her red lips and 

nails and one bright red shoe just visible beneath her dress.  Patterns in the fabric are echoed in the 

brushwork.  These rhythms and the pure colours he uses suggest his acknowledged admiration of Van 

Goch.’  
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Elizabeth Poston and the Heseltine Family
176

 

 Robert Nichols, writing to Cecil Gray in 1933, thought that their friend, Peter Warlock (nom de 

plume for Philip Heseltine) could not be understood if the girls in his life were ‘indicated only in the 

most shadowy way’
177

.  By the same token, we cannot fully understand Elizabeth without knowing 

more of her relationship with Warlock and his family.    

Whilst a number of ‘the girls in his life’ feature in the four published volumes of correspondence of 

the Heseltine family,
178

 Elizabeth is conspicuously absent, that is, until a couple of months after 

Warlock’s death on 17 December 1930 when, on 13 February, after the inquest and the burial, she 

wrote to his mother, Mrs. Edith Buckley Jones
179

 and, two weeks later – following the Memorial 

Concert to Warlock on 23 February – to his friend, the poet Robert Nichols
180

. 

 

A revealing letter  
  The small fragment of her letter to his mother published to date offers only a glimpse of 

Elizabeth’s involvement with the Heseltines, whereas the entire letter
181

 (reprinted in full in Appendix 

III) sheds much more light on the character of all parties concerned.  We read of her compassion and 

are able to recognise her unique place in Warlock’s life, and to gain an understanding of her later 

public assessment of him and his music.  In particular, we can assess some of her attitudes: her 

criticism of some of his friends; her unwillingness to be drawn about the character of her friendship; 

and her lack of enthusiasm for the enquiries later made to her by the Peter Warlock Society.   

 Above all, her long letter focuses primarily on offering sympathy and comfort and 

understanding to Mrs. Buckley Jones and also suggesting a meeting while, at the same time, giving 

some indication of the depth of her feeling for Warlock, as well as gently hinting at the reason for his 

suicide. 
‘I have had to wait to write to you all these weeks since Christmas.  I shall never be able to tell you 

how you have lived in my thoughts all this time – and I feel almost too diffident to write.[...] There can 

surely be no grief in this whole world greater than your own – & I feel silent before it and unable to find 
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words.  I only beg to give you my whole sympathy & sorrow, from the depths of all I have felt for you 

through it all, & to speak of him to this one person who is always his own – his mother. 

[...] 

Surely, surely there can be nothing for him but the ultimate Beauty, & the serenity and happiness 

which he seemed unable to find here. 

His restlessness & the dissatisfaction of the artist in him seemed part of his life’s seeking & 

striving after loveliness.  He was so touchingly & amazingly humble about his music – and he did get 

dreadfully depressed about it, & it is so terrible to think of him having such intense suffering over it. 

[...] the realization has to be faced every day as life goes on, that the dear person we loved is gone 

from our sight. 

 [...] 

I hope very much to be able to come to the [Memorial] concert on the 23
rd 

[February].  As I expect 

to be staying in Town over it, I wonder if it would be possible to see you, in the event of you coming up – 

even for just a little while?   I should love to very much.  I suggest it most diffidently, and should of 

course understand if you did not feel inclined.  But if you can find the chance, & would care to, perhaps 

you would have tea with me quietly somewhere the day following the concert, –  or any day or time 

which suits you.  It is my constant thought of his mother, more than anyone in the world, which prompts 

me to ask you, & to write – & I do hope you will forgive me.  I simply don’t know how to tell you what I 

have felt for you over this.  All my life I shall never cease to think of you & hope that you will be 

comforted & that Nigel [Edith’s grandson] will be a joy to you.’ 

 

The beginning of the friendship with Philip 
 Elizabeth also sought to explain the beginning and the nature of her friendship with Philip and 

her understanding as well as her appreciation of his music: 
‘I knew Philip very well, though not for a great many years.  I first became acquainted with him in 

the musical world, through musical associations & friends in common, at a time when I was still 

studying, & on the threshold of my own career (though this was later arrested by a serious illness). 

By what is, I suppose, the accident of birth and circumstances, I was never dependent on having to 

work, & music has always been to me work, simply for the great love of it.  Partly for this reason, & also 

because I have always loved my country home rather than town life, I was not a habitual member of 

Chelsea circles, like many of our friends – & perhaps this was why my friendship with Philip was rather 

un-associated & apart from the rest, & how I came to know him well & in rather a different way from a 

good many other people who knew him. 

His music, of course, had always attracted me very deeply since I came to know it – as much by the 

perception of the keen literary mind behind it as for the worth of the musical talent itself; & as I got to 

know him, we found that we shared many views in common on art. 

He was kind & interested in the few things of mine already published, & I was deeply interested in 

all his work – his Elizabethan researches & his great work he did on Delius, & we used to discuss & 
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study all sorts of artistic questions, & go together to concerts – days which I shall always look back upon 

as some of the most delightful & stimulating of my life. 

It was impossible to be near him & grow in knowledge of his whole personality, without the 

realization of how much fuller life became for contact with his radiant & vital mind & spirit, & all that 

was so beautiful in him.  His affectionate friendship was always the most delightful & happy thing for 

me: – one which brought so much joy & fullness of interest to life & the particular aspects of art which 

we most cared for –  & which now seems to have taken with him the joy & light which his life gave to the 

people who loved him’. 

 Elizabeth had been only about 19 and just at the threshold of a promising musical career when, 

in 1924 she first met Warlock
182

.  At 17 she had written what she once called a song of innocence,
183

 

the moving setting of Thomas Vautor’s text of 1619, Sweet Suffolk Owl
184

.  She had then had her 

Carol for two sopranos and piano published by Joseph Williams Ltd.  Warlock by contrast, who was 

eleven years older, was already an established composer and author, having just peaked in his output 

of songs
185

 which had been well reviewed in the press.
186

 He had published a book on Delius,
187

 had 

The Curlew selected for publication by the Carnegie Trust and also chosen as one of the works 

representative of British works at a festival in Salzburg in June 1924.  He was included in A 

Dictionary of Modern Music and Musicians,
188

 was a critic, scholar and music editor and was widely 

travelled in Europe and North Africa.  He was recollected by Blunt
189

 as; 
 ‘That vivid creature with the handsome face, fair hair and pointed beard, [who] was bound to attract 

attention [...]  No one was quicker at melting barriers than Philip.  He was perfectly at ease with all kinds 

of people, and so were they with him [...] He had that rarest quality in human beings, that when you were 

with him you were never dull.   But what was the secret of that affection which he inspired.   He had great 

charm and a brilliant mind but [...] he was very modest.   He never put on airs.   And his was a most 

generous spirit.’  
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 Other acquaintances mentioned his splendid command of words and his way of looking people 
full in the eye when addressing them

190
, his eyes, ‘piercing but friendly

191
. 

 

The nature of the friendship 
 At a tête à tête with her friend, Joan Littlejohn in 1979 – and, as it happened, on the 

anniversary of Warlock’s death – Elizabeth confided that she had been determined to get to know 

Warlock and had therefore made a point of getting to know the people he knew.  What drew her to him 

we do not know exactly but Elizabeth later explained
192

 that, as the child of a comparatively old man, 

she had never since childhood really turned to her contemporaries but almost invariably to older 

people, ‘I was only just about grown up when I met Warlock, yet he seemed to be there, only in his 

thirties, of a far removed generation, and all his lot too.’  She had told Mrs. Buckley Jones, and 

repeated to Nichols, that they ‘met first over music and through musical association & mutual 

friends’
193

.  One who may well have been influential in this rôle was her tutor Ralph Vaughan 

Williams who had been impressed by five Warlock songs published by OUP in 1922 and had then 

commissioned a set of three carols for solo, chorus and orchestra for the Bach Choir Christmas 

concerts.
194

.   

 It has been suggested
195

 that, on her side, there may have been signs of ‘an almost adolescent 

infatuation’ but there can be little doubt about the depth of her understanding and respect for his 

qualities.  This was demonstrated later, for example in her various broadcasts, particularly her 

Dispelling the Jackals
196

 which has been described as ‘a wonderfully revealing character study
197

.  

Joan was convinced that Elizabeth adored him
198

, an opinion shared by another close friend, Gunvor 

Stallybrass
199

.  And towards the end of her life, she told Simon Campion that she had been Phil’s 

girlfriend
200

.  Ursula Vaughan Williams, in a broadcast, went much further, saying she felt that 

Elizabeth’s meeting Warlock was ‘the most important thing in her life that had happened to her when 

she was too young to be able to manage it, as she would have done in later life’, adding, ‘it was a great 
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shame because it probably made other relationships impossible by comparison.  It coloured the whole 
of her life

201
.  Included in that broadcast were the few words that Elizabeth was prepared to say on the 

subject: ‘as a lover, he was gentle; that’s all I am going to say’. 

 

Shared love of the countryside    
  While music was probably the most important of their shared passions, love of the English 

countryside was another which played a significant part in the development of their relationship, as she 

explained to Mrs. Buckley Jones;  
‘I got to know him most well, perhaps, through his fondness for the country

202
.  I got ill & had often to be 

away, but there were times when I was at home & he was busy in Town & felt a longing to get into the 

country.  When I realised that he felt tired or restless, I used to drive him in the car down into the heart of 

the country for the day, where he seemed to get rested & happy again, & liked to walk & wander about 

the woods & fields. 

It is the Philip that I most like to look back upon now – so simple & carefree, & so much a boy, in 

spite of the brilliant mind of the man and artist, – delighting in all the simple country things & people, & 

their manners & sayings, & in the flowers & birds & moods of nature.  I remember his love of 

honeysuckle.  It will always make me think of him. 

Once in early summer, when he was feeling depressed about his work he said he was going down 

to Kent [to the cottage in Eynsford, occupied since 1924] to smell the honeysuckle – and I recollect how 

vividly he told me of the ecstasy of his early recollections as a boy, of honeysuckle near his home. 

I always thought that he had the greatest capacity in himself for Beauty which any man could 

possibly possess – Perhaps, it would seem, always too great & too intense a beauty. 

One can only look in awe & the utmost reverence upon such rare spirits which are like meteors in 

the world.  By their very nature & being they seem fundamentally apart from all men, and are themselves 

mysteries which no one may penetrate, with heights & depths of suffering & spiritual states at which, I 

imagine scarcely anyone, even their nearest & dearest people, may guess. 

Ordinary standards of life & civilization do not seem to be applicable to them   – One is only 

conscious of something great & mysterious, defying comprehension, & demanding the greatest & widest 

love & understanding on the part of those who belong to them.’ 

 Elizabeth in her letter to Nichols
203

 expanded on her own interest in the countryside and how 

that affected their relationship: 
‘Partly, I think, because I love the country and have happened never to be dependent upon having 

to work, or be in the midst of things in Town for longer at any time than my inclination bade, and perhaps 

because of a predisposition to be at times a recluse where a garden, my books & my piano are concerned, 
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I knew Phil also rather more independently, in that there were many occasions when we met apart from 

the general crowd of everyone else one knew – and it is these times which stand out in my mind as the 

ones in which the knowledge & realisation of him grew, as he admitted me by degrees to his 

extraordinary mind & spirit.  As I came to know him better, the association became as much a literary as 

a musical one.  I saw & knew a good deal of his work & we discussed many projects together.’ 

 

The bond of music 
 Elizabeth, encouraged, as she said, by Phil, composed some dozen solo songs and two choral 

works which were published by Boosey & Hawkes in 1928.  Several of the songs were set to words by 

16
th

 and 17
th

 century poets and others were also identified
204

 as having already been set by Warlock
205

.   

 Elizabeth, in some ways had an advantage over Warlock, having had a formal musical 

education and already become an accomplished pianist.  He, on the other hand, had ‘learned little of 

the practice of music in its practical application, and this was a cause of a fundamental problem in his 

technique.  He never solved it.’
206

  So she was able to act, not only as his amanuensis
207

 but to play 

over his piano accompaniments to him when he was composing
208

 or as soon as they were written
209

.  

(Being so involved, one wonders whether she had a hand in pruning the piano part of his Mr. Bellock’s 

Fancy, composed in 1920, and revised in 1930.).  She said that, ‘The devastating jangle when several 

of us stood round him, trying through a new song on the ancient upright which was his mobile 

companion, simply had to be heard to be believed’
210

 and also that his accompaniments could be 

fiendishly difficult; ‘they even foxed such masters as Ernest Lush’
211

.  Incidentally, her own mastery 

of them, was well demonstrated later, in 1945, when, at a Warlock Memorial concert at Lancaster with 

René Soames, Arnold Dowbiggin persuaded her to play some 30 song accompaniments from 
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memory
212
, what he later described as ‘a remarkable feat and proof of dedicated perception and 

devotion
213

. 

 

The ‘Girls in his life’   
 Elizabeth’s second concern at the time of the inquest, as she told Mrs. Buckley Jones, seems to 

have been, not so much her own ill health at the time, or her own grief, but the need to look after 

Philip’s partner Barbara Peache
214

 in London, particularly because he had been fond of her & she had 

been loyal & devoted to him’. She wanted to establish good relations between her and Mrs. Buckley 

Jones, and it was also necessary to deal with Barbara’s difficult mother, as well as prepare for the 

formalities on 23 December.  Elizabeth’s health failed again immediately afterwards but she was later 

able to write again to Mrs. Buckley Jones and evidently went down to her home at Cefyn-Bryntalch in 

Wales to look after her, as she explained at length in her letter to Nichols: 
‘…there was so much to see to before the concert that life became a rush which I could only cope rather 

less quickly than usual and an attempt to write to you from Cefyn Bryntalch the other day had to be 

abandoned, as the days & more than half the nights were taken up with Mrs. Buckley Jones.  I had to give 

myself up to her & it left little or no time in which to write letters.’ 

 Returning to attend the Memorial Concert, she brought Edith’s grandson, Nigel, aged 13½ 

from Shrewsbury School on 23 February and made a point of sitting by Barbara and introducing her to 

everyone. The meeting with Mrs. Buckley Jones must have gone well, for Barbara was first invited to 

tea and then to stay with her for a week (and there was at least one further visit a few years later
215

). 

 Although Barbara had been close to Warlock since the time they had lived at Eynsford, she 

was only one of a dozen or so ‘girls in his life’ and Elizabeth confided to Nichols, that this caused her 

to hesitate before turning up at the inquest: 
‘[…] when he died, I felt that I could help in some ways as perhaps no one else could in quite the same 

manner. 

    But the difficulty of approaching it all, and my natural feeling of diffidence was considerable, as 

you may imagine – & it struck me ironically at first, that the position might lead to hindrances and 

misapprehensions instead of help.  At a time when I expected that anyone & anything might crop up, and 

in particular, no small number of females, each a claimant on the past & shrouded in her own possessive 

woe and mystery, it seemed to me that to appear at the head of such a band, whether they should happen 

to come forward or not, would be a very doubtful help – & a fantastic situation which Phil would have 

been the first to appreciate!     
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   At all events, I could not find it possible to treat what had to be dealt with of Phil’s life with 

anything but very particular reserve & respect after his death.  It was entirely unnecessary in my opinion, 

to explain positions – whether they might concern myself or anyone else – but to deal with them as 

quietly & wisely as possible, – for when all the world was ready to become spectacular, & the press 

ravening for chance crumbs which might be dropped unwisely anywhere, anything of the spectacular was 

the first thing to be avoided.’ 

 It is clear that by using the phrase, ‘at the head of such a band’, she considered herself, in some 

way, different from, if not superior to the others.  Certainly some of them were of passing sexual 

interest to Warlock, either discarded by him (as was his wife ‘Puma’) or prudently discarding him or 

keeping their distance.   

 One exception, Winifred Baker, present at the inquest, but not mentioned by Elizabeth, had 

been known to him since 1919 and, according to a former lover, Gerald Brenan
216

, played the cello, 

was interested in French as well as English literature and was ‘a slim dark girl’ who some people 

found beautiful.  Her nephew and contemporary photographs testify to her being slim and ‘very good 

looking’
217

.  Contrary to this is a description of her as being ‘a lump of a woman […] completely 

dumb and never uttered a word, ‘just sitting and with no mental or spiritual attraction’
218

.  We can 

speculate that her lumpiness may have been because she was pregnant with Warlock’s child, as alleged 

by Brenan, and was reticence because she was suffering a recurrence of the ‘deep and congenital 

depression’ she had experienced in the early 20s
219

.  Warlock himself had once told her that he 

regarded her as ‘an evilly enchanted princess who has yet to be awakened out of sleep’
220

.  Even if of a 

retiring nature, she was still able to express her love and faith in him in her letters and, towards the end 

of his life (on 7 June 1930)
221

 after a period of agonizing soul-searching, he seems to have realised 

how cruelly he had treated her, apologised at length and avowed that she had been his first true love.  

Subsequently, in the small hours before his death (having seen her the previous Friday), he made out a 

pencilled Will in her favour, not that it could replace the extant legal Will leaving everything to his 

composer friend, Bernard van Dieren.   She was described by Barry Smith as ‘a significant yet curious 

emotional anchor in his turbulent life’.
222
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 The other exception, Barbara, was described as a ‘very quiet, attractive girl, quite different 
from Phil’s usual type’

223
 but devoid of éclat

224
 and ‘not much involved with the literary and musical 

side of his activities’
225

.  She had known him since December 1924 and, having an allowance of £200 

a year, contributed to their household expenses.  She said they were happy together, though on the 

Sunday before his death he had talked of separation in January and of then committing suicide.  In 

retrospect she said she had tried to break away from him many times and felt that the relationship had 

been doomed from the beginning, feeling always that something was wrong.
226

 

 

The Music of the Words    
 What seems to have distinguished Elizabeth from all the others were the interests she shared 

with Warlock, apart from a mutual love of the English countryside.  These were mainly musical – 

particularly composition, especially of songs and other small-scale works, and drawing on medieval 

and Elizabethan literature for lyrics – all of which made for intellectual compatibility.  They both 

loved and spent time together in the English countryside.  Furthermore, she was well versed in foreign 

languages, especially French, a mutual lingua franca.  He commented on the ‘real musical quality’ of 

the Cornish-English dialect
227

 and he must also have appreciated the refined quality of Elizabeth’s 

voice as others have done in listening to her later broadcasts.  He too, incidentally, is reported to have 

had ‘a beautiful speaking voice’
228

 .  He had the gift of composing songs described as, ‘equal in every 

way of the poems which he always chose with such perfect taste’
229

.  We do not have a record of what 

she felt at the time about words and song but, later, she spoke of ‘the priceless heritage of language 

[…] We need, as a composer needs, the music of the words themselves’
230

 and she believed strongly in 

the essential linkage between literature and music: ‘the two are an essential pairing and I can’t think of 

any country in the world that has a greater heritage of either’.
231

  She admired Warlock’s scholarship, 

describing him as the complete Renaissance Man and was scholarly herself as she showed later in her 

many books, as for example in The Penguin Books of Christmas Carols and her translations. 
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Living separate lives 
 Another important factor in their relationship was Elizabeth’s ability to live her life in separate 

compartments and to recognise that he too had ‘more sides to him […] His refusal to suppress one side 

of himself in favour of any other was accepted by those who really knew him’
232

.  Maybe she felt that 

she really knew him and his music better than any of the other ‘girls in his life’ or, indeed, anyone 

else. 

 

Depression and suicide 
  In her letter to his mother, Elizabeth had touched only lightly on Phil’s depression about his 

music but was much more forthright with Nichols about the consequences: 
‘It happened that I was alone with him once before, at a time of horror which I shall never be able 

to forget, when he had been having DTs very badly & made one of his previous attempts to do the same 

sort of thing [suicide].  I have never spoken of this to anyone who knew him well, so please keep it 

absolutely in confidence – There are still things which are best saved from people who belong to him [for 

example, Mrs. Buckley Jones]. 

 I did all I could – it was very difficult alone – and looked after him till he was through it.  But I am 

afraid that since then, more than ever, I could not doubt that the end which came would be the logical 

outcome to his life.’ 

 In her BBC broadcast of 1964, Dispelling the Jackals, she did allude to his talking in the last 

year of his life, about ‘snuffing out’ and said: 
‘The pivotal point of his [Warlock’s] musical life, which came with his attraction to the music of Delius, 

was an obsession that coincided with the disturbances of his adolescence.  It finally proved fatal, because 

by the time he repudiated it in his later years its stranglehold admitted of no escape.  He could see no way 

ahead of him’. 

Much later in life, she repeated: ‘it was the Delius influence that led Warlock up a blind alley’
233

 and, 

in an earlier draft of the article by Joan Littlejohn, had added, but later deleted:  
‘from which there was ultimately no escape.  He knew he was writing another man’s music in the final 

analysis, and this led to his inevitable decision of taking his own life,  He knew there was no other way 

out for him,’
234

 

In 1930, in the countryside with Elizabeth he had had a conversation with her too about ‘snuffing 

out’
235
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Correspondence with Philip  
 There is no known extant correspondence between Elizabeth and Philip to tell us more of their 

relationship, though he did write to her about his songs
236

 and, as late as 1979, she is known to have 

kept, in a drawer in her drawing room, at least one of his letters, referred to as the ‘Shell Letter’; it was 

mentioned by Elizabeth in the context of her discussing depression with Joan Littlejohn.  These and 

probably others must have been among the papers destroyed after her death, at her request, by her 

nephew Jim Poston [However, see the note appended on pp. 137]. 

 

The early 1930s  
 During the decade following Warlock’s death, Elizabeth composed relatively little; there is a 

song, Sussex Ale dated 1931 and Five Traditional Tuscan Songs of 1935.  She had settled in to a 

privileged life at home with her mother – riding, attending hunt balls, shooting parties, garden croquet, 

the Chelsea Flower Show, touring the English counties and visiting Saxon churches and country 

houses, etc – and also travelling extensively abroad with her mother to Europe and beyond, including 

Burma and to her brother, a diplomat in the Middle East.  The journey to Burma in 1934 seems to have 

finally restored her health which had been poor just before and after Warlock’s death and caused her 

mother to dread 
 ‘her just settling down to a sort of delicate feeling & lack of interest from the shock to her supersensitive 

nerves, of that illness’ […]  She looks better (unberufen [und unbeschrien = touch wood]) than I’ve seen 

her for years & so receptive & full of interest in everything & so gay & cheerful.  I love to hear her old 

laughter ring out!  You’ll see what I mean.  When I noticed when we began our voyage, she expressed 

herself entirely in complete beautiful black, day & evening!  She looked extraordinarily striking of 

course, but very aloof, & as the voyage went on, the black gave way to the lovely colours that express 

her, I think best of all.’
237

   

 But then, on returning to England in May 1934 she would find that Cecil Gray, controversial 

Scottish critic and composer friend of Warlock, had published his biography of Warlock
238

 which 

enraged Mrs. Buckley Jones and other members of the family
239

.  Elizabeth later reported that she had 

found that there were ‘a good many’ errors in the book to which she had refused to contribute, 

‘mistrusting Gray and his outlook then as I still do
240

. 
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Meeting Nigel Heseltine again   
 Soon after, some further contact seems to have been maintained with the Heseltine family, at 

least in April 1935, as accounted by Nigel
241

 who had returned home after perfecting his French in 

Paris and was on leave at Easter from the Royal Military College at Sandhurst and eager to learn more 

of his father from the biography. At the time, ‘Katherine’, as he called her, who his mother affirmed 

was a concert pianist and had been a friend of his father, was also at Cefn-Bryntalch, as was Barbara 

Peache.  He well remembered ‘Katherine’ from four years earlier when, in his mid-teens, he had been 

given special leave from school to travel to London to hear the Memorial Concert for his father at the 

Wigmore Hall but he doubted whether she had been his father’s mistress, as she claimed.  He 

described her as taller than himself, pale and having ‘her dark hair pulled straight back to a bun’ and 

how, after a walk in ‘the wet April fields’ she played a Noel Coward song and a few bars of Bach. 

‘She was 29’.
242

 

 That evening he entered her room and 
 ‘melted into a first kiss that was my gateway and my entrance. […] I fell violently in love […] Our 

conversation was very largely concerned with my father.  Though I think she was glad of my love and 

certainly enjoyed the sensation of being adored with an adolescent passion, she talked constantly of him 

who would appear to have been my predecessor.  There were those in later years who assured me that 

although Katherine had indeed pursued my father, whatever had occurred had been of brief duration; but 

her version gave the affair the proportion of great and classic love.  I am now inclined to believe that she 

was a girl who naturally wished to make her career in the world of music, and saw in my father a 

celebrity who was not only agreeable but also useful.[…] 

 I doubt if she ever saw me as anything but an echo.  Philip had been a step to aid her limited capabilities.  

I was no more than a pastime, perhaps to an unconscious gratitude to one who had helped her make her 

entrée into a milieu she thought important’. 

 During May he wrote almost every day to ‘Katherine’ and noticed that the handwriting of her 

replies ‘curiously resembled’ his father’s.  They ‘escaped for weekends in her car, driving into the 

setting sun across the Cotswold’s; we wandered through Gloucester Cathedral on a sunny morning.’  

 He said that she could not prevent herself from describing extensive manuscripts in her 

possession, including a toilet roll of libelous limericks on musical personalities of the 1920s.  Warlock 

was well known for his scurrilous limericks, some plastered on the inside of the lavatory door at 

Eynsford, and his friend, Jack Lindsay recalled how Warlock had also typed out a large number onto 

an unrolled toilet roll which was then rewound.
243

  Gerald Cockshott, the first Chairman of the Peter 
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Warlock Society, believed that Elizabeth possessed the MSS of all the limericks, reputed to be on a 
toilet roll given to her for safekeeping by Warlock’s composer friend, E. J. Moeran when he was in 

hospital
244

.  At any rate, she still had at least some of them when she was in her 70s and enjoyed 

reading or reciting them to some of her visitors.
245

  However, they have not been found among her 

private papers and may well have been included in the material destroyed after her death.   

 There was some further contact with Nigel because he is said to have ‘tracked his father’s 

friends quite deliberately in their haunts: the composers Gray, Bax, Moeran, Elizabeth Poston and 

Denis ap Iver’
246

.  Her Pocket Diaries (which are available from only 1936 onwards) contain an entry 

on 20 September that year, ‘Nigel to lunch’, but the name appears nowhere else in the remaining 

diaries which continue up to 1983. 

 

Reaction to critics and commentators   
Stephen Williams 

 In the early 1940s when Elizabeth returned to more active music composition and was also 

much involved in the BBC, particularly with music,
247

 she had some further correspondence with 

Warlock’s friend Robert Nichols.  This was the result of derogatory remarks broadcast by Stephen 

Williams about Warlock being a ‘mediocraty’ and destroyed by ‘intelligence’ to which Nichols had 

protested robustly
248

:    
 ‘Dear Mr. Nichols, 

 One of the greatest ironies of Phil’s life is the legacy of cheap publicity to lesser men who could 

never, in thought or word, approach the fringe of his being.  Your letter to the Radio Times was a 

challenge & a defence which must have gladdened all of the few left who knew him & those who believe 

in his work. 

I, particularly, want to thank you, with thanks of long standing.  It seemed part of his fate that he 

should have had about him people who were no good to him.  In life as in death he was surrounded by the 

‘jackal things’
249

.  Among his friends you stand alone & did not fail him.  There is one other.  I should 

like to talk to you of these things.  It is many years since we met.  After Philip's death I left England & 

did not return except for brief, occasional visits, until I found myself in charge of a musical job on Arthur 
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Bliss's staff.  From him & from other mutual acquaintances I have heard of you from time to time, read 

you, seen you, even, in the pre-war illustrated press!  

 Do you remember Don Juan (yet young) on the stairs in the small hours at Yew Tree House
250

, 

when l had Barbara Peache under my wing, in those unforgettable, sorrowful days after Philip's going?  It 

is you who stand out to me as the bulwark of that terrible fantasy – the one presence of whole & 

comforting understanding. 

Yours 

Elizabeth Poston. 

I enclose from my advance press copy of the Radio Times of April 30
th

 the revealingly inadequate reply, 

in case it has not yet reached you, of Stephen Williams. 

Can't you kill him?’ 

 

  Cecil Gray 

 As Director of Music for the European Service, Elizabeth was always on the lookout for new 

works and in touch with many up-and-coming performers, including the composer William Busch 

with whom she had a voluminous correspondence and a close friendship.  In one of her letters
251

, she 

remarked that she always regarded Cecil Gray as ‘fundamentally alien to one’s life’.  She continued: 
‘It was with Philip Heseltine that I knew Gray, who used to come and join us at the van Dieren’s 

but like you I found no means of communication with him.  Nor, I confess did I wish for any.  I will talk 

to you more about him when we meet.  There was always something excessively repulsive about him.  I 

ran into him the other day, for the first time in many years (at the Augustus John private view) and felt it 

as strongly as ever – he has got obese and even more like a white slug’
252

. 

 Her strong antipathy was no doubt fuelled by what she felt was a distorted picture of Warlock 

in his article about him in 1924
253

 and again in the book published in 1934 in which he treated him as 

‘two entirely different and separate personalities’ plus a ‘third person’ noted for producing the 

disreputable limericks.  Although the press and some of Warlock’s colleagues
254

 repeated the Jekyll 

and Hyde interpretation, she was not alone in discounting such a simplistic portrayal or in not being on 

the same wave-length as Gray.  Indeed, it has been said that many in the Warlock circle never hit it off 

with Gray who admitted to being ‘not necessarily in tune with the others’
255

.  
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 Her antipathy also appears to have been strengthened by her opinion of him as a composer, 
judging from another letter to Busch

256
 in which she railed generally against the incompetent: 

‘And why, in God’s name, do these extraordinary mortals, whether pianist, critic or ordinary 

dilettante, appoint themselves ‘composers’ and even get a hearing for their rubbish?  There have been one 

or two astounding instances lately, most outstanding, the C. G[ray] ‘Opera’
257

 which you so beautifully 

describe.  I could not hear it, but can imagine – And when I tell you the story behind it, you’ll be even 

more astounded than to credit it, unless you had some cause to know the BBC a bit by this time! 

This great opera I have known about for years; it was a standing joke in Philip’s time when Grey 

was writing it in and out of Philip’s house and has been a bee buzzing in his bonnet ever since.  A few 

weeks ago the wife of Julian Herbage
258

 (bearded nonentity, no 3 of the hierarchy of Music Home 

Service) left him and eloped with Gray.  A preferable liaison one would have thought would have been 

with the large white slug which he so resembles, whereupon the infuriated husband: Give me back my 

wife and I’ll put on your opera.  But the laugh’s on the slug – The world heard the opera, but he has kept 

the wife!  NOW go out and drown yourself! NO!! For they ain’t worth it and perhaps they won’t always 

have to control the musical destiny of Britain (Not if I can help prevent it anyway).  […]. 

Why, my dear William, there is enough here to put me in a perjurer’s cell for life.  Be a discreet 

friend, won’t you and realise I don’t talk to everyone like this!’ 

 Elizabeth was a perfectionist and did not suffer fools gladly, a trait she shared with Warlock 

who suffered them ‘in fact not at all’
259

 . 

 While Elizabeth could express her strong dislike of certain aspects of Gray, she was also able 

to acknowledge any merit she recognised in him, as in another letter to Busch
260

, having in mind, 

perhaps, his regret that most of the great music of Europe was then unknown to the concert-going 

public
261

. 
‘Your Christmas present celebrated its advent with a most amusing and potent article by Cecil Gray 

in his series called Contingencies262 which hit various nails on the head with reverberating bangs. So 

much so that I had to lend my copy to a number of people who, having heard of the article, were anxious 

to read it, but hadn’t been able to procure the issue – so you see you were a public as well as a private 

benefactor!’  
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She even acknowledged that he had performed a valuable service in the bibliography of his article on 
Warlock

263
. 

 

Musical links with Philip 
 Established in her career as a musician, her compositions again included more examples of 

source material common to Warlock
264

: and she arranged several works after him, including one of the 

movements (Tyrley Tyrlow) in her The Wakefield Second Shepherd’s Play (1947) and I Saw a Fair 

Maiden (1963).  She also arranged for choir and piano/organ two traditional Basque works, Two 

Carols: Praise our Lord and O Bethlehem and dedicated them ‘In memory of Peter Warlock for 

George C. Gray’ (not Cecil Gray but a cathedral organist and an admirer of Elizabeth’s work!).   

 Among her collection of manuscripts, an arrangement for Cello and Piano of three of the six 

movements from Capriol dated 1965 is of uncertain provenance
265

 but she certainly quoted part of 

Movement No. 5 in her descant to Behold a Silly Tender Babe, one of many carols that she 

arranged
266
.  Warlock’s Capriol was published for various combinations of instruments in 1928 and 

presumably it was the full orchestral version of the suite that he conducted, much against his will, at a 

BBC Henry Wood Promenade Concert in Queen’s Hall in August 1929.  The idea had been that each 

composer should conduct his own work but Warlock, unprepared, had to borrow evening dress – 

trousers from Constant Lambert and tailcoat from John Ireland – with amusing results, as described by 

Elizabeth in her inimical way: 
‘Constant had got revoltingly fat, and [Philip,] safety-pinned up with reefs taken in, the lower half was 

alright.  But John Ireland was rather a mingey little man and P[hilip] couldn’t move his arms.  His 

conducting was a disaster, his chuckles audible to the players.  The orchestra, going it alone, played like 

angels and the audience was not aware of anything unusual.
267
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Promotion of Philip’s music 
 Throughout her life, Elizabeth noted, in her Pocket Diary, the BBC broadcasts of Warlock’s 

music and continued to promote him and his work, introducing concerts of his songs (e.g. at the 

Festival Hall in 1961), arranging his transcriptions (e.g. at the Wigmore Hall in 1950), directing 

performances (e.g. at the BBC in May 1947 and the recording of The Curlew in 1952), often 

performing his music and, recording it, writing criticism and, above all, broadcasting about him herself 

– most notably in her series in 5-parts in 1947 and another in 12 parts in 1964-65.  In the latter, 

Elizabeth was, as always, extremely thorough and directly involved in all aspects: choosing the music 

and the performers (more than a score); arranging umpteen rehearsals, extra coaching and recording 

sessions; and, of course, writing and reading the scripts. Her friends congratulated her on the first 

broadcast and ‘her simply lovely Warlock arrangements’
268

 but the program on 12 December 1964, 

Dispelling the Jackals touched a few nerves, in particular those of the music critic, Ernest Bradbury.  

On the 14
th

, defending Cecil Gray’s book as a masterpiece, he wrote to Ian Copley, a founder member 

of the Peter Warlock Society which had been established the previous May.  
‘Did you ever hear anything worse than E.P. [Elizabeth Poston] on Saturday night [12 December].  Prim, 

prudish, arrogant, non-informative, secretive and near hysterical... What does she want?  A monopoly on 

him? […]. ‘If the full story is yet to be told’ [quoting Elizabeth] what prevented Miss Poston from telling 

it?  She had 34 years to do so?’
269

  

 Elizabeth had been most forthright, speaking of a generation who accepted Warlock ‘at second 

hand through the second rate’.  And yes, I think she did want a monopoly on him since she felt she 

knew him and his work so well, probably better than anyone else.  But, as she said, she had lifted only 

‘a corner of the veil’ for she was a very private person and not yet ready to reveal more. 

 

Only ‘a corner of the veil’ 
 Elizabeth was prepared to be only an honorary member of the Peter Warlock Society

270
 but had 

apparently been pestered for years by Ian Copely who was studying Warlock and had published part of 

his thesis in 1964; her friend Norman Peterkin promised he would ‘fob [him] off’
271

. 

 

The Delius correspondence   
 In May 1967 she bought the correspondence between Warlock and both Delius and his wife 

that belonged to van Dieren, bidding at Sotheby’s, unwittingly against the Delius Trust.  Subsequently 
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the British Museum urged her to undertake the work of editing it for publication
272

 and later the Trust 
made available the Delius letters to her for editing.

273
  Naturally, with the project in mind, she 

repeatedly refused anyone any access to them though she never actually completed the work and it was 

not until May 1993, after her death, that her nephew James Poston sold them to the British Library. 

Enquiries for information or talks on Warlock were again turned down
274

 and, even when approached 

by the theatre director and author, Basil Ashmore, she still felt ‘unable for the present to discuss what 

is still too near
275

. 

 

Hints of an autobiography   
 In 1969, however, she gave a slight hint of her future autobiographical plans, perhaps 

influenced by what had been written by others in the last decade.  She had, for example, in reviewing 

Dr. William L. Smoldon’s History of Music noted the absence of a mention of Warlock and suggested 

the addition of lute tunings.
276

  Writing to her friend, the singer Jim Christiansen
277

 she said: 
 ‘Warlock seems to be put and buried once again – like R[ip] van Winkle, destined to emerge every 

century or so.  People try and write books about him but become bogged down without the facts.  By the 

time mine is ready (if I live long enough) it may be more printable than in the past.’   

 She continued to repeat her warnings about Gray’s ‘misleading and inaccurate’ book
278

 and 

complained in private about ‘the Myth created by others who were self-seeking and self-aggrandizing’ 

and of Warlock songs, ‘re-issued with nothing but misleading prefaces by people who did not know 

Warlock whereas I KNEW HIM’
279

.   She declined a further request to join the Peter Warlock Society, 

though sending a donation of 3 guineas, stating, ‘I stand in a rather special position as regards 

[him]’and also saying, in response to an enquiry about the Warlock/Delius correspondence, that she 

was ‘undertaking no further work for the time being’.
280

 

 

Domestic problems   
 What she did not say was that conditions at home with her mother, aged 99, bedridden and in 

dreadfully poor health, were far from ideal for any kind of work at all.  Elizabeth’s letters to her close 
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friend, the musician Jean Coulthard in Canada tell the story in depressing detail – deafness, cataracts, 
falls, hospital visits, etc.  When her mother finally died on 2 January 1971 her grief was profound and 

she soon turned to Jean
281

, telling her how her mother: 
‘went unconscious, paralysed and died soon after 3 o’clock in the morning in freeze & snow and the icy 

hand of undertakers. I haven’t left her bedside for the past months. Have quite temporally broken down 

very trembly, can’t get down the stairs, but quite all right, no worry. A sweet woman doctor [Sylvia 

Watkins] has been a wonderfully kind help.’ 

And two months later in a letter written over two days (14-15 March 1971): 
‘It is a dark & confusing time... I’m slow & shaky’ [...] Grief is so exhausting.  If only someone, 

something would wash it all away, swallow it up, & the last ten years... a large part of a lifetime gone so 

unfathomably, in a struggle that leaves silence behind.  I have learned that it is possible to face & to be 

prepared for everything about death except what actually happens,’ 

 

Another hint   
 Nevertheless, she resumed her active and productive life and, following an approach from the 

BBC to record something of her reminiscences for their Sound Archive, she broached with the Bodley 

Head, probably in June 1972, the possibility of publishing a series of ‘slimmish volumes’ of her 

Autobiographia.  Included would be recollections of Peter Warlock and his friends, Arnold Bax, John 

Ireland and E. J. Moeran, as well as the Delius/Heseltine letters
282

 but nothing seems to have come of 

it. 

 In the meantime she continued to promote Warlock’s music and make recordings
283

 but 

declined offers to write about him
284

 and in May, 1974, she suffered a serious setback to her health 

which curtailed her activity significantly
285

. 

 

‘Living Memory’ 
 Then, in  August 1977 Elizabeth’s friend, George H. Thomson, the noted E. M. Forster scholar, 

recognizing her writing talent, tried to interest her in writing about Forster
286

; 
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‘you write like an angel […] It would be splendid if you could find time to set down some of the past.  

With your very busy schedule, I suspect the ideal form would be ‘stories’, units of limited length that 

could be approached one at a time.’  

 She had misgivings: 
‘As for writing: I would believe indeed what you say, if with a rather aghast feeling.  (Forster had 

the same thought.  Once stopping to talk about it as we were walking down Regent Street, he nearly got 

us run over).  But oh! – and you will know it – it’s different writing letters about shared loves and daring 

cold print (frighteningly cold – I’d like the page warmed).  But you are warming it.  If only out of 

gratitude, I might try.  

 And, as a result, she gathered a large amount of autobiographical information in a folder under 

the title, Living Memory but, unfortunately, it included nothing explicitly about Peter Warlock or 

Delius
287

; there were, however, several chapter headings including: Two Houses; Two Childhoods; and 

Two Loves but as to who the ‘two loves’ were, we can only speculate.  She was very fond of Morgan 

Forster through his link with Rooks Nest House.  She was close to her mother who was clearly of great 

moral and practical support throughout her life.  She also said that, in her rather odd and varied life, 

she had not passed through the experience of Warlock for nothing
288

. And, of her many subsequent 

close friends, one can mention people like: William Busch, receiving letters about twice a month over 

a two-year period until his untimely death; Joan Littlejohn, writing once a month over a period of 14 

years; and Diana Sparkes (the daughter of Hubert Foss), Marylin Wailes, Madeau Stewart, and 

Suzanne Rose who all knew her for more than 20 years – the list goes on.  Perhaps the closest was 

Jean Coulthard whose sister-like friendship started when Elizabeth visited North America in 1948, to 

make up for the strain of broadcasting during the Second World War, and continued for more than 30 

years with several return visits to England by Jean, holidays together abroad and an exchange of letters 

at an average rate of 18 per year.  We can only guess. 

 A few years before her death Elizabeth wrote to Marylin Wailes, saying she was still trying 

very hard to put together some of her writing that she ‘counted of any value & leave it tidily’ while she 

was ‘still alive and not forgetting or gaga’
289

.  But, again, nothing came of it. 

 

Conclusion   
 Whoever she had in mind for the Two Loves, Warlock must be considered one of the 

favourites.  She weighed her words when she pronounced that she ‘didn’t pass through the experience 

of Warlock for nothing’, As Ursula Vaughan Williams said in the broadcast, Harvest at Howards End, 

the relationship, ‘coloured the whole of her life and yet it had nourished her: nourished her 
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imagination, nourished her heart, nourished her very truly’.  Elizabeth still resisted further overtures 
from Warlock enthusiasts

290
 and never told the story; it was, perhaps, just too personal, just too 

private. 

 

NOTE ADDED IN PROOF 

A tantalising glimpse 
A sealed package has recently come to light among Elizabeth’s private papers, marked, in her 

hand, ‘C/o Messers Barclay & Co’s Bank Ltd., Stevenage’ with instructions, in the case of her death, 

for it to be burned unopened in the presence of the manager, signed and dated 1 February 1977.  There 

is also a date, Febr: 19
th

 1932 on one corner and a later date in her shaky hand, 18.8.84, three years 

before she died, near a second seal, over-signed.   

Included in the contents are half a dozen letters from Peter Warlock to Elizabeth dated between 

3 February and 8 March 1930, the year he committed suicide.  He addressed her as ‘Darling’, ‘Dearest 

Creature’, and ‘dearest Chopcherry’ (the name of one of three songs in the first set of his Peterisms of 

1922), expressed his love for her, invited her to London concerts, proposed coming up to 

Hertfordshire, talked of walking the woods and fields together, suggested her living with him at 

Hasker Street [London] and, on the last occasion, admitted to being enveloped by ‘a gloom, 

inspissated, Gothic – nay, positively Cimerrian [sic]’ that only she could assuage. 
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Links with Stanbrook Abbey 
   

The Community  
 Elizabeth visited Stanbrook Abbey several times in the 1970s, meeting up with her old friend, 

the American, Dame Hildelith (Barbara Elizabeth) Cumming, with whom she had studied at the Royal 

Academy of Music and who had become established as the Lady Abbess of the Stanbrook community 

and, incidentally, its head printer.  It was a contemplative house for Benedictine nuns, resettled in 

1838, near Malvern in the Severn Valley and was celebrated for its tradition of Gregorian chant as well 

as its devotional liberty and fine printing.   

 What exactly led Elizabeth to make contact we do not know, but in January 1970 she was 

greatly affected by the death of her own mother with whom she had lived all her life and to whom she 

had been devoted.  At the time, she wrote to her friend Marylin Wailes, ‘Now the long vigil is over I 

feel lost and in pieces’
291

.  Later, when sent some poetry, she replied
292

, 
‘It is two years ago tonight that my mother died.  Almost every night since, I have awakened from 

sleep at that hour [3 a.m.].  I minded very much about her.  I have never had a very strong sense of time.  I 

find it easier to believe in being outside it.  Yet its milestones and anniversaries nag and catch at one.’ 

 Contact with the Abbey was made in January 1972 and both Elizabeth and Dame Hildelith 

expressed their painful awareness of the inevitability of the changing nature of spirituality and 

contemplation
293

.  Music, of course, was of particular common interest and Elizabeth agreed to give a 

talk to the community at the end of the year, initially on composing for the liturgy but later changed it 

to the more general, The Act of Musical Composition.  In the meantime, one of several visits was made 

in company with her French friend, Suzanne Rose, following an invitation to a ceremony to celebrate 

the taking of vows by someone who had composed a mass for female voices for the occasion.
294

  The 

work may well have been one by Sister (Mary) Elizabeth (Rees) whose Solemn Procession Elizabeth 

later used as an illustration
295
, and who later sought her opinion on settings of children’s songs

296
.  

Another of the community, Sister Meinrad (Craighead), who, surprisingly, was ecstatic about apple 

trees
297

, was also acquainted with Elizabeth for she appears to have given her a carving based upon the 

already popular carol, Jesus Christ the Apple Tree published a few years earlier; Elizabeth later 

confided to her that the most exciting thing she had done was the music for The Tempest: 
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‘ “This isle is full of noises” the whole natural creation.  And so I used the sound of hiving bees, of 

bats and cocks and dogs and the sea with the great tenor bell of St. John Lateran, in my live orchestral scores 

– the bell sounds its dominating motif… I doubt I could hear it again without demur; it was such a wonderful 

sound, 

… Here when the wind is right and the night still, I hear bells from four points of the compass, sometimes 

five.  They see one on from year to year, in what seems to me in traditional folk song parlance, so lovably 

and ludicrously called “the bells of Paradise” to other bells, those of which we hear only dim overtones,  But 

perhaps only we, the artists who are dedicated to practicing their art, know what we apprehend by this.  No 

definition, no description is adequate. So what can we do but go on trying to express/create in our own 

terms.  Your Apple tree burns.  The bells glow.  Metaphors are confounded.’ 

 Among the community at the abbey was Sister Miriam (Selig), the well-known Celtic Harpist, 

Mary O’Hara who had joined in 1962, but was then on the point of leaving the order.  She had once 

collected folk music in the Aran Islands but revealed that, ‘only on two major occasions, and under 

great duress, did I unpack my harp during my first years in the monastery’ for she was not keen on 

monastic choirs, including that at Stanbrook.  However, after almost eight years, she started re-

stringing her harp and returned to music-making sessions at Decca House in London, including three 

days’ recording in London in August 1974
298

.  It was at about that time that Elizabeth composed a 

work for her harp, copying it in the instrument’s favourite key of A flat
299

.  Sister Miriam finally left in 

October 1974, long after Elizabeth’s talk of 29 December 1972. 

 

Elizabeth’s lecture 
 Elizabeth warned Dame Hildelith that in her talk she would give ‘ruthlessly practical hints and 

tips out of one’s own experience’ using commissioned work as an ‘example of the sort of self-help one 

needs to cultivate’
300

 so that, presumably, God might do the rest!  The text of her talk amounted to 

some 12 pages, the last two of which concluded with an account of how she composed a particular 

commissioned piece for treble recorder, oboe d’amore, viola da gamba and cembalo/harpsichord
301

.  
 ‘The project attracted me. But having said Yes, I came to a terrible full stop.  Not an idea in my head.  

Perhaps tired, perhaps not in the mood – I don't know.  I couldn't triumph over it, and the situation was 

rapidly becoming catastrophic.  The deadline lay ahead; the parts had to be photographed; the artists were 

away on tour, so I couldn’t even back out.  I reached utter despair.  What to do?  

A friend of mine had been working on transcribing the manuscripts of the Elizabethan composer Martin 

Peerson.  Looking through this, in my stupor of worry and frustration, I came on a little rhythmical tag, a 

tiny and quite commonplace phrase of five notes. They were rising notes.  My eye then picked out a string of 
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downward-going notes – just a minor scale.  I sat down at the piano and started playing about with them, 

messing about, playing them in strict Bach rhythm.  As I did so, I thought it was just the kind of thing for the 

harpsichord.  All right. Yes, I thought. I’ll pass that.  Then I thought: why not make the instruments play the 

little figure and then cast it with the recorder tumbling down the high scale.  I tried that.  It worked.  By this 

time I was beginning to almost enjoy myself.  What about tumbling all the little phrases together and let 

them have fun?  I tried them in and out, one answering another, and yet another taking it up and handing it 

back, thinning out, thickening up, up, down, sideways and inside out.  I became conscious that somehow the 

instruments seemed to have taken charge of me – and I let them.  With great self-restraint I thought: mustn't 

go on too long.  Be sure and stop before anyone gets bored.  BUT, as I still felt I could go on, why not just 

the same resources in the third movement, and relate it, as the Finale, making it jig in 3 instead of dancing in 

4, as in the opening movement. 

 I did so. By then, I became slightly intoxicated with the harpsichord rhythm, and proceeded to write in a 

solo Cadenza for it, which really was having fun!  Again, I kept the movement short. Here then, I had the 

outside of a quite invigorating sandwich.  But what about the filling, the middle? 

 Well here, I think an instinct for shape and the natural relaxing of the tension of mood, took charge.  I 

thought: after the fizz and between the excitement, what we need is something that is a complete contrast, 

something absolutely peaceful.  Peaceful, soporific.  My thought travelled to times and places spent in Italy, 

and the sort of folk lullaby I had heard peasant mothers sing to their babies
302

.  Here again, by some sort of 

imaginative link-up, the processes of creative thought were influenced by the instrument: this time the 

Gamba. 

 Why not, I thought, formulate the piece simply on the instrument’s six open strings?
303

  Just a bow 

passed across them, and then plucked with the player’s fingers.  These simple notes are so beautiful in 

themselves – you will hear them played slowly at the beginning of the movement – that they suggested to me 

the lullaby tune that goes with them.  And I called the movement Nanna (which of course, means Lullaby).  

So here, on a fragment of a four-centuries old tune and a recollected folk dream, suggested by the character, 

the personality if you like, of the old instruments, is my sample of self-help!... an example of the joy that can 

be vouchsafed one out of darkness and perplexity.’  

 

Link with Douglas Cleverdon 
  In return for her lecture Elizabeth received what she described as an exquisite printing of The Rose 

and the Wind’
304

.   She replied that she wanted to show it to Douglas Cleverdon and his wife, Ness 

because they printed one book a year with Will Carter, and he was an old colleague with whom, in 
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her ‘wilder coloured years’, she went down to the frozen London docks at night to get the French 
sailors to sing.   

 She added that she was still moved more than was bearable by the memory of In Parenthesis 

produced for the BBC’s newly established Third Programme by Douglas, in November 1946 and 

repeated in January 1955.  It was an epic poem on World War I, written by David Jones, based on his 

experiences at the battle of Mametz Wood, for which she had provided the music.  The first 

performance had been planned for November 1942 but had been cancelled at the last minute because 

Winston Churchill wanted to make a speech that night about recent war successes!
305

  The poem 

would clearly not have been good propaganda at the time and so had been better held over until after 

the end of the War.  Incidentally, the broadcast was the only occasion when Dylan Thomas and 

Richard Burton ever performed together publicly. 

 

Concertino da Camera on a Theme of Martin Peerson   
 The theme of Elizabeth’s composition whose genesis she had described to the nuns was taken 

many years earlier in 1957 from the Fantasia, Beauty included in the Complete Works of Martin 

Peerson which had been edited by Marylin Wailes for Schott & Co. Ltd.  Peerson was a sixteenth 

century composer whose theme Elizabeth dedicated to Marylin and the London Consort of ancient 

instruments founded by her.  After its performance at Winchester Cathedral the following April, it was 

described in an article on Medieval Music in The Listener as, 
‘…a new work from the pen of Elizabeth Poston, which poured new wine of modern idiom into the old 

bottle of obsolete (though now revived) instruments without bursting them’.
306 

 It was also well received by Elizabeth’s friends
307

 and the BBC
308

 and became part of the 

repertoire of the Consort as, for example, in 1960 for the Society of Recorder Players
309

 and, in 1961, 

at St. David’s Cathedral, Pembrokeshire and, in the Great Drawing Room of the Arts Council of Great 

Britain
310

. 

 The performance at St. David’s seems to have come about as a result of Elizabeth playing 

some of the group’s recordings to Peter Boorman, who had been organist at St. Nicholas’ Church, 

Stevenage before moving on to St. David’s.  She wrote about the work and about Marylin in particular, 

to some dear friends who were evidently in the area at the time
311

, 
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Marylin Wailes 
 ‘I must tell you that on Tuesday July 26

th
 a group of musicians, all dear people, friends of one another 

and friends of mine, are converging in car or several cars upon St. David’s, to play at the Cathedral [...] if 

you are both there and well, I do want to bequeath you to each other, as I know you would all approve of one 

another mutually, and feel of the same kind. 

 They play as the New English Consort, in various permutations and combinations (thick woollen) 

according to the sort of music, e.g. with voices, mainly drawn from St. Paul’s Choir for Machaut Mass, 

Pérotin, Byrd & Peerson &c., and in purely chamber groupings for Medieval Music & Bach, Purcell &c.  

Their founder and mainspring is a particular friend, the one I would most like you to meet and her to meet 

you – a most remarkable woman, and a lovely one, in all ways.  She has all sorts of skills
312

: once an expert 

on dressage (nothing to do with combinations) and international Haute École, she studied music under Sir 

Edward Bairstow at York, and painting at the Slade
313

, married [...] and has brought up two nice sons at 

Haileybury [College, Hertfordshire] & Cambridge.  Besides her work for old music with the Consort, her 

main contribution to musicology over the past 20 years or so is in the transcription and editing of the 

Complete Works of the Elizabethan Martin Peerson, now being published – a monumental piece of 

scholarship to which she sits lightly – not in the manner of the blue-stocking kind!  As she likes to get her 

clothes in Paris – though, like most of us, she can’t afford it – I have never noticed a suspicion of the blue 

stockings about her – and that suits me!  At present she is having her paintings hung at the RBA [Royal 

Society of British Artists] and has just given her first – and very successful – one-woman show, and is 

building herself a house in Spain.  She plays the recorder, which she taught at one time for the L.C.C. 

[London County Council], in the Consort, and various of the medieval instruments,  including  an enchanting 

thing called a Glockard, a reconstruction, according to medieval measurements and specifications, of a 

monkish device made of bells, which has to be heard to  be believed – it makes a very lovely sound, and 

really needs to be heard in cathedrals, to produce the right amount of echo.[...] They also commissioned a 

work for old instruments from me, and I wrote them a Concertino on a theme of Martin Peerson, which 

manages to be fun without being too hock modern and is a test of both players and instruments, as a really 

ghostly harpsichord would probably fall to pieces, and no earnest Dolmetschian player would dare anything 

so revolutionary as a harpsichord glissando!’ 

 

 Sugar Plums 

 Since the mid-1950s, Elizabeth had known, corresponded and worked with Marylin, and it was 

Marylin’s portative organ that was used in 1960 for a repeat performance of Sugar Plums in place of 
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the crazy, home-made instrument of Francis Baines which ‘though a gallant effort, kept falling to 
pieces.  It was an absolute menace to put together and to transport and was so badly off pitch that it put 

the other players out of tune’!
314

  And it was at Marylin’s that much of the rehearsal for a number of 

performances of the work was carried out.  Sugar Plums had been one of the items included in the 

Gerard Hoffnung Interplanetary Music Festival at the Royal Festival Hall in 1958, a humorous 

extravaganza, the nonsense of which she said she had ‘thought up with Hoffnung round grubby Soho 

tablecloths’ over lunch.  It was a quodlibet of Tchaikovsky, including Romeo & Juliet, and the 4
th

 & 

5
th

 Symphonies (with pop-guns, ad lib, substituting for canon in the 1612).  Scored for a host of 

Marylin’s ancient instruments – recorders, oboe d’amore, gamba, harpsichord, pardessus de viole (not 

to be tuned above A = 415 Hz for fear of breaking strings!), not to mention garish toy drums, a set of 

variegated cow-bells, tubular bells and off-pitch drums – it  was, as Elizabeth said, ‘one of the most 

tricky bits of scoring I’ve ever done, as most of the obsolete instruments only play a few notes and 

these have to be welded into the required key before general swop-over to another weird lot’.  The 

work proved popular and even by 1969 had made Elizabeth ‘a respectable fortune in recording 

royalties’.   

Performers – all well known figures in the musical world – were directed to play harps with 

recorders, allowed to play two recorders at once, and encouraged to wear wigs and outrageous 

costumes.  On one occasion, with Elizabeth playing St. Cecilia at the portative organ, the over-

enthusiastic organ-pumper managed to blow the corks out of the organ pipes so that everything 

became completely out of tune, to the added amusement of the audience.
315

 

 

 House in Spain  

Marylin spent a significant amount of her time in Spain with her collection of medieval 

instruments and, on one occasion, Elizabeth travelled with her to an International Musicologist’s 

Congress at Santiago in August 1965 with a car packed full of them
316

.  Later, for the 1968 

performance of Sugar Plums, she had had to get the portative organ back from Spain where she had 

driven it on ‘a hilarious journey through customs in MI5-looking tarpaulins (“Ma che é?” “Organo”)’, 

when invited to the Generalissimo’s first attempt at a real European Music Festival given in one of his 

palaces, and which ‘out-Hoffnunged Hoffnung.’317
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Marylin described her house, under construction and not yet ready to receive her Consort 
musicians, as ‘on a glorious site, veritable Garden of Eden […] 8 acres of fig, almond, peach and 

olive, vine & the rest’
318

.  Elizabeth, on the other hand, offered a very different impression:  
‘I didn’t like it at all when I saw her house out there on my way back from a brief recuperative visit after 

an operation not long ago [in July 1967].  It’s in the wrong half of the country, too near the Pyrenees and 

under the influence of their winds and bad weather, with non-stop wind, uncertain sun, much rain, and 

frequently cold.  Arid, shaly hillside and grit blowing everywhere.  The place is lonely (a skeleton had been 

dug up nearby), everything rattles, loose shutters flap, and the starving dogs clank at the dustbins all night 

and roam around, padding like footsteps.  The home could be nice, but is restless and nothing fits. When I 

was there (midsummer) it was cold and a tornado blew the front door in and smashed the glass and flooded 

the house.  After we had swabbed out the water there was a plague of biting black flies.  I was never so 

thankful to get away from anywhere.  M[arylin] herself won’t hear a word against it and is positively 

hysterical in its praise.  She drowns her sorrow in the local wines and has got very much into the hands of the 

local factotum who makes a pretty good thing out of her (she seems rather rich these days – lets the London 

house very well and of course, saves on tax) and there is an attractive wife who could get jealous and turn 

nasty.  I didn’t feel happy about any of it.  […] Poor M, so gifted and so unsatisfiable – and now one of the 

great legion of dépaysées who throng the southern coastlines. They depressed me so in the Midi that it 

almost put one off the place.’ 
319

 

However, Elizabeth was not, in fact, all that ‘put off the place’ for, soon after, in May 1969 

she joined up with her friend, Canadian composer, Jean Coulthard for a holiday in Marbella Costa del 

Sol and Malaga, returning home with a fistful of wonderful photos of the terrain. 

Elizabeth continued to keep in touch with Marylin and in her very last letter asked for the 

return of her only copy of the Concertino da Camera at a time when she said: ‘I am trying very hard to 

put together writing I count of any value & leave it tidily while I am still alive & not forgetting or 

gaga!’  Unfortunately she never got round to completing that task although she did leave behind her 

huge collection of correspondence which has helped to make the present (and other) accounts of her 

life possible. 

 

A French Connection 

It is not surprising that Elizabeth, francophile and francophone, who maintained that she  

gained a substantial part of her education in Paris and who loved folk music, should have produced 

The Faber Book of French Folk Songs with the pianist and broadcaster Paul Arma, born in Hungary 

but living in France and who was a great collector of folk music in both Europe and America.  Also, 

she had already been successfully involved with Faber when they asked her to contribute to The 
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Catholic Hymn Book and, of the three items she offered, her My Lord came walking was regarded as 
the gem.  Incidentally, when the book was reviewed by Frank Howes she was  

‘angry with Cardinal Heenan for his unbecoming sneer at Spirituals in his foreword to it.  Since the 

derivation is such a nice one and the early settlers to USA in making a distinction between ‘psalms and hymns 

and spiritual songs’ (of Ephesians V,19) and frivolous music inadmissible in worship, passed on the term to 

Negroes who took it deeply to heart, this sort of reference on this sort of book seems out of place.  I don’t want 

to take issue with Cardinals, but they are evidently not to be trusted with musical folklore – only shows how 

careful one has to be with ‘those parson fellows’ as Ralph [her parson brother] remarked!’  

Her first meeting with Paul was at the BBC in 1965 after he had written from the Office de 

Radiodiffusion Française thanking and praising her for a copy of The Penguin Book of American Folk 

Songs.  They had a shared interest, not only in music but also in the wartime Resistance Movement, 

she in transmitting secret radio messages to occupied countries and he famous as a member of the 

resistance fighters in France.   

One of his interests when they met was in getting Elizabeth to adapt into English his Cantata 

de la Terre
320

 written in 1952 which was based on the Normandy lament, Jean Renard, all about a 

soldier who returned from war, mortally wounded.  This poem and Elizabeth’s translation would 

eventually be included in the Song Book.  

Later in 1965 she visited Paul and his artist wife Edmeé on their farm in Normandy, some 35 

km outside Paris, and so began a warm and fruitful friendship.  Elizabeth also translated (in 1971) 

Paul’s Cantata da Camera (1957), originally composed when imprisoned by the Gestapo in Toulouse 

when he memorised No. 22 of 33 sonnets composed secretly by Jean Cassou under the name Jean 

Noir; it was to commemorate the popular uprising in Hungary in October 1957. 

But their main collaboration was Elizabeth’s idea of The Faber Book which she explained later 

to her friend, Madge Whittaker
321

: 
‘I share your love of France, and our main concern in doing this book (which was my idea) was that in 

producing the first authoritative collection of its kind by an English publisher, conceived and carried out on both 

sides of the Channel on the eve of Britain’s entry into the Common Market, we should help to ensure that those 

who are interested that our own people, eager to learn more of the French, with the help of singing their folk 

songs, should do so from the best possible source.   

It has been a labour of love on both sides, four years in the making, and in its way, quite a test of mutual 

friendship, as it has been subjected to so many setbacks (not only prerogative of Concords!) – almost every time 

a few hundred page proofs had to be sent to the other side, they were held up by strikes, postal and otherwise, 

both English and French! 
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His wife Edmeé  has done the illustrations, a fine artist in her own right, gives much of her time to 

working with sick children in hospital, bringing folk songs, play songs and dances to their bedside with the help 

of television, a most imaginative concept and I wish we had something like it.’ 

But Elizabeth underplayed the difficulties, for example, of strikes that affected power supplies, 

telephone and transport, as well as the post, and did not mention the ill effect of her mother’s death nor 

that of the crippling car accident suffered by Paul which rendered him unable to read & savour the 

translation, nor that of Edmée’s illness that affected her eyes. 

Elizabeth’s liaison role in the whole enterprise was vital, translating where necessary, and 

dealing with the justifiable frustration and anger both Paul and Edmée felt at the delays and errors in 

the proofs, as well as the arguments about the use of colour for the illustrations
322

 and the problem of 

wrongly bound pages. To cap it all, Faber went ahead, unprecedentedly, with publication of 

uncorrected material, without the consent of the authors and, not surprisingly injunctions were 

threatened by Paul.  In the end the prospect of a corrected second edition, with Edmée’s name included 

on the cover and a new contract negotiated by Elizabeth in Paul’s favour did the trick but without 

mending the break in Paul’s friendship with Faber
323

.  In contrast, Elizabeth’s positive efforts were 

much appreciated by Faber and we find them sending her ‘Happy New Publishing Year’ greetings for 

1974 and wanting to talk about other projects
324

.   

When Elizabeth’s friend Dr. William Pasfield received his complimentary copy he offered to 

review it for the Times Literary Supplement, which she welcomed.  She wrote:  
‘What fascinates one is, that whereas in our own folk song we have a styalised view of the world in 

primary values, love, revenge, abandonment, the countryside, all in very general terms, the French provide a 

detailed study of French life and manners, e.g. the ‘arranged’ marriage, its pitfalls and traps; living conditions 

and working; occupations, family feasts and rituals, a whole characterisation of country and people, besides 

pinpointing of actual historical events,.  And any country that carries its culinary enthusiasm into song by 

making singing recipes for the kitchen deserves a special mark of commendation!!’  

The review, accepted despite it not being the paper’s normal practice to do so for articles 

submitted on spec, read:  
‘All [songs] are delightful, and what is more, delightfully arranged by Elizabeth Poston who has 

managed the Herculean feat of devising piano accompaniments that are blissfully easy to play yet reflect all the 

musical character of the period of the songs.  This is particularly true of the earlier songs, where Renaissance 

modality and false relation are allowed to create the same finely clashing dissonances.  Guitar chord symbols 

are also provided, and the illustrations – all based by Edmeé Arma on designs from traditionally French folk art 

– are attractive and appropriate.’
325
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Concluding Remarks 
 

Now that Elizabeth Poston’s archives of private papers and music have been made available 

and safely deposited at the Hertfordshire Public Records Office and the British Library, respectively, it 

has been possible, and is worthwhile, to produce a reasonably up-to-date catalogue of her 

compositions, including, particularly, unpublished material which might otherwise be unknown or 

forgotten. 

 

However, it is not just a catalogue for, by delving into her archive, particularly her 

correspondence, it has been possible to raise, a little more, ‘the corner of the veil’ that she cast over her 

private life (or rather her many, separate, private lives), and to understand her better, especially her life 

as a musician and her relation to particular compositions. 

   

For we see her following her mentor, Ralph Vaughan Williams and making lasting friendships 

with older knowledgeable men in the music world.  We notice her love of the countryside and her 

appreciation of its sounds – bird-song, the swish of scythe through grass, the ping of milk on the 

bottom of a pail.  We admire her sensitivity to the ‘music of the words’ as she chooses to set to music 

15
th

 and 16
th

 century texts.  We learn of her appreciation of silence.  We witness her pride at success 

and joy in spontaneous composition and yet also her uncertainty in undertaking work on demand – 

particularly, for example, when faced with providing music for the BBC production of Forster’s 

Howards End, the novel of the place and people that meant so much to her: she could identify with the 

different kinds of love that Forster described so astutely and vividly and she wept when the burial 

scene in the film was being shot. Yet, during the same and other such productions, she always saw the 

funny side, relishing the humour of a reluctant horse being coaxed to line up to a chalk line or 

watching serious musicians producing a cacophony of sound on out-of-tune instruments in Thomas 

Hardy’s The Woodlander.  We also understand her reaction to criticism: defensive in public, accepting 

in private with trusted friends. 

   

The friendships she forged through music are striking, some cut short, many others deep and 

longstanding and their value often acknowledged in her dedications (more than 80), as well as in the 

many specially composed songs, like The Lullaby of a Lover for Jean Coulthard.  Above all, we 

observe her interest in songs coming into bud as a very young child, blooming into composition in her 

early ’teens and later becoming a major part of her musical output, being, as she said at the zenith of 

her career, ‘always my first and permanent love’. 
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Of the several poems she copied into her Pocket Diary there is one, most telling, called The 
Songs I had326:  

 
The Songs I had are withered 

Or vanished clean, 

Yet there are light tracks 

Where I have been. 

And they grow flowers 

For other’s delight. 

Think well, O Singer, 

Soon Comes night. 

 

 There are, indeed, light tracks where Elizabeth has been and long may they remain. 

 

 

 

 
 

Elizabeth Poston at Rooks Nest House, April 1976 
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Appendix I. Statistical Analysis of Elizabeth Poston’s Music 

 
Table 1.  Number of dated works categorised as vocal arrangements distinct from all other items  

(which include vocal compositions, also listed separately) 

Decade 

starting 

Vocal 

arrangements 

All other 

compositions 

Total % 

total 

 Vocal compositions (included in ‘All other 

compositions’) 

1910  1 1 0.1 1 

1920 1 20 21 2.3 16 

1930 5 1 6 0.7 1 

1940 22 34 56 6.1 7 

1950 48 89 137 14.8 8 

1960 378 59 437 47.5 10 

1970 205 27 232 25.2 7 

1980 24 6 30 3.3 5 

Total 683 237 920 100 55 

% total 74.2 27.8 100   

 

Table 2. Number of all known published and unpublished works 

Decade 

starting 

Orch./ 

Instr. 

Choral Operetta Incidental Vocal  

compos. 

Vocal 

arrangements* 

Others Total 

1910     1   1 

1920 4    16  1 21 

1930     1 5  6 

1940 7 7  13 7 18 4 56 

1950 12 37  32 8 41 (22) 7 137 

1960 7 16 1 25 10 378 (366)  437 

1970 7 7  6 7 205 (183)  232 

1980    1 5 24 (23)  30 

Undated 8 1 1  17 11 2 40 

Total 45 68 2 77 72 682 (594) 14 960 

% of total  5 7  8 8 71 [62] 2 100 

 

*The number of items that occur in the volumes of collections of vocal arrangements are shown in 

parenthesis and, in the last line of the table, the percentage of the total is shown in square brackets.   
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Table 3. Number of all published works 

 

Decade 

starting 

Orch./ 

Instr. 

Choral Operetta Vocal compositions Vocal arrangements  

In collections Others In 

collections 

Others Total 

1910         

1920     13  1 14 

1930         

1940 2 2   3  4 11 

1950 4 17   5 22 6 54 

1960 3 7 1 12 6 366  395 

1970 1 2  1  183  187 

1980    1  23  24 

Total 10 28 1 14 27 594 11 685 

% of total 2 4  2 4 87 2 100 

 

 

Table 4. Number of all unpublished works 

 

Decade 

starting 

Orch./ 

Instr. 

Choral Operetta Incidental Vocal 

compos. 

Vocal 

arrangements 

Others Total 

1910     1   1 

1920 4    3   7 

1930     1 5  6 

1940 5 5  13 4 18  45 

1950 8 20  32 3 19 1 83 

1960 4 9  13 4 12  42 

1970 6 5  5 7 22  45 

1980     5 1  6 

Undated 8 1 1  17 11 2 40 

Total 35 40 1 63 45 88 3 275 

% of total 13 15  23 16 32 1 100 
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Table 5.  Further analysis  

 

 Orch./ 

Instr. 

Choral Operetta Incidental Vocal 

compos. 

Vocal 

arrangements 

Others Total 

Total of pub. & 

unpub. works 

 (Table 2) 

45 68 2 77 72 682 14 960 

% of pub. & 

unpub. that are 

undated 

(Table 4) 

18 2 50 0 24 29 14 4 

% all works that 

are unpub. 

(Table 4) 

78 59 50 81 63 13 27 29 

 

 

 
 

Table 6. Number of BBC commissions 

 

Decade 

starting 

Choral 

 

Incidental 

 

Total  

Number % 

40’s 3 10 13 20 

50’s 4 27 31 48 

60’s 9 2 11 17 

70’s 1 9 10 15 

Total 17 48 65 100 
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Table 7.  BBC Commissions as a percentage of total number of works except vocal arrangements 
 

Decade starting Total dated works 

except vocal 

arrangements 

Number of BBC commissions 

No. (as in Table 6) % total  

1910 1 0  

1920 20 0 0 

1930 1 0 0 

1940 34 13 38 

1950 89 31 35 

1960 59 11 19 

1970 27 10 37 

1980 6 0 0 

Total 237 65 27 

% total 100 27  
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Appendix II. The Great Prayer by Elizabeth Poston 
Produced for the BBC by the Rev. Hubert Hoskins and William Drummond for broadcasting on 24 April 1981 

 

It was in my hand – the letter of invitation. Would I participate, it said: The Great Prayer. I was 

having breakfast. There are many great prayers, I reflected. Must be The Lord's Prayer. ‘Free to use 

the version of your choice’ said the letter, and then, a reminder that it was for Radio 3. This was 

formidable. I watched outside the window a cheeky robin confronting one of my white pigeons. My 

thoughts simply refused to muster.  

Suddenly, I jumped back thirty-five years, to another invitation from the BBC – one of the 

nicest invitations I have ever had – to return to them on a year's special contract for the inception of the 

Third Programme, that splendidly idealistic phoenix that was to arise from the ashes of the jaws of 

hell. I had served the BBC, again at their suggestion, throughout the war – years of a more fantastic 

adventure than has yet been told, years of a more intensive experience of broadcasting than would fill 

a Guinness Book of Records twice over.  

We came to it, I and my contemporaries, as artists, amateurs of the medium: writers, painters, 

poets, designers, actors, musicians, an enormously divergent motley, humorously individual, united in 

one cause. As strange a company as ever came together. And yet it worked. At the end we dispersed, 

to re-make our own creative lives and careers. And then, to crown all, into the midst came the great 

new venture, an act of faith if ever there was one.  

It was heady, infectious, glorious in its vision and enthusiasm. Out of darkness a kingdom had 

come. Thy will be done. In the doing of it we felt as if transformed. From the evil that had been, we 

were delivered. We were alive and young in what seemed the first morning of a new world, moving in 

the sort of ecstasy I can only describe as akin to the opening pages of the Ravel score of Daphnis and 

Chloë. For a time we knew this kingdom, worked in it, felt ourselves a part of it. It seemed to be a 

vision realised. We had no fear about our daily bread: the most astonishing thing of all was, that at the 

end of a major war there was enough money to put forth the best of everything there was… Bach, 

Beethoven, Britten, Shakespeare, and Milton, Debussy, Dowland, Dylan Thomas. There was no end.  

And if a norm of conscious intellectualism was not imposed – nor did we seek to impose one – 

it was because we were it, for it lay in the greatness of the material at our command and in the great 

standard of perception of those who wielded it, as we reached out on the air to all who loved and 

believed in it.  

The dream, the reality that was, have not evaporated. But I was young then, who now am old. 

What, in the years since, has happened to our kingdom, overwhelmed as it may seem, by the changes 

of time? We may well ask, who had the privilege of carrying this tremendous torch.  

Yet, time, I think, doesn't hold the answer. For I believe that here and now, living in the 

temporary dimension of time, we are already part of eternity. And to me, this linking, this 
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reconciliation between earth and its needs and the timeless heaven of our destiny, is one of the 
supreme concepts of Christ's prayer.  

For Christ, whose purpose was to reconcile, had in his divinity a perfectly practical mind. He 

gave us words. He knew words to be necessary. He meant us to be articulate. He gave us words 

understandable by a child and adequate to the most complex intelligence: a form common to all ages 

of man. An utterance of satisfying symmetry, an architecture reaching out to God in a few essential 

clauses: praise, belief, asking. It is surely significant that the western liturgy has traditionally followed 

the usage of St. Matthew and the initial address Our Father. This binds together the prayer's total 

thought, strong and complete. Vater Unser. Notre Père. It has always held a special place of honour at 

the centre of the liturgy. And followed to its logical conclusion, a fact noted by St Augustine, this 

prayer comprehends all other prayers. All else springs from its basic tenets. And what other prayer has 

passed into the folklore? Its name and significance in the origin, charmingly named, of the White 

Paternoster, the traditional bedtime prayer-rhyme of many European children.  

Indeed, the consciousness of the need to become as little children is nowhere more appropriate. 

As we contemplate the prayer, as we look at life from within or without, as we struggle on with the 

immense complexities of its problems, it still behoves us to go back to the beginning – stop talking, 

and simply stand still and love a sound or a sight or a thought, a bird, maybe, or a daisy or a dandelion 

in green grass. 

Blake knew it, whose mind embraced so much so widely that people thought him mad. And 

Christopher Smart
327

, who was mad and who still apprehended. And Abelard
328

, and Francis, and 

Theresa of Avila
329

. And Forster, with his ‘Only Connect’, as good a secular prayer as I can think of, a 

prayer to, as well as for, his fellow men.  

In the prayer called after him, Jesus gave us a foundation – for it is our beginning and goes 

with us all the way. It is certainly the first religious thing that I remember. The ending of the day, the 

sum of it and its seal; its adventures and play and experiences; the last thing before bed; the winding 

down, the closing in. The sense of it, its sight; the feel of it, its touch – all intimate in their proximity, 

are as vivid to me now as they were at the time. For I was an Edwardian child, a nanny's child in its 

nursery kingdom where routine was regular and accepted.  

The bed-time prelude was the throwing of a cloth over Dickey's cage so that his exuberant 

canary-song be blacked out for the night. Then our two red dressing-gowns kneeling side by side at 

our Mother's knee, each child careful to kneel in his self-appointed blue blob of the huge red rug that 

covered most of the room. The smell of soap, the warmth of the guard that made flickering patterns on 

                                                 
327

 Christopher Smart (1722-1771) is noted for his poem, Song to David, glorying in so much of Nature.  
328

 Peter Abelard (1079-1142) wrote ‘O what their joy and their glory must be, |Those endless Sabbaths the blessed ones 

see!’ (see, The Oxford Dictionary of Quotations, OUP 1959).  
329

 St. Theresa of Avila (1515-1582). 
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us. The furtive, mischievous twinkles between fingers that were gently guided together again… But 
deliver us from evil, evil then so far away, but always, I think, solemnly imagined. It must surely be a 

very special prayer that can hold one's world together for the whole of life: a basic, unfussy prayer, so 

brief, so compelling.  

And I do believe that to God no prayer sincerely prayed, is too trivial that he hears my heartfelt 

request from the carrot bed: 'O please let this crop grow', as much as he heeds one's deepest and most 

anguished cry of grief and pain.  

In matter of version it will have become obvious that I come down strongly on the side of the 

Book of Common Prayer 1662. And this from no purely religious predilection. Having spent most of 

my life trying to conserve a stretch of English countryside, I feel the same about our priceless heritage 

of language; and I deplore, as much as I should a high-rise in a cornfield the incursion of the Holy 

Incongruous – I mean, of course, the alterers, flexible, alive, subject to change where change is 

needful, language one knows must be. But what I cannot understand is why it should be thought 

necessary to seek to change language where it is basic, expressive, colourful, moving and vital?  

And one thing we cannot afford to discount is, that in our own English tongue, the folk 

memory of words is deeply a part of it – it's one of the things that make us English. Take away the 

balance, destroy the cadence, and what are we left with? A ghost, a shadow, something that has lost its 

impact. We need, the composer needs, the music of the words themselves.  

The strength and beauty of the phrases of the Lord's Prayer are part of our history. When 

they're sung in liturgical use, we've got Merbecke
330

. To the existing text, Merbecke's setting works 

perfectly, having the virtues of both ancient and modern in his clever and subtle adaptation of the 

simple speech-rhythms of plainsong to the English language. And it's easy and widely known.  

Yet in spite of these strictures, we owe gratitude to the learned scholars in spite of their tone-

deafness on occasion, who have worked hard to clarify, and accept their help where we can. These 

things will continue to vex thinking men, and it is well they should, for it gives us to ponder and to 

learn.  

The Lord's Prayer has escaped comparatively lightly. The difficult clause 'And lead us not into 

temptation' is clarified as meaning a prayer that we be spared the ultimate test, with the implication 

that it would be a test we could all endure (I often reflect that we don't sufficiently realise the 

stupendous greatness of the Christian martyrs). I confess to a special affection for 'thou', with its 

significance of the 'du' and 'tu' particularising in other countries the distinctive usage of love and the 

family, a term we also had and sadly have lost. As for 'trespass', that daunting word remembered on 

                                                 
330

 John Merbecke (died c. 1585) was organist at St. George’s Chapel, Windsor; in his The Booke of Common Praier 

Noted, he adapted to the prayer book of Edward VI the plain song of the Roman ritual, taking account of the accentuation 

of the English language (see The Oxford Companion to Music (1955) Percy A. Scholes, OUP 1955).  
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drive gates, it sounds to me far more evocative here than 'sin' or 'debt', in its connotations of the 
Norman French 'trespas', the over-step, (the step too far from which there is no return). 'Forgive us our 

sins' I find much less impressive.  

We have been looking at the outward, spoken corporate form of the Lord's Prayer. In its inner, 

unspoken, individual form the prayer is unknowable, sealed within the pray-er; the personal utterance 

from the silence of the soul. For who can know this inner prayer of Jesus (or for that matter of Joan at 

the stake, of a child, a point, a king, a criminal)?  

The mystery of the innermost form of the Lord's Prayer lies in silence. Silence is the obverse of 

music. Music comes from silence and into silence it returns. The silences within a musical work are 

part of the music in the sense that they are essential to it, continue through it – the Grosse Pause of the 

orchestra, the bars of rest. The musician lives in an inner world of sound; it is his natural element in 

which he moves and has his being, as water is to a fish. The sound of a symphony is heard inside the 

composer's head long before it is transmuted into notes.  

I was born an artist (I can't help that) and the art I serve is wordless. And perhaps the crux is 

when, as in the intimate enclosure with a loved presence in which we are satisfied to communicate in 

silence, words can be left behind, and with Dame Julian of Norwich we can say: I look at him and he 

looks at me.  

Here is the source, the mysterious source of the Lord's Prayer. It is the one unique possession 

of Human Rights that can never be taken from anyone. 
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Appendix III. Letter from Elizabeth Poston to Mrs. Edith Buckley 

Jones, 31 February 1931 
 
‘Dear Mrs. Buckley Jones, 

 I have had to wait to write to you all these weeks since Christmas.  I shall never be able to tell you how 

you have lived in my thoughts all this time – and I feel almost too diffident to write.  You will have had so 

many letters, I expect, & such sad ones, I do not feel I could not bear to add the smallest pain to all the rest even 

by a letter to you in such sorrow. 

 There can surely be no grief in this whole world greater than your own - & I feel silent before it and 

unable to find words.  I only beg to give you my whole sympathy & sorrow, from the depths of all I have felt 

for you through it all, & to speak of him to this one person who is always his own – his mother. 

 I knew Philip very well, though not for a great many years.  I first became acquainted with him in the 

musical world, through musical associations & friends in common, at a time when I was still studying, & on the 

threshold of my own career (though this was later arrested by a serious illness. 

 By what is, I suppose, the accident of birth and circumstances, I was never dependent on having to 

work, & music has always been to me work, simply for the great love of it.  Partly for this reason, & also 

because I have always loved my country home rather than town life, I was not a habitual member of Chelsea 

circles, like many of our friends – & perhaps this was why my friendship with Philip was rather un-associated & 

apart from the rest, & how I came to know him well & in rather a different way from a good many other people 

who knew him. 

 His music, of course, had always attracted me very deeply since I came to know it – as much by the 

perception of the keen literary mind behind it as for the worth of the musical talent itself; & as I got to know 

him, we found that we shared many views in common on art. 

 He was kind & interested in the few things of mine already published, & I was deeply interested in all 

his work – his Elizabethan researches & his great work he did on Delius, & was used to discuss& study all sorts 

of artistic questions, & go together to concerts – days which I shall always look back upon as some of the most 

delightful & stimulating of my life, 

 It was impossible to be near him & grow in knowledge of his whole personality, without the realization 

of how much fuller life became for contact with his radiant & vital mind & spirit, & all that was so beautiful in 

him.  His affectionate friendship was always the most delightful & happy thing for me:- one which brought so 

much joy & fullness of interest to life & the particular aspects of art which we most cared for - & which now 

seems to have taken with him the joy & light which his life gave to the people who loved him. 

 I got to know him most well, perhaps, through his fondness for the country. I got ill & had often to be 

away, but there were times when I was at home & he was busy in Town & felt a longing to get into the country.  

When I realised that he felt tired or restless, I used to drive him in the car down into the heart of the country for 

the day, where he seemed to get rested & happy again, & liked to walk & wander about the woods & fields. 

 It is the Philip that I most like to look back upon now – so simple & carefree, & so much a boy, in spite 

of the brilliant mind of the man and artist, – delighting in all the simple country things & people, & their 
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manners & sayings, & in the flowers & birds & moods of nature.  I remember his love of honeysuckle.  It will 

always make me think of him. 

 Once in early summer, when he was feeling depressed about his work he said he was going down to 

Kent to smell the honeysuckle – and I recollect how vividly he told me of the ecstasy of his early recollections 

as a boy, of honeysuckle near his home. 

 I always thought that he had the greatest capacity in himself for Beauty which any man could possibly 

possess – Perhaps, it would seem, always too great & too intense a beauty.  

 One can only look in awe & the utmost reverence upon such rare spirits which are like meteors in the 

world.  By their very nature & being they seem fundamentally apart from all men, and are themselves mysteries 

which no one may penetrate, with heights & depths of suffering & spiritual states at which, I imagine scarcely 

anyone, even their nearest & dearest people, may guess. 

 Ordinary standards of life & civilization do not seem to be applicable to them – One is only conscious 

of something great & mysterious, defying comprehension, & demanding the greatest & widest love & 

understanding on the part of those who belong to them. 

 It is all so dark & baffling – & truly there seemed at first no consolation.  I can only believe that the 

love which we can still give him will not fail him now, confiding him wholly to the Beauty of which he was 

himself a part, & which he has left in the world for ever in his music. 

 I cannot bear there to be any bitterness about him anywhere.  He was so fine & generous & great-

hearted, and all love & admiration for him only grows greater, Surely, surely there can be nothing for him but 

the ultimate Beauty, & the serenity and happiness which he seemed unable to find here. 

 His restlessness & the dissatisfaction of the artist in him seemed part of his life’s seeking & striving 

after loveliness.  He was so touchingly & amazingly humble about his music – and he did get dreadfully 

depressed about it, & it is so terrible to think of him having such intense suffering over it. 

 I cannot ever believe anything but that all will be well with him, & that his wonderful, radiant spirit will 

find rest and the complete fulfillment of perfection.  I have felt that so strongly of late, as I lay here in bed, & it 

seems the only thing left to hold on to, when everything else is shattered, & the realization has to be faced every 

day as life goes on, that the dear person we loved is gone from our sight. 

 I spoke to you for a few moments on the steps, as you were leaving after the inquest.  Perhaps you will 

not remember.  There were so many people, & all that seems a nightmare too terrible to think of. 

 I was the tall girl in black, with Barbara and Robert Nichols.  It was only, of course, through Phil that I 

knew Barbara in the first place, & I rarely saw her. 

 My first thought in coming to see if I could be of any help to her was of Philip himself – because he was 

fond of her & she had been loyal & devoted to him, & there was nothing in the world I would not have done if it 

had been possible to do anything for his sake then. 

 All that time you were in my thoughts, as you have been ever since & I have longed to write to you.  I 

had not been strong for some time & came straight out of bed up to Town as soon as the news reached me – 

Unfortunately my chest is not my strong point, & I collapsed after the inquest & have been very ill since, & 

have not been able to write letters. 

 Now I am just waiting to get strong enough for the journey before going abroad to a warmer climate, a 

little later on. 
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 I hope very much to be able to come to the concert on the 23
rd

.   As I expect to be staying in Town over 

it, I wonder if it would be possible to see you, in the event of you coming up – even for just a little while?   I 

should love to very much.  I suggest it most diffidently, and should of course understand if you did not feel 

inclined.  But if you can find the chance, & would care to, perhaps you would have tea with me quietly 

somewhere the day following the concert, – or any day or time which suits you.  It is my constant thought of his 

mother, more than anyone in the world, which prompts me to ask you, & to write - & I do hope you will forgive 

me.  I simply don’t know how to tell you what I have felt for you over this.  All my life I shall never cease to 

think of you & hope that you will be comforted, & that Nigel will be a joy to you. 

 Philip is beyond our troubling now for him – it is yourself to whom my heart goes out.  No one can ever 

enter into a thing like this to a mother. 

 I like to think of him as still really your small Philip that you brought up all those years ago, to the end. 

 I shall never forget what a sudden gleam of comfort & sanity it was in the midst of that dreadful, black 

time, when your husband, as we were waiting to go after the inquest talked to me about little Phil as a child, 

playing with his toys. 

 I shall always continue to trust that dear child & wonderful man to the beauty & happiness he loved, 

and to hope all things for you with him. 

 Yours sincerely, 

 Elizabeth Poston 
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Appendix IV. Dispelling the Jackals: A BBC Broadcast in 1964 by 

Elizabeth Poston  
 

If the figure of Philip Heseltine – or rather Peter Warlock – is only partly discernible today, it's because 

he meant it to be.  There are one or two basic facts to be accepted about him.  He was born into the secure, 

comfortable world of the squirearchy, one which gave him the background of leisure.  By nature and reading he 

was an aristocrat.  He had a profound reticence, all the more closely guarded in face of the world at large that he 

charmed and welcomed.  This reserve was proof against all assault: it was shed only to those of his chosen 

intimacy. If a corner of the veil can be lifted now, it is in an attempt to redress a balance tilted, in the course of 

time, wildly askew; to try for a more reasonable estimate; to dispel the jackals. 

No more nonsense, I think, has been talked and written about one person than has been 

talked and written about Warlock: nonsense that has persisted with the years in old, void clichés and 

facile judgments trotted out ad nauseam.  And since nothing, in the complexity of any restless 

human spirit, can be reduced to a computer answer, there is still the imponderable that leaves us 

guessing. But we can at least go by such facts as there are. 

I would suggest two main factors to account for the nonsense.  One is the mocking figure of 

Warlock himself, the actor whose mask the world has been only too ready to accept.  One can 

scarcely blame a generation that didn't know him for accepting him at second hand through the eyes 

of the second-rate – the mask for the man.  There's been nothing very much to help them, and a 

good deal to hinder.  T. E. Lawrence, in a letter to Mrs. Hardy on the death of Thomas Hardy, said: 

'You will be miserably troubled now with jackal things that don't matter.  After a  year of adulation 

the pack will run over where he stood.  A generation will pass before the sky will be clear of clouds 

for his shining,' – and he adds, 'However, what's a generation to a sun?' Well, the jackals have 

followed Warlock all right, and to his detriment: they have successfully got between the man and 

his work.  As a personality who towered amongst his fellows and fascinated and amused and 

annoyed them to the verge of mania, he was obviously one to  inspire  the various caricatures and 

references that are to be found scattered about the writings of his contemporaries.  But for all that 

these give us of the real man, you may scan the pages of D. H. Lawrence, Aldous Huxley and a host 

of lesser memoirs in vain.  For any record of value they can be wiped off as not worth the paper 

they're written on, and they leave us back where we started.  The man and the artist stay aloof; a 

catalyst in the midst, a synthetic ghost whose persistent phantom is kept flapping ghoulishly, a 

scarecrow set up instead of the real person. 

Blame the mask if you will: to blame it too much is to run equally into the trap of 

confounding a complex character with a too-easy, ready-made psychology.  And here I would 

suggest the second factor in the Warlockian nonsense saga. If by his very nature Warlock 
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victimised, he was also the victim of his biographer.  Cecil Gray
331

 collected the Delius 
correspondence; he had sense enough to incorporate the affectionate reminiscences of Augustus 

John, R. R. Terry and Robert ; he performed a valuable service in the bibliography.  In various other 

respects his book is a portrait of Gray rather than of Warlock, and some of those who were closest 

to Warlock receive no mention.  There's a reason for this.  Gray was the unhappy satellite of a 

planet about whom he revolved pointlessly, obsessed, until in later years that orbit failed him, and 

he faded out. 

The Bouvard-Pécuchet myth can be taken at its face value with a very large pinch of salt
332

: the 

friendship, which started as an under-graduate link, was not the kind to mature. The full story is yet to 

be told, but what unfortunately has endured is the misleading story he started off Warlock versus 

Heseltine, a schizophrenic legend that is entirely Gray's invention. The very opposite was in fact the 

case: Warlock was one of the most complete people I've ever known.  Complete not only in the 

Renaissance interpretation of attainments and a full life lived, but endowed with looks, brain, wit and 

birthright.  And he achieved a substantial measure of success in his lifetime.   He had, I  would  say, 

more sides to him, was more strongly assertive than most people, and he admitted the lot, giving rein 

to them all.  And if this uninhibited outlook gave rise to wild clashes, and puzzled other people, it was 

at least logical to him even if, in the end, he also became its victim.  His refusal to suppress one side of 

himself in favour of any other was accepted by those who really knew him, though, of course, it could, 

and did, lead to fantastic situations, and often complicated life considerably. 

Beneath it, and with it all, there was the essential gentleness of the man, and an almost 

desperate sensitivity.  From this there sprang the mask – the mask with which he sought to protect 

himself from him-self; with which he tried to legitimise the contrary strains in his nature that danced 

their dervish dance to destruction; that hid from all but the few his final failure to reconcile. 

What comes out strongly in his music is the balance of intellect and emotion.  He had none of 

the intellectual's tendency to split heart and head.  He had no ambition to create in big forms:  these he 

grasped keenly in the works of others; for himself he required the compact expression of experience 

immediately captured, a moment caught and communicated – the capacity that makes of his best 

songs a little world of subtlety and meaning.  Others, of course, were spontaneous and direct, like the 

greeting he kept for his friends. 

                                                 
331

 The Chesterian New Series, No. 40. June 1924, pp. 245-250 (Box No. 39). 
332

 This is a reference to Gustave Flaubert’s unfinished  novel, Bouvard et Pécuchet (1881) in which two imitators, without 
method, tried their hand at science and technology and failed dismally. 
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He had a real affinity of mind with the Elizabethans.  Their deep realisation of human 
impermanence enabled them to live in the shadow of death and gain from it a heightened sense of life.  

To Warlock the shadow – the sense of the abyss – was never not there. 

In his presence one experienced always a heightened awareness, and it is this extreme 

poignancy of living that communicates itself in his best songs – in the heartrending cry of Sleep just as 

much as it does in the fleeting thistledown joy of Piggesnie.  Warlock achieved in his best work 

moments of complete being, when he was able to 'kiss joy as it flies' and catch it quickly on paper.  He 

experienced also the desolation of its aftermath, when he would seek to recapture the joy again in the 

gregarious consolations of the tap-room.  The popular legend of the beer-swilling roisterer dies hard, 

and it has indeed some foundation in fact.  But the roisterer was only one facet, and even the 

Warlockian soubriquet has been ludicrously overplayed.  The name was characteristic of his 

whimsical relish for words.  He adopted his bank account after a family tiff about his finances, and in 

1929 we find him signing a letter 'Peter Warlock Exclusively'.  But at home he was always Philip.  

The Warlock was a convenient smokescreen for the other life he led in the Chelsea Set of the 1920s: 

the two never mixed. 

As for the drinking songs, they were the very last thing he wished to be remembered by, 

though they had their place, and one or two have kept it – the excellent Good Ale, for one.  Others, less 

worthy, have been overdone.  Warlock himself had absolutely no illusions about it.  He sold his songs 

outright for £10 apiece, and when he found a profitable popular vein, like many another composer he 

exploited it.  He says in a letter: 'I've not written nearly as many songs about beer as several very 

worthy composers addicted to Shropshire have written about graveyards' – which you must admit is a 

subject still more liable to be overdone. 

He was a stern self-critic and spoke disparagingly of such of his songs as he himself didn't 

approve of.  He refers to Yarmouth Fair as 'horrible'; Rest, Sweet Nymphs he castigates as 'rubbish' 

and Passing By as 'deliberate spoof’.  Well, they're admittedly a pretty far cry from the great love-

songs and the lullabies, and Corpus Christi. 

His output of upwards of 100 songs, a large body of transcriptions and scholarly editing – the 

months he spent in the Bodleian, the British Museum and other archives – besides his writing in his 

other works, all done in 12-odd years: these disprove in themselves the legend of a pub-crawling soak.  

If he had been, he couldn't have done it.  The work itself disproves it.  In transcribing, he worked 

direct from the manuscript and didn't photograph.  And anyone who knows this job knows it can't be 

done in a haze, or with a hangover.  The amount of beer he sank wouldn't keep any brewer in 

business: actually that was far more the prerogative of his friends and casual associates.  His cult of 

the pub was always rather a pose, though his excesses on occasion were spectacular enough to beget a 
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legend.  But he could go for weeks without a drink, and did.  At his death, the autopsy revealed no 
trace of alcoholism. 

He was a country child, and his Montgomeryshire childhood was happy and normal.  His 

home was a place of books and ordered comfort: the country-house surroundings of flowers and dogs, 

Morris wallpapers and log fires.  It was a welcoming and lovely place, with the River Severn to bathe 

and fish in, and a heronry he loved near the house: a landscape of family acres and sturdy eccentrics.  

There was Aunt Bessie, who received the curate in a check sponge-bag cap when she approved of 

him, and drew up the drawbridge when she didn't.  They were a peaceful community, and it was one 

he came back to.  In his years at Eton and Oxford he had money and time to read and travel, and 

reached early an unusual maturity of mind.  While still at school he read widely and systematically, 

with an innate painstaking scholarship. 

He also learned little of the practice of music in its practical application, and this was the cause 

of a fundamental problem in his technique.  He never solved it.  The pivotal point of his musical life, 

which came with his attraction to the music of Delius, was an obsession that coincided with the 

disturbances of his adolescence.  It finally proved fatal, because by the time he repudiated it in his 

later years its strangle-hold admitted of no escape.  He could see no creative way ahead of him. 

He was forward-looking: he admired Bartok as the great hope of his age – poor Bartok, whom 
he transported cross-country in a battered sidecar, and landed him by the roadside in a motor-bike 
breakdown

333
.  He was always enthusiastically generous about the work of those he admired; he was 

keenly alive to the European influences that were already then seething towards the sweeping changes 
to come.  But he couldn't apply to himself their methods of liberation from the  grip  of a  tonality  he  
recognised  as  limited. It seemed almost inevitable that he should take his musical roots from the 
English music of the past, which he loved and studied with lifelong devotion.  Van Dieren's influence 
was more mental than stylistic, and made itself explicit in only one early essay, the Saudades songs, 
and to a lesser extent in The Curlew.  Warlock's style was formed on 16th-century polyphony and the 
chromatic harmony of Delius, with all its sensuous colouring.  This fusion is dominant in his work, 
and usually strongest when it's most complete – though in one or two of his greatest songs there's still 
a third category, when he surmounts both.  There's strength also, which is not remarkable on the 
whole in the song-writing of most of his Georgian contemporaries – who, he said, sang their songs 
into a filter. 

                                                 
333 March 1922, see Smith, Barry, Ed. (2005) The Collected Letters of Peter Warlock (Philip Heseltine) Vol. IV. The 

Boydell Press. p. 20 
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When all is said and done, there remains the fact of the imprint of Warlock's personality, 
which assimilated his influences and welded them into a style of his own – one that, whatever its 

roots, cannot be mistaken for the hand of anyone else. 

Part of its secret lies in its inimitable capacity for melody, and the treatment of it in line and 

depth.  With this unborn sense of shape and colour he had a fastidious taste in words, and a scrupulous 

regard in setting them.  His mind was always with the poet, exploring and echoing every subtlety and 

nuance of the poem.  It's when we come to his piano writing, to the accompaniments, that we arrive at 

the stumbling-block.  He was no pianist.  His pianistic instinct – the sliding harmonic movement, and 

the lie of his part-writing under the hands, these come off perfectly when they're conceived in a 

moderate tempo.  When, in the quiet of his room, he conceived an accompaniment such as that of 

Whenas the Rye, or the last page of Pretty Ring Time, without being able to play it up to speed, 

proceeds to fill it with as many notes as the hand can strike at one time, piles colour on colour, and 

then marks it Presto – well, it's virtually unplayable. The gap between his mental conception of piano-

writing and its translation into practical terms was one he never learned to bridge.  I think that only 

intensive early training could have taught him these principles, and to avoid what has been a bugbear 

in his work ever since.  The devastating jangle when several of us stood round him, trying through a 

new song on the ancient upright which was his mobile companion, simply had to be heard to be 

believed. 

In some cases he has suffered from indifferent editing, though publishers since can't really be 

blamed for letting some of his most interesting songs go out of print, as where difficulties are 

intractable, accompanists shy off, and singers won't try, so one naturally gets rather a lop-sided 

selection for survival. 

Warlock had also a sublime disregard for the more normal practical tessitura of the voice. This 

also was something he treated by instinct but without the technical experience which would have 

stood him in good stead. In fact, he knew little or nothing about any instrument at first hand. School 

and university, and his contact with Beecham and Delius, did little to replace the groundwork of a 

professional musician's technical equipment.  With him, instinct too often outstrips technique.  His 

application was enormous, but the leisure which had shaped him also impeded him. 

He wrote most of his songs for his friend and mine, John Goss. John's voice was not a great 

one: it was a light baritone with a high range, extraordinary flexibility and beauty of tone.  I've heard 

greater singers: I've never been more moved by any.  It was he, more than any other singer, who did 

most for English song in the years following the First World War.  Before his death, some years ago, 

he and I were able to pool our resources, and going over everything in detail we did what we could, 

while we could, towards a more accessible corpus of Warlock's work. 
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If I've concentrated on the songs it's because they are the most important thing about Warlock.  
As to where the songs stand in our time – well, I do feel we need a more mature assessment than that 

of The Times some time ago, which suggested that a handful of Warlock's witty and incredibly funny 

unquotable limericks have more value than his music.  The same writer laid down complacently that, 

because musicologists have continued musicologising, Warlock's work in this field has been largely 

superseded.  Well, I must say, I wonder if that journalist had ever paused to examine it?  No scholar 

has ever faulted Warlock's musicological work.  His edition of the Purcell Fantasias for Strings; the 

Cambridge Dowland lute manuscript; the Hilton string trios; John Danyel, Robert Jones, Whythorne, 

Ravenscroft and many more, are still standard.  And if he marked his note-for-note transcriptions of 

the four-part string music of the Elizabethan airs for modern instruments, I think you should remember 

that in the 1920s the tecHique of playing old instruments was still in its infancy: there were not then 

the brilliant performers on viols and lute that we have now. 

In the changing climate of our music, after the purgative rigours we have endured from Europe 

– though no doubt they have been salutary – some of us are turning away from that crashing bore, the 

closed circuit, and gratefully towards what we can respond to in our own fashion, what we do best – 

our lyric genius.  In Warlock, this English bloodstream runs continuously.  If his musical mentors can 

be said to constitute a blind alley – and Delius and van Dieren have imitators, but no successors in line 

– then Warlock occupies a similar position.  How enduring it may prove depends on the performers, 

who alone can keep his work alive.  His work is whole – of a piece.  Except for one or two 

recognisably immature works, and the early vein he never returned to, his work has no development, 

no middle or late periods.  The songs he wrote at the beginning are those he was writing at the end. 

He did indeed die whole.  No other English songwriter has ever given us so close a partnership 

with English lyric poetry; none has ever written such love-songs – as well as its heights and depths, 

the humour of love, its quirks and foibles and bravados.  Warlock's carols, and some of the choral 

part-songs, are in a class of their own.  Christmas, the season of his death, is the season at which he 

still lives. 

He had a premonition of the jackals.  In that last year of his life, in 1930, we were in the 

country.  In a conversation about 'snuffing out', as we called it, he said ‘They'll never understand me'.  

The final desolation was gaining.  The occasion was followed by the gift of his snuff-box. 

Those of us who were present in the garish light of the Coroner's Court on that dark December 

day knew that what mattered of him was from henceforth in the songs. 
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His friend Roy Campbell, the poet, wrote Dedication of a Tree to Peter Warlock: 

This laurel-tree to Heseltine I vow 

With one cicada silvering its shade - 

Who lived, like him, a golden gasconade, 

And will die whole when winter burns the bough: 

Who in one hour, resounding, clear, and strong, 

A century of ant-hood far out-glows, 

And burns more sunlight in a single song 

Than they can store against the winter snows. 
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Appendix V Poem by Elizabeth Poston: Celebration at my Death 

The Honey Year 
Howards End – the House, 1984 

Open! Open! Open!  

Open in the sunlight, garner the gold,  

stay the sweetness, husband the sum of nectar.  

This is the year, the peerless year of the bees,  

theirs in life and in house history, hived for all time:  

fifty seasons of honey hummed all summer long,  

tunneled in rafters, hid in the chimney breast,  

love distilled, still singing.  

 

Here as a child I slept and listened –  

Zzzz they said, zzzz as twilight softened to night and birds stilled.  

So they fell silent, wings folded for the morrow's flight,  

each to each other clinging.  

 

Here, hatted and veiled, we took them,  

suddenly hushed as they dropped, smoke-puffed,  

bemused, falling deadened, their treasure spilled,  

no more their trove.  

 

So shall I drop, my singing done: no music now but vaults' hygienic stink, ticket for one in the freezer,  

waiting the long cold requiem, austere angels with mask and scalpel gathering, section, probe and pare  

the white bone.  

 

If they reject me, throw me out,  

structure outworn, dry rot, subsidence,  

yet shall I return, hiving home,  

not to the oven-curtains' click  

Erbide wiv me
334

 on a cracked groove through the grille  

but to the live grubs' hermitage,  

sealed to the father who got me,  

earth of his earth, ground of the ground we trod,  

                                                 
334

 A favourite phrase of Elizabeth’s. 
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celled in our own.  
 

Open then! Open! throw wide the windows,  

now is the house live, a beacon splendour.  

This is my hour. This is mine, for me.  

Now I am outside looking in,  

am each sill and hinge and latchet,  

Forster's ‘merry house’, the loving one  

in rooms of wood-smoke, summer roof-rain:  

Here all the seasons meet:  

they suddenly burst out singing,  

here there is honey still for tea
335

. 

  

                                                 
335

 An answer to the last line of Rupert Brooke’s, The Old Vicarage, Granchester, ‘And is there honey still for tea? 
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Index of Cross-reference Numbers in Square Brackets in the 

Catalogue Section 
(provided as a quick identifier of the cross-referenced compositions). 

 

No. Composition No. Composition 

3 Little Trotty Wagtail 114 The Elizabethans 

4 Little Trotty Wagtail 115 Penguin Carols from Penguin Book of Christmas Carols 

5 Sweet Suffolk Owl 119 The Resurrection (2nd of four Medieval Cornish Plays) 

6 Spring the sweet Spring 120 Galilee & Emmaus (3rd of four Medieval Cornish Plays) 

7 The Doves 122 The Ascension (4th of four Medieval Cornish Plays) 

8 The Hens 124 Gammer Gurton’s Needle,   Drinking Song 

9 Martin Peerson (transcribed by 

Marylin Wailes 

130 Tell me, lovely Shepherd 

10 The Song of Somnus 132 Make we merry 

11 Sonatina for Pipes and Piano 133 Cuddle in 
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Recorder and Piano 
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Day 
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No. Composition No. Composition 

55 Harold 212 ARRTS of Folk Songs 

61 An English Day-Book 252 Galiarda Dolorosa 

65 Tell me, lovely Shepherd 253 Two Portuguese Folk Songs, The Ros in the Air  

72 Tell me, Lovely Shepherd 261 Re-Creation 

87 Triumph Music and Opening 

Fanfare 

268 The Sweet Suffolk Owl 

90 F The Abbey of the English 273 About the sweet Bag of the Bee 

102 Two Carols: Praise our Lord & O 

Bethlehem 

233 Songs of the Women of Britain, Cuckoo Dear, Lisa Lân, Here’s 

the Tender comin’ 
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General Index  
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