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A London Symphony (No.2) c  [40:04] 
1-3 Lento – Allegro risoluto  13:02 
4-6 Lento   9:37 
 7	 Scherzo (Nocturne)  7:10 
8-9 Finale, Andante con moto –   10:14 
   Maestoso alla marcia – Lento –   
   Epilogue  

Symphony No.5 in D major d  [33:43] 
(1943 Premiere) 
bl-bn Preludio (Moderato)  11:06 
 bo	 Scherzo (Presto misterioso)  4:02 
bp-bq Romanza (Lento)   9:24 
br-bs Passacaglia (Moderato)  9:10

                 Total duration:   73:47

CD 1 Symphony No.5 in D major (1952) d  [37:19] 
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bl O man greatly beloved  7:21 
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 R alph Vaughan Williams began work on his D major Symphony (his Fifth) in 
1938, when he was 66 years old. In his professional life he was in a phase 

of writing more serene and reflective music after the explosive and aggressive 
F minor Symphony (No.4), premiered in April 1935: of which he notably said “I 
don’t know whether I like it, but it’s what I meant”. It appeared for a moment 
that with that, and with the fundamentally optimistic Dona Nobis Pacem of the 
following year, the composer had got out of his system the anxiety and anger he 
felt about the pressures that were building to what he feared, rightly, would be 
another war in Europe. Hitler had come to power in 1933, made common cause 
with Mussolini, and was providing assistance to the Nationalist forces of General 
Franco in Spain, where a civil war lasted from the summer of 1936 almost to the 
spring of 1939.

Yet 1938 had seen the Serenade to Music, settings of pastoral lines from 
Shakespeare in commemoration of the ‘jubilee’ of Sir Henry Wood as a conductor; 
and after that the composer worked on one of his most luminous orchestral 
works, the Five Variants of Dives and Lazarus, based on a folk song he had known 
all his life: it was premiered in June 1939 at the World’s Fair in New York, and 
through it Great Britain left the most perfect visiting card. It is a very short 
step from the Five Variants to the Fifth Symphony, a long, gentle, and perfectly 
constructed essay in contemplation and pastorality, albeit with moments 
of tension and solemnity. Some of the material within it, the composer later 
revealed, had been in his mind for over 30 years, since he started his life-long 
project to conceive a stage drama based on John Bunyan’s Pilgrim’s Progress. 
That work finally manifested itself in 1951, just as the huge acclaim afforded 
the composer for his achievements in the Fifth and Sixth Symphonies began 

to wane, and his musical style went out of fashion with younger critics. The 
Pilgrim’s Progress, which others called an opera but for which Vaughan Williams 
preferred the term ‘morality’ was not a success, though admiration for it has 
grown since 1951. In the Fifth Symphony, however, some of its finest inspiration 
can be heard distilled, and one gets a better idea of what was motivating the 
composer by knowing of the link between the two works.

Two other events have their bearings on the Fifth Symphony. The first was the 
composer’s meeting, in 1938, months before he began work on the symphony, the 
woman who would become his mistress and then his second wife, Ursula Wood. 
Mrs Wood was the wife of a professional soldier, whose death while on active 
service in 1942 slightly reduced the complications of the situation she had with 
the composer. Until her death in 1951 Vaughan Williams’s first wife Adeline, who 
had by then for more than 20 years seen severely affected by arthritis, welcomed 
Mrs Wood into their family: the two women became, effectively, companions, 
and a civilised arrangement appears to have been reached about the younger 
woman’s relationship with the composer. When they had met in 1938 he was 66 
and she 27. Ursula Wood, herself an aspiring poet, became the composer’s muse: 
her benign influence on the Fifth Symphony is palpable.

So palpable, indeed, that the second event affecting the genesis of the work 
– the advent of the war that the composer had so deeply feared, and whose 
horrors could hardly have been exaggerated in advance – is almost dismissed 
out of hand. It is almost as if the composer has written a work whose most 
resolute feature is that it has no war, and no conflict, in its background. It is 
like a cultural escape from reality; a reminder of the pre-war England in which 
the composer’s soul and creative spirit remained, and which, thus far, he was 
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determined to leave untroubled by war. That would change, almost out of 
recognition, with his Sixth Symphony, which he would start to write the year 
after the premiere of his Fifth. 

As it was, when the Fifth had its premiere in the Royal Albert Hall in London on 
24 June 1943, when the composer was in his 71st year, it seemed as though 
it had been designed as a farewell or a signing-off. William Glock, a critic who 
never much liked Vaughan Williams’s music and who as director of the BBC’s 
Third Programme in the 1950s and 1960s did much to try to suffocate it, said of 
the first performance that it was “like the work of a distinguished poet who has 
nothing very new to say, but says it in exquisitely flowing language”. 

We can now judge for ourselves. It is that premiere, taken from the remarkable 
Kenneth Leech collection of recordings taken from the BBC broadcast of the 
concert in 1943, that is on this remarkable disc. Not only has contemporary 
technology managed to clarify and clean a recording whose quality was 
remarkable for its time, but thanks to Lani Spahr’s exemplary skills in restoring the 
sound we hear the work as the world first heard it: and it enables us to see Glock’s 
as a dissenting opinion and to understand why the Symphony was so profound 
a success with almost everyone else – and remains so to this day. Far from having 
nothing new to say, it is clear that the composer was articulating in his familiar 
language both the sadness and the optimism of a man moving into old age at a 
time of crisis in which his cultural sense provided comfort for himself and for his 
audience. And this recording shows something else about Vaughan Williams that, 
thanks not least to his own frequent self-deprecation, is too under-appreciated: 
his talent as a conductor of his own work. Not only is this a remarkably historic 
recording, it is a deeply authentic one.

It is dedicated “without permission” to Jean Sibelius, who was deeply gratified 
by the gesture, and is in four movements. The first, Preludio, sets the tone of the 
work, its serenity developing into tension almost as some sort of storm gets up, 
and then resolving itself back in tranquillity: it is the most Sibelian part of the 
symphony. The second movement is a scherzo and a picturesque one at that, 
setting, as in parts of the Preludio, strings against brass in conveying atmospheric 
effects. The composer stimulates both curiosity and excitement through his use 
of rhythm. The third movement, Romanza, is the most specifically Bunyanesque, 
with the composer quoting him in the manuscript score before the music starts:

Upon that place there stood a cross 
And a little below a sepulchre… Then he said 
“He hath given me rest by his sorrow and 
Life by his death.”

These words would be set in the 1951 ‘morality’ and sung by the Pilgrim. The 
composer’s friend Michael Kennedy regarded the music as intensely personal to 
Vaughan Williams, and other critics have labelled it “the heart of the symphony”. 
It has been called both “spiritual” and “meditative”, a manifestation of Vaughan 
Williams’s deep agnosticism that seems throughout his career to propel him 
towards Christianity – why else would he have been so attracted by The Pilgrim’s 
Progress? – yet always force him to stop before reaching any acknowledgement 
that God actually existed. He seems to have thought some sort of God did, and he 
contemplates him, perhaps, in this movement.

The finale is titled Passacaglia, and after the meditation of the Romanza is an 
uplifting and soothing conclusion to a symphony that while never overtly 
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disturbing is often one that seems questioning and mildly unsettling. It ends with 
a return to serenity that confirms the overall message of the work. The D major 
Symphony in any serious recording is a blissful work, but the stunning quality 
of this premiere performance in the intense performance by the composer is 
literally unique.

The other work on this disc is also given in a remarkable performance, and 
provides further evidence of Vaughan Williams’s excellence as a conductor. Also 
from the Kenneth Leech collection, it is an enormously rare recording of him 
conducting his London Symphony, again in the Royal Albert Hall, in 1946. He 
never made a studio recording of the symphony. The work comes from another 
age, written between 1911 and 1913 when the composer was in his late 30s, 
and still basking in the success of his Sea Symphony, his first, of 1910 and the 
great acclaim given in the same year to his Tallis Fantasia. The London had its 
first performance in the Queen’s Hall, London, on 27 March 1914, but in the 
32 years before the composer conducted it in the performance on this CD it 
underwent two major revisions, one in 1920 and another in 1936, which was 
the version the composer regarded as final. The 1936 version, according to 
various timings, was between 15 and 20 minutes shorter than the 1914. After 
the Great War Vaughan Williams dedicated the symphony to his friend George 
Butterworth, killed by a sniper on the Somme in August 1916. At the start of 
the war the manuscript score of the London was lost in Germany, where it had 
been sent for engraving; Butterworth was one of those who helped reconstruct 
it from its orchestral parts, which happily had not left England.

Although the composer attributed a programme to the symphony by calling it 
“The London”, he also described it as “a symphony by a Londoner”. He had since RVW conducting the London Symphony at the Proms on 31 July, 1946 (BBC)



8 9

the turn of the century lived in Westminster and in Chelsea, and soaked up the 
Edwardian city. After the Great War – and this is to an extent reflected in the nature 
of some of his revisions, where some rather poetic music was cut out – Vaughan 
Williams’s music became more reflective and introverted, not least because of 
his experiences on the Western Front. But the London shows little of that: in the 
exuberance of its first movement the writing comes closer than anything else the 
composer ever wrote to suggesting the influence of Elgar.

London becomes evident shortly after the opening of that first movement, 
marked Allegro Risoluto, when after a stately, slow introduction the half-hour of 
the Westminster chimes is played on the harp. There is then a jolly orchestral jaunt 
through London, with echoes of a sea-shanty reflecting the docks, a quote from 
the popular song Let’s All Go Down the Strand and festive music that the composer 
described as evoking Hampstead Heath on a bank holiday: and the movement 
ends in unalloyed joy. The second movement, Lento, was according to Vaughan 
Williams an evocation of Bloomsbury Square on a November afternoon, with the 
cry of a lavender-seller written into the score.

The third movement is a Scherzo, also marked Nocturne, and the composer 
said it represented the Thames Embankment at night, with distant sounds 
of nightlife in the Strand, before the city falls asleep with a quiet, serene 
conclusion. The finale begins with a somewhat anguished cry, before a solemn, 
dignified march that reflects the pomp of the capital; and a lively Allegro takes 
us back into the first movement, and the Westminster chimes again, this time 
playing the three-quarter hour; and the final phase of the movement, marked 
Epilogue, was inspired by a passage at the end of HG Wells’s novel Tono-Bungay, 
in which the main character sails down the Thames on a Royal Navy destroyer 

at night and notes that “Light after light goes down… the river passes – London 
passes. England passes”. 

By 1946 the symphony, which was essentially nostalgic when it was conceived 
and written, would have represented a lost world for the composer, but a world 
to which he was deeply attached not least because it had shaped him as a man 
and, to start with, as a composer. As a conductor, he evokes the magic and the 
significance of that world in this historic performance of one of his greatest and 
most enduring works.

Simon Heffer © 2022

 From the beginning of the recording era there has been an interest in 
capturing performances by composers of their own works. Thus, we have 

disc recordings from the earliest years of the 20th century containing the 
piano playing of such important figures as Grieg, Debussy, Saint-Saëns, and the 
violinist Sarasate. As the primitive acoustic process developed, small orchestral 
ensembles started to feed their playing into the recording horn, and composers 
started to conduct their own works for the infant medium.

In England this process was hastened by the advent of the First World War 
and the rise of fervent nationalism. “Encourage your own” was the exhortation 
in advertisements for a 1917 set of HMV records in which Elgar, Alexander 
Mackenzie, Stanford, Frederic Cowen and Edward German conducted some 
of their own pieces. German also recorded a near-complete recording of his 
operetta, Merrie England, a suitably patriotic piece with its text slightly altered 
at one point to include a slur on enemy forces. Ethel Smyth conducted four HMV 

•
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records of excerpts from her opera, The Boatswain’s Mate. But the only recording 
of Ralph Vaughan Williams’ music of any substance was a 1917 performance 
on three Columbia discs of the song cycle On Wenlock Edge, sung by the tenor 
Gervase Elwes with the London String Quartet and Frederick B. Kiddle as pianist. 
This despite the fact that the composer, though a late developer, had by this 
time written a number of significant works, achieving great success with his 
A Sea Symphony and the Fantasia on a Theme of Thomas Tallis, both given first 
performances under his own direction.

It was not until 1923 that a recording of Vaughan Williams’s orchestral music 
was made, and this was a piecemeal offering of the first movement (heavily 
abridged) and the Scherzo of A London Symphony on two Columbia discs, 
with the recently knighted Dan Godfrey conducting the London Symphony 
Orchestra. This led to calls for the complete work to be recorded. While Elgar 
was steadily recording more and more of his music, the suggested conductors 
of a new London Symphony were not the composer but Adrian Boult and the 
young Malcolm Sargent – the latter because he had made his debut recording 
as the conductor of an abridged version of Vaughan Williams’s first opera, Hugh 
the Drover. But it was again Godfrey and the LSO who made the first complete 
recording of the London Symphony in April/May 1925, when a life-long pattern 
was set of other conductors being invited to record VW’s works rather than the 
man himself.

In fact he was already an experienced performer. As a student at Cambridge he 
directed a small choral society which met on Sundays to sing Schubert choral 
works, learning to conduct by “trying it on the dog”, as he later put it. In 1905 
he became involved in creating the Leith Hill Festival and went on to conduct 

performances at the festival over a period of 50 years. During the First World War 
he was made Musical Director of the British Expeditionary Force’s First Army in 
France. By the end of the war he had founded nine choral societies, an orchestra 
and a military band. After his return to England he conducted the Bach Choir for 
a number of years. Entirely self-taught as a conductor, he recalled that he had 
received just two important pieces of advice. One was from a violinist friend who 
taught him how to start an orchestra on an upbeat, and the other was from an 
orchestral musician who told him that if he gave his players a good strong beat 
they would do the rest.

In late 1925 Vaughan Williams conducted recordings with a pick-up orchestra of 
The Wasps Overture and his ballet Old King Cole. But sadly, the company concerned, 
Vocalion, was still using the acoustic process, and by the time of their issue the 
three discs had been rendered obsolete by the arrival of electric recordings.

In 1929 Vaughan Williams made more recordings. It seems incredible now that 
Columbia should have got the composer into its studios just to conduct three 
discs of amiable, repetitive folk-dance arrangements, but this is what happened. 
There were a few recordings of VW’s works at that time and after, including a 1936 
re-make of the London Symphony, this time conducted by Sir Henry Wood for 
Decca. But in October 1937 the mould seemed finally to be broken when the 
composer was invited to record his two-year-old Fourth Symphony for HMV 
with the BBC Symphony Orchestra. As many will know, this is a performance of 
extraordinary power and rhythmic strength.

Towards the end of his life the modest composer compared all of the then 
recorded versions of the Fourth Symphony and concluded that his own was the 
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best. Yet HMV’s Fred Gaisberg, who had recorded Caruso against his company’s 
instructions, who had master-minded all of Elgar’s recordings, and was usually 
a musician of keen perceptions, relied on the evidence of his eyes rather than 
his ears when he supervised the sessions. In his autobiography Music on Record 
(Robert Hale, London, 1946) Gaisberg wrote: “When recently he recorded his 
Fourth Symphony I noticed how gently and unobtrusively he indicated his 
wishes to the men. His movements were rather awkward and he employed a 
minimum of gesticulation. Self-effacing and silent to a degree, he had not the 
equipment for a good conductor”.

For the rest of his life Vaughan Williams diligently attended recording sessions of 
his music conducted by such well-known figures as Sir Henry Wood, Boyd Neel, 
Sir John Barbirolli and Sir Adrian Boult. But he himself made no more recordings. 
After his death a friend asked his widow Ursula why this was so. “Because nobody 
asked him”, she replied. And yet as the three published recordings and a few 
precious live documents indicate, RVW was a revelatory conductor who produced 
direct, unvarnished and highly expressive re-creations of his own music. As a 
composer-performer he took the creative process a step further than the printed 
score and presented his work in its natural medium, that of sound.

There may have been another reason apart from gentlemanly reticence that 
prevented Vaughan Williams from pressing his own claims as a conductor. 
In 1972 I had the temerity to write to Sir Adrian Boult and point out that his 
1953 Decca recording of the Fourth Symphony, attended and approved by 
the composer, was dissimilar in many ways to that of the composer, and to ask 
why this might be so. In his courteous reply Sir Adrian wrote: “I often quote the 
Fourth Symphony as an example of Vaughan Williams’s confidence in his own 

music, though he would never admit it of course himself. He had sat through 
the recording session at which I did the F minor, and although he often made 
comments about points, as they cropped up, he never told me that I was too 
slow, which he had done on other occasions about other works. So I assume that 
he liked to feel that there were a number of different lights in which his music 
could sound its best”. In a later conversation with Sir Adrian he compared RVW’s 
demeanour when attending recording sessions or concert rehearsals with that of 
his contemporary, Arnold Bax, who was less confident about his own music and 
would make frequent interruptions, to the extent that on one occasion he had 
had to be “thrown out”.

Whatever the reasons may be, it is a matter of the deepest regret that Vaughan 
Williams made so few commercial recordings.

Work began on Vaughan Williams’s Fifth Symphony in 1938. For some years he 
had been working on his opera The Pilgrim’s Progress, and had come to doubt 
his ability to finish the work. He incorporated some of the opera’s material into 
the new symphony, which he completed in 1943. He himself conducted the first 
performance at a Promenade Concert in June of that year.

Dona Nobis Pacem was first performed on 2 October 1936, with the soloists 
Renée Flynn and Roy Henderson, the Huddersfield Choral Society and the Hallé 
Orchestra conducted by Albert Coates. The recording heard here is of the first 
broadcast performance, given from a BBC studio a month later, with the same 
soloists and the BBC Chorus and Symphony Orchestra under the composer. This 
performance was recorded by the BBC and is one of the Corporation’s few pre-
war music recordings to have survived.
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The work is a five-part plea for peace. It opens with a setting of the ‘Agnus Dei’, 
and this leads into ‘Beat! Beat! Drums’, a commentary on how war overwhelms all 
normal human activity in its path. This movement and two others, ‘Reconciliation’ 
and ‘Dirge for Two Veterans’ all use words drawn from Walt Whitman’s American 
Civil War poem Drum Taps. In ‘Dirge for Two Veterans’ the chorus describes the 
funeral of a father and son to an accompaniment dominated by trumpets and 
drums, and in the finale the baritone declaims John Bright’s words concerning 
the Angel of Death, originally heard in a House of Commons debate during the 
Crimean War.

In the summer of 1952 the Henry Wood Promenade Concerts season contained 
10 works by Vaughan Williams, including the six symphonies written up to that 
time, in celebration of the composer’s forthcoming 80th birthday in October. On 
3 September Basil Cameron was the main conductor of the London Philharmonic 
Orchestra in a programme that commenced with Elgar’s Introduction and Allegro, 
followed by Rawsthorne’s Second Piano Concerto with the soloist Louis Kentner. 
The third item in a long first half was a special event; a performance of Vaughan 
Williams’s Fifth Symphony, conducted by the composer. Years later a member of 
the orchestra’s viola section recalled that even hardened players felt a particular 
magic about the occasion; while a Promenader who attended the concert recalls 
that the burly figure on the rostrum seemed to be doing very little but somehow 
inspired playing of extraordinary eloquence and commitment.

At this time Eric Spain, a talented engineer, had constructed a machine that 
could record radio performances off-air on to acetate blanks. What was unusual 
then about this machine was that it used long-playing acetates. These were very 
expensive to obtain, and so Spain only recorded special performances, sometimes 

on behalf of friends. For instance, he received two requests for recordings of the 
two broadcast Festival Hall concerts by Toscanini and the Philharmonia Orchestra 
in September and October 1952. He was only able to supply a single evening’s 
recording to each friend, one of whom was the executive producer on this disc, 
who also asked Spain to record Vaughan Williams’s Prom performance on 3 
September. The transfer of that performance on this CD is taken directly from the 
two original long-playing acetates.

That should be the end of the matter, but in a national archive there exists 
a donated recording which is said to contain the same September 1952 
performance, and copies of this have found their way into private hands. The 
sound quality of this second recording indicates a date of around the same time 
as the genuine article, but it does not contain the same performance – in fact 
it is markedly different and interpretatively quite unlike what we know about 
Vaughan Williams’ conducting style from his other recordings. Even if the origin 
of Eric Spain’s recording was unknown there could be no doubt as to which was 
the real thing. The genuine recording has extraordinary and unique qualities of 
concentration, eloquence and beauty that put the spurious version into limbo. A 
leading Vaughan Williams scholar has simply declared it to be “the best recorded 
performance of any Vaughan Williams symphony”. 

Alan Sanders © 2022

A version of these notes first appeared with SOMMCD 071, and refer to the 1952 
recording of the Fifth Symphony which required the grafting on of five bars at the 
start of the Romanza from its 1943 premiere. The version heard here has been 
newly sourced by Lani Spahr and is of a fully intact performance.
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Kenneth Leech 
Kenneth Howard Leech (1892-1995) was an engineer of distinction, serving in 
the Railway Operating Division of the Royal Engineers during the First World 
War, later joining the Westinghouse Brake and Signal Company for which he 
worked for 38 years. He found time to study composition with the composer 
Richard Walthew (1872-1951) and, although he acknowledged that “he could 
have done better”, Leech, who was devoted to the music of Elgar, composed A 
Benediction and Farewell for orchestra on the death of the composer. 

During the Second World War Leech was Chief Draughtsman for the Admiralty 
and between 1934 and 1957 he made many recordings of BBC broadcasts on 
discs variously made of aluminium, coated steel and Bakelite. To increase the 
recording time of the discs he adapted his turntable to record at 64rpm, the use 
of thorn needles and the surface of the discs covered in 3-in-1 oil reducing the 
surface noise of the discs. Inevitably, as Leech changed discs (at times remarkably 
quickly) there are gaps in the music. These do not devalue the importance of 
these recordings of a great composer conducting his own music; particularly one 
who recorded so little commercially. 

Andrew Neill © 2022

(from a longer biographical note by Dr Christopher Kent)

Engineer’s Note 
Kenneth Leech’s recording technique, as detailed by Andrew Neill, required 
putting a new blank disc on his sole recording machine every four to five 
minutes which resulted in the pauses we hear in these historic performances. 
While we can bemoan the breaks there sometimes is an unexpected benefit. 
One such is in the third movement of the London Symphony. Leech’s side 
change occurred in the repeated section of the first part of the movement, 
and after examination I discovered that this break could be filled in with 
the analogous material from the first time through this passage. Therefore, 
beginning at bar 12 on the repeat (at his side break) until six bars before D,  
I have patched in 43 seconds of material from the first time through, giving us a 
more complete and uninterrupted version of this movement.

Lani Spahr © 2022

Cuts 

SYMPHONY NO.2 (London)   
Reference: the Stainer & Bell 1920 edition 

Lento – Allegretto risoluto   
Segment 1: Beginning to Letter I, mid-bar  4:40  
Segment 2: 3 1/2 bars before Letter L to 1 bar after EE 4:47  
Segment 3: 2 1/2 bars after FF to end of mvt. 3:35 

(continued)
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Lento  
Segment 4: Beginning to 8 bars after A 1:29  
Segment 5: 12 1/2 bars after A to 10 bars after F 4:45  
Segment 6: 18 bars after F to end of mvt. 3:22 

Scherzo (Nocturne)  
Segment 7: Beginning of mvt. to 4 bars after Z 7:10 

Andante con moto  
Segment 8: Beginning to 1 1/2 bars after M 5:00  
Segment 9: 3 bars before P to end 5:13 

SYMPHONY NO.5 (1943)  
Reference: Oxford University Press 1946 edition 

Preludio (Moderato)  
Segment 1: Beginning to 5 1/2 bars after #6a 5:07  
Segment 2: 2 bars before #7 to 1 bar before #15 5:05  
Segment 3: 4 bars before #16 to end 0:52 

Scherzo (Presto misterioso)  
Beginning to 6 bars after #18 4:02   

Romanza (Lento)  
Segment 1: Beginning to 7 bars after #4 4:11  
Segment 2: 4 bars + 1 beat before #6 to end 5:13 

Passacaglia (Moderato)  
Segment 1: bar 2 to #125:08  
Segment 2: 2 bars before #14 to end 4:01   

DONA NOBIS PACEM

Lamb of God,  
who takes away the sins of the world,  
grant us peace.

Agnus Dei,  
qui tollis peccata mundi  
dona nobis pacem.

Beat! beat! drums! – blow! bugles! blow!  
Through the windows – through doors – burst like a ruthless force,  
Into the solemn church, and scatter the congregation,  
Into the school where the scholar is studying;  
Leave not the bridegroom quiet – no happiness must he have now with his bride,  
Nor the peaceful farmer any peace, ploughing his field or gathering his grain,  
So fierce you whirr and pound, you drums – so shrill you bugles blow.

Beat! beat! drums! – blow! bugles! blow!  
Over the traffic of cities – over the rumble of wheels in the streets; 
Are beds prepared for sleepers at night in the houses?   
No sleepers must sleep in those beds –  
No bargainers bargains by day – no brokers or speculators – would they continue?  
Would the talkers be talking? would the singer attempt to sing?  
Would the lawyer rise in the court to state his case before the judge?  
Then rattle quicker, heavier drums – you bugles wilder blow. 

Beat! beat! drums!6

5 Agnus Dei
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   The last sunbeam  
Lightly falls from the finish’d Sabbath,  
On the pavement here, and there beyond it is looking,  
   Down a new-made double grave.  

   Lo, the moon ascending,  
Up from the east the silvery round moon,  
Beautiful over the house-tops, ghastly, phantom moon,  
   Immense and silent moon.  

   I see a sad procession,  
And I hear the sound of coming full-key’d bugles,  
All the channels of the city streets they are flooding,  
   As with voices and with tears.  

   I hear the great drums pounding,  
And the small drums steady whirring  
And every blow of the great convulsive drums,  
   Strikes me through and through.  

   For the son is brought with the father,  
(In the foremost ranks of the fierce assault they fell,  
Two veterans son and father dropt together,  
   And the double grave awaits them.)  

Beat! beat! drums! – blow! bugles! blow!  
Make no parley – stop for no expostulation,  
Mind not the timid – mind not the weeper or prayer,  
Mind not the old man beseeching the young man,  
Let not the child’s voice be heard, nor the mother’s entreaties,  
Make even the trestles to shake the dead where they lie awaiting the hearses,  
So strong you thump O terrible drums – so loud you bugles blow. 

Walt Whitman (1819-92)

8 Dirge for two veterans

Word over all, beautiful as the sky!  
Beautiful that war, and all its deeds of carnage, must in time be utterly lost;  
That the hands of the sisters Death and Night,  
   incessantly softly wash again, and ever again, this soil’d world:  
For my enemy is dead – a man divine as myself is dead;  
I look where he lies, white-faced and still, in the coffin – I draw near;  
Bend down, and touch lightly with my lips the white face in the coffin. 

Walt Whitman

Dona nobis pacem

7 Reconciliation
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   And nearer blow the bugles,  
And the drums strike more convulsive,  
And the daylight o’er the pavement quite has faded,  
   And the strong dead-march enwraps me.  

   In the eastern sky up-buoying,  
The sorrowful vast phantom moves illumin’d,  
(‘Tis some mother’s large transparent face,  
   In heaven brighter growing.)  

   O strong dead-march you please me!   
O moon immense with your silvery face you soothe me!   
O my soldiers twain! O my veterans passing to burial!   
   What I have I also give you.  

   The moon gives you light,  
And the bugles and the drums give you music,  
And my heart, O my soldiers, my veterans,  
   My heart gives you love. 

Walt Whitman

The Angel of Death has been abroad throughout the land;   
you may almost hear the beating of his wings.   
There is no one as of old to sprinkle with blood the lintel   
and the two side-posts of our doors,  
that he may spare and pass on. 

John Bright (1811-89)

Dona nobis pacem 

We looked for peace, but no good came;   
and for a time of health, and behold trouble!   
The snorting of his horses was heard from Dan;   
the whole land trembled at the sound   
of the neighing of his strong ones;   
for they are come, and have devoured the land,   
and those that dwell therein. . . . 

The harvest is past, the summer is ended,   
and we are not saved? 

Is there no balm in Gilead?   
Is there no physician there?   
Why then is not the health of the daughter of my people recovered? 

Jeremiah 8: 15-22

9 The Angel of Death has been abroad
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And it shall come, that I will gather all nations and tongues,  
and they shall declare my glory among the nations.  
For as the new heavens, and the new earth,   
which I will make, shall remain before me,   
so shall your seed and your name remain for ever.  
Glory to God in the highest, and on earth peace,   
good-will toward men. 

Adapted from Micah 4:3, Leviticus 26:6, Psalms 85:10 and 118:19,  

Isaiah 43:9 and 66:18-22, and Luke 2:14

Dona nobis pacem

O man, greatly beloved, fear not,   
peace be unto thee, be strong, yea, be strong. 

Daniel 10:19

The glory of this latter house   
shall be greater than the former,   
and in this place will I give peace. 

Haggai 2:9

Nation shall not lift up a sword against nation,  
neither shall there be war any more.  
And none shall make them afraid,  
neither shall the sword go through the land.   
Mercy and truth are met together,   
righteousness and peace have kissed each other.  
Truth shall spring out of the earth,  
and righteousness shall look down from heaven.  
Open to me the gates of righteousness, I will go into them.  
Let all the nations be gathered together,  
and let the people be assembled;  
and let them hear, and say, it is the truth.  

bl O man, greatly beloved
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