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CHAIRMAN'S MESSAGE------- - I am writing this shortly after returning from the Delius Festival in Jacksonville.
To say merely that we had a good lime would be to understate the case
severely. The Festival itself was absolutely first-class, reflecting the greatest
credit on organisers who have every reason to be proud of what they achieved.
It was a privilege for us to participate in it, as we did when Tasmin Little gave
the Festival's concluding recital and I had the honour to deliver The Fenby
Lecture; also from the UK, through the support of the Delius Trust, the Bridge
Quartet played the String Quartet and gave the world premicre of the two
surviving movements of the 1888 Quartet.
What also impressed the English contingent - as indeed it invariably does
the visitor - was the warmth of the reception by our Jacksonville colleagues and
their friendliness and hospitality. We were by past standards an enormous
British delegation and I was proud to be able lo head up such a large number
of people, further enlarged by other Delius Society members such as Glenn
Miller from Australia and James Cox from Savannah whom we were equally
delighted to see. But Jacksonville's success was complete and it was wonderful
to be able to invite them all to the Reception which our Society gave in their
honour. The only really important person absent was Mrs Jeanne Donahoo
who, sad to say, was not well enough to attend; but l was able to speak to her
on the telephone before we left Jacksonville, finding her as gracious, and as
enthusiastic for Delius, as ever.
A fuller report appears elsewhere. This message is simply to offer our
congratulations to Frank Lieber and Jesse Wright and their committees and
supporters on a hugely successful festival, and to thank all our Jacksonville
friends on behalf of the members o{ The Delius Society of Great Britain for
making it such an enjoyable and worthwhile event lo attend.
Lyndon Jenkins
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As one of our correspondents comments in this Joumal, Delius has recently
been very well served by the BBC: 'a veritable feast' is how he expresses it.
Delius was 'Composer of the Week', in a sequence of exceptional interest,
which included the first performance anywhere of the original orchestral
version of A Poem of Ufe and tove; all this thanks to the enterprise of our
member Paul Guinery. Then came the remarkable concert at the BBC's Maida
Vale studios on 22 March, of which a report appears in these pages. Earlier
we had heard a relay from Glasgow of Scottish Opera's production of Tl1e
Magic Fountain, and more recently there was generous coverage on the Bridge
Quartet's first UK performance, in the Wigmore I Tall on 7 April, of the 1888
Quartet fragments. Too early, perhaps, lo speak of a Delius renaissance, but it
does rather appear that the climate of musical opinion may be changing in his
favour.
Our good friends in Jacksonville have just held their 39th Delius Festival,
an annual event without parallel anywhere. A record number of Society
members attended, and experienced a great musical and social success. As
our Chairman, Lyndon Jenkins, indicated in his Fenby Lecture, Delius has
never suffered eclipse; he has always been fortunate in his interpreters and in
his scholars. On the evidence of recent events, this remains true, and, whilst
complacency would be inappropriate, we can reasonably register some pride
and satisfaction.
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Yehudi Menuhin (1916-1999)
Members may wonder why, when every newspaper and periodical worldwide
has carried tributes to the late Lord Menuhin, our own Journal should feel the
need to follow suit. Well, be assured that this is no attempt at an account of
his long and distinguished career: those can all be found elsewhere.
lt is simply because of what we Delians owe to him, beginning with the fact
that he recorded both the Violin Concerto and the Double Concerto (with Paul
Tortelier), as well as the Violin Sonatas with Eric Fenby, it will be
remembered, in the latter and our Vice President Meredith Davies conducting
the Concertos. The important thing here is Lhal Menuhin lent his name and
his international prestige to these works, which should not be underestimated.
When a modern-day violin virtuoso programmed Elgar's Sonata at Symphony
f !all a while ago l took the opportunity to mention the Delius works to her.
She did not know them; but when I was able to say 'Menuhin' in response to
the question 'Who has recorded them?', it registered immediately.
Then there are some Delian coincidences that not everyone will know
about. Menuhin invited Eric Fenby to the Menuhin School, which - by the
happiest of circumstances - was where Thsmin Little was to hear more of the
name of Delius and become so taken up with his music. And Menuhin and
Fenby shared the same birthday, exactly ten years apart. I reminded him of
this when we were recording some programmes for Radio 3 to celebrate his
80th birthday. The inclusion in them of his and Eric's record of Delius's Sonata
No 2 l had already arranged but, without further prompting, Menuhin did
what I had hoped he would do: he recorded a beautiful introduction to the
music all in praise of Eric; this, when the programme was broadcast, delighted
the listener in his Scarborough home.
On a more recent note: exactly three weeks before he died we met to
discuss three concerts he was due to conduct in Birmingham at the end of
April, before each of which he and I were to introduce the music, discuss its
composers and so on. As J was leaving I told him that I was shortly bound for
Jacksonville to deliver The Fenby Lecture at the Delius Festival there, and that
Tasmin would be giving the Festival's concluding concert. He was delighted.
"What a happy conjunction," he exclaimed, ''Delius, Tasmin and Eric." And
straight away he asked me to give his greetings to the Festival, which I duly
did al a reception your Society gave for our good friends of the Delius
Association of Florida.
On the Festival's last evening, after Tasmin's wonderful recital, she and I
signed a card of greeting lo Lord Menuhin, inscribing it 'From the 39th Annual
Jacksonville Delius Festival'. That would have pleased him enormously, but alas - I fear it did not get to him in time.
Lyndon Jenkins
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The Delius Concertos - A Survey
Part 1: The Three Versions of the Piano Concerto

John White
Delius has frequently been described in the past as a 'rhapsodic' composer, a
description which is, in itself, a contradiction in terms. Although flattering, in
suggesting an uninhibited stream of inspiration, the remark also implies an
inability to organise musical thought into a coherent form. From what we
know of Delius' s methods of composition this is the opposite of the truth. I Iis
notebooks record many of these inspirational moments, after which they
were generally allowed to lie fallow, sometimes for many years. The end
result might require prolonged thought and several re-writings, and then,
when certain of what he wanted, his final process of composition could be
rapid.
The evolution of the Piano Concerto is an extreme example of this process.
The earliest attempt, first called Fantasy for Orchestra & pia110 forte, was begun
in 1897, whereas the final version was not completed until 1906. In between
came the three-movement concerto, so that it can be said that over a period of
nine years the Piano Concerto was in a constant state of revision and
rewriting. To chronicle all these changes would require a book in itself,
which, besides being tedious, would add very little to our enjoyment of the
music. What follows is an attempt to describe the differences in broad terms
only. Some musical jargon is inescapable - no-one has invented a preferable
substitution - but it has been limited to the kind usually found in concert
programme notes. If this is not of much comfort, the blame rests entirely with
the writer.
It may be thought that Delius used the word 'concerto' only because he
was describing a work for soloist, or soloists, and orchestra and that in other
respects his concertos differed from those of other composers. On the
contrary, Delius uses the conventional tripartite structure in which an
'exposition' involves the presentation of two contrasting ideas or sets of ideas,
followed by a 'development' in which these ideas are varied or interwoven,
and concluding with a 'recapitulation' or modified restatement of the
opening. To this basic shape he would add a slow movement in the middle, a
cadenza, a rounding-off coda, or a finale using new material, as required by
each individual composition.
In the case of the Fantasy, the first subject of the exposition is followed by a
series of subsidiary themes, just as in the final version of the concerto
(examples 1-4). A transition (examples 5, 6 & 7) then leads to the second
8
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subject, still much as we know it, but in the key of A flat major instead of the
familiar E flat major (example 8). This subject is quite short, as Dt>lius plunges
straight into the development, the first half of which is based on the second
subject. The second half of the development returns to the first subject and
includes what appears to be a redundant passage in which part of the
preceding material is repealed. The music now loses momentum and
becomes quieter (quoting example 7) in preparation for the slow movement
which follows without a break (example 9).
This, again, is familiar Crom the final version, but is interrupted about twothirds of the way through by commanding statements of the first subject
leading straight to the recapitulation, which is far from conventional. There is
no reprise of the second subject but instead a kind of summing-up in which
we have the first and second subjects combined, followed by two versions of
the second subject with the main theme of the slow movement in the brass!
This climactic passage is brought to a fortissimo conclusion with a grand
pause.
The soloist then has a cadenza based on an entirely new idea (example 10).
It is of considerable length and as the orchestra gradually re-enters, it echoes
the cadenza theme before quietly restating the first subject and bringing the
Fa11tasy to a peaceful conclusion.
Unfortunately, the solo part is full of troublesome figuration as an
accompaniment to the orchestra or as a decorative or colouristic device, which
would accord with the purpose of the piece as a kind of si11fo11ia co11certa11te.
The full score is complete although covered with alterations and substituted
readings: Delius was obviously dissatisfied with it as it stood. Despite this, a
soloist's copy was made and it can be assumed that it was the fantasy that
was played by Delius, with f Icnri Falke taking the solo part, at a Paris salon,
presumably in 1897.
Of this performance Sir Thomas Beecham remarked: 'Falke's share of the
performance, according to the evidence of two or three present, including
Jelka who had some knowledge of the work, appears to have been dry and
un-impassioned ... ' (1) but it must be said in poor Falke's defence that there
was not a great deal in the piano writing for him lo become impassioned
about. Delius had made alterations to the solo part for Falke's benefit but
these he now withdrew and went to consult I Iarold Bauer instead. As a
master-pianist, Bauer could hardly have been complimentary. Certainly in
the three-movement version of the Piano Concerto, the piano writing has
been transformed into a brilliant and effective vehicle for the soloist. Some
passages may remain awkward or un-idiomatic, but careful re-editing would
probably solve these problems without the need to sacrifice any notes.
It must have seemed clear to Delius that the problem with the fantasy was
the lack of relationship between the caden.ta and the remainder of the piece.
A positive solution would be to remove the cadenza and extend it to form a
10

finale. It would be a simple matter to separate the slow movement from the
rest of the composition, and he would then have all the material he needed
for a concerto in three movements.
The first movement of the new work begins, as before, with the first
subject and its subsidiary themes. The transition to the second subject was
now shorter to arrive at the conventional key of E flat and Delius extended
the second subject itself (example 11) to approximately its length in the final
version. The first half of the development could no longer concentrate on this
subject without disturbing the balance of the movement, so Delius reversed
the sequence, the first half now being based on the first subject and the rest
devoted to the second subject. All that was then necessary was to write the
conventional recapitulation in which the second subject returns in C major in
preparation for a short, triumphant coda.
In lhe fantasy, lhe slow movement had broken off suddenly, with the
commencement of the recapitulation. Now separated, it was necessary to
lengthen il with a return lo its opening, followed by a quiet conclusion.
As previously mentioned, Delius decided lo use his cadenza theme as the
first subject of his finale. Here he was faced with a difficulty. Practically the
whole of the preceding music had been in 4/4 time and some variety was
essential. The theme would not fit comfortably within a 3/4 bar but could be
expanded lo 5/4 without difficulty (except lo subsequent performers!)
(example 12). He composed a new second subject, now in 4/4 time (example
13), and retained this time signature throughout the development section.
The second subject had arrived in lhe conventional key o{ E flat and Delius
was equally conventional in the recapitulation of both subjects, after which
the music quietens in preparation for the cadenza (example 10). This is a
much finer version of the one in the J'n11tasy and just as extensive, but instead
of an eventual quiet end to the movement, there is a building of tension
towards a majestic conclusion in which the second subject of the first
movement is prominent in conjunction with the first subject of the finale.
It is this version of the concerto which was performed in Germany
between 1904 and 1906 despite anticipated problems with the passages in 5/4
time in the last movement. Julius Buths, writing to Delius on the 20 April
1906, stated: ' ... another thorough revision would be necessary ... ' (2) before
the concerto could be published: one wonders what he thought of the final
version when it did appear! Hans I Iaym conducted the first performance o{
the three-movement concerto with Buths as soloist in 1904, having earlier, in
1903, expressed his admiration for the piece in a letter to Delius: 'Must
nonetheless still just write to tell you that I am absolutely full of your Piano
Concerto. It is really a marvellous, ravishing work! Why have you held it
back from me for so long?! ... I really don't need to go into raptures to you
aboul ils many beauties, its splendid thematic work etc. etc., but l have
already written enthusiastically to Bulhs.' (translation) (3)
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Why, then, was Delius unhappy with the concerto as it stood? Evidently,
he was convinced that his decision to fashion the finale from the cadenza at
the end of the Fantasy did not produce a structurally cohesive work. Just as
the cadenza had borne no relation to the remainder of the Fantasy, so Delius
may have felt that in his new finale the references back to the first movement
were not sufficient to produce the effect of a cyclic composition. The best
solution would be to get rid of the Finale altogether and return to the original
one-movement concept and this time without any concluding cadenza.
Quite how, and why, Theodor Szant6 was asked to revise the piano writing is
unclear. Szant6 was studying with Busoni between 1898 and 1901 and it was
in 1898 that Busoni was 'exploring Delius's music thoroughly, particularly the
Piano Concerto', according to Lionel Carley (4). Busoni may have suggested
to Delius that Szant6 would be an admirable choice as collaborator, and in
doing so would have betrayed his total inability to understand Delius's music.
Nevertheless, the soloist's part was completely revised indeed, largely
rewritten - by Szant6, and Delius got what he did not want: a virtuoso
concerto.
The weighty, sometimes ostentatious piano writing demanded thorough
changes to the orchestration and Delius took the opportunity to extend the
piece formally, as he so often did when recasting his music. The basic
structure remained much as in the first two movements of the threemovement concerto, however. First and second subjects (including a
doubling of note-values in the transition) (example 6) are followed by the first
half of the development section, which is now capped by a loud statement of
the second subject, and a purely orchestral passage on the same theme
introducing a variant first found in the preceding version (example 14). The
remainder of the development joins both first and second subjects
(accompanied by rushing scales and arpeggios from the soloist, and then
what Robert Threlfall described accurately as a 'xylophone-like compound
trill' [5]) before the music calms in a lengthy preparation for the slow
movement. The rhythm of example 7 is used here to underpin this particular
transition, and elsewhere, as a unifying motif (example 15).
The slow movement is included entire, and in the conventional
recapitulation which follows, as in the previous versions, the r6les of
orchestra and soloist are reversed for much of the time until the entry of the
second subject. Suddenly, the tempo quickens and a majestic coda ensues,
based on the second subject and its variant - much as in the middle of the
development section, but here with far greater emphasis and stridency. At its
conclusion, the unaccompanied soloist plays a stratospheric version of the
first subject over enormous arpeggiated chords as if on stilts - and the
concerto ends with chromatic runs for the pianist and both trumpets
proclaiming the second subject fortissimo.
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Of Lhe Lhree versions of Lhe Piano Concerlo, Lhe Fantasy is certainly the
most original although loo experimental to form a satisfying whole, and it has
the disadvanlagc of an unrewarding piano part. The threc-movcmenl
concerlo is far more conventional - des pile the passages in 5/4 time in Lhe
finale and, as far as we know, the solo part is entirely of Delius's composition.
The pianist's role is less assertive than in the final version and in consequence
the orchestration is more restrained, with the frequent use of solo
instruments. There are also passages prophetic of Delius's more malure style,
as in Lhe second subjecl of the finale, but this only emphasises the
discrepancy between this movement and the rest of the work.
It seems a pily that Delius did not provide a quiet ending to his final
version as he had done to the Fantasy, but had he done so, Szant6 would
doubtless have washed his hands of the whole enterprise. As it was, this
indefatigable pianist continued to want to introduce further revisions even
after the first performance under IIenry Wood, at a Promenade Concert on
the 22October1907, and went so far as Lo enlist the young Hermann von
Glcnck to assist him in 'a few compositional alterations' (6). Delius's patience
in the face of all this is something to be wondered al, knowing what we do
about his personality, but eventually he refused to allow any further
tinkering, and in April 1909 the publishers were instructed to proceed with
the latest revisions.
The score finally appeared in 1914 and in a letter to Percy Grainger on the
29 April, Delius said that Szant6 had 'arranged the Klaviersatz most
beautifully and made it much more effective' (7). I lowever that may be,
Delius's style had undergone an astonishing transformation in the nine years
that separate the Fantasy from the final version. Second lhoughls may
sometimes be best, but third thoughts in this instance involved a coarsening
of the orchestration and the adoption of an inflated piano part which, in
certain places, has undoubtedly been beautified, but in others seems lo be at
variance with the spirit of the piece. If Delius did not have a very high
opinion of the concerto in later years, its chequered history must have been
responsible for this, in part at least.
In 1908, Szanl6 had prepared a 'supplement' lo lhc Piano Concerto
'indispensable for both conductor and pianists'. Whatever became of this,
one wonders? And how is it that so many excellent performances have been
given, and recordings made, without the use of this essential guide? It is very
much to be hoped that this document can be unearthed: it would doubtless
shed light on many aspects which at present only lead to puzzlement or
speculation. Certainly, it could be wished that the 'xylophone-like compound
trill' previously referred to could be left out in performance (Percy Grainger
would nol play it) as also the scales following figure 23 of the score which
DeHus rightly dismissed as 'boring & empty' (8).
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(The second part of John White's article, e ntitled 'The Double, Violin and
'Cello Concertos', will follow in the next t:dition of The Delius Society Journal
Ed.)
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SARGENT, DELIUS
ANDGREZ
Paul Chennell
The beautiful and important
exhibition of paintings by John
Singer Sargent at the Tate Gallery
(15 October 1998 to 17 January 1999)
threw interesting new light on
Sargent's links with Grez-sur-Loing.
This major exhibition of 153 pictures
dating from the 1870s to the 1920s
allowed us tu see many pictures
which arc usually inaccessible. With
exceptional loans from public and
private collections from around the
world, this was the first exhibition to Self-Portrait, 1906, by John Singer Sargent.
show the full extent of Sargent's
Re11rod11ced witIt ptr111issio11 from t/1e
Galleria c/cgh Uffizi, Florc11cc a111/ by pcr111issio11 of tire
work.
Mi,,isft•r Of fi11r Art A11d C11/t11ml Artivilil'S.
John Singer Sargent (1856-1925)
All nxilts rcsrrvcc/. No further rcprcxfoctro11 allowed.
was the quintessential late
nineteenth century American cosmopolitan. Born in Florence of American
parents, he trained in Paris and then moved to London. A friend of the great
impressionist, Claude Monet, Sargent made an important contribution to the
introduction of impressionism into England, before adopting a more 'old
masterly' style. He quickly won fame and fortune as a fashionable portrait
painter on both sides of the Atlantic and was hailed by Auguste Rodin as 'the
Van Dyck of our times'. Often seen, since his death, as a marginal figure in
the context of modern art, Sargent is now being recognized as one of the
great figures of late nineteenth and early twentieth century painting. In 1887
Henry James wrote: 'Mr Sargent simplifies, I think, but he simplifies with
style and his impression in most cases is magnificent.'
The exhibition catalogue, edited by Elaine Kilmurray and Richard
Ormond, indicates that Sargent, like many of Carolus Duran's other pupils,
visited Grez-sur-Loing on sketching trips in the 1870s, though we are not told
how many times he visited the village or how often. Grez was an attractive
village for many artists from France and elsewhere. Some whom Sargent met
or knew well are mentioned in Toru Arayashiki's essay 'Frederick Delius and
Crez-sur-Loing: Some Japanese Perspectives', which appears in Lionel
Carley's important and revelatory book Frederick Delius: Music, Art and
15

Uterature. Sargent is not mentiont>d in the cssny, which is unfortunate since
he was clearly one of the most successful of Carolus Duran's pupils.
Carolus Duran (the pseudonym of Charles· Emile-Auguste Durand [18381917]), was a fashionable portrait artist and a friend of several radical painters
including Courbct and Manet. Sargent was not only a pupil but also a friend.
The editors of the exhibition catalogue point out that his artistic education
was 'not wholly in the hands of Carolus Duran', but that 'he was brought up
in a tradition that still placed history painting and mural decoration at the
head of the hierarchy of art.' Sargent, who had first studied in Florence,
Dresden and Berlin, also had close links with Jean Charles Cazin, who is
described as occupying 'the middle ground of French art', and whom Mr
Arayashiki tells us was Arthur Heseltine's brother-in-law. Sargent was greatly
respected by his fellow students. Stanley Olson, in his biography of Sargent,
says that other students 'pointed out his superiority. They were constant in
their admiration.' Although Sargent's portrait of Carolus Duran is a homage,
and motivated by affection for its subject, the picture can also be seen as an
artistic challenge to the French master. The picture, which indicates Sargent's
artistic maturity, received an honourable mention in the 1879 Salon and
caused considerable public interest.
Another visitor to Grez, Percy
Grainger, was a friend of Sargent, to
whom he had been introduced by
Ernest Thesiger, who also
introduced him to William Gair
Rathbone (1849-1919), a banker who
was also a keen amateur musician.
Rathbone, who encouraged
Grainger's performance of new
European music, and particularly
music by Faur~, and gave him
Wagner scores, became a father
figure for Grainger. Sargent
dedicated his 1910 watercolour
'Daphne' to William Rathbone.
Grainger, for his part, dedicated
Tfandel in the Strand to Rathbone.
Rathbone was responsible for
deepening Grainger's love of Grieg's
music by giving him, in 1905, a copy
of Grieg's Norwegian Peasa11l Dances.
Portrait of Carolus Duran by John Singer
Sargent, who was interested in
Sargent
Grainger's collecting of folk songs al Rcprod11ced w1t/1 ptrm1ssw11oj tiff Strrling a11d fra11ci11e Clark
Art /11sl1l11lr, Massnrl11isl'lts, USA 1111 n,~l1ls rrsuvrtl
this time, also encouraged the
16

younger man's career by securing musical engagements for him at society
receptions and 'at homes'. As well as being a great talker, especially to his
sillers, Sargent is known lo have been very musical; indeed, Grainger
declared him to be the finest pianist he had ever heard, where Spanish music
was concerned.
In a letter of 16 August 1881 to Vernon Lee (the literary pseudonym of
Violet Paget, 1856-1935), Sargent describes Grez as a 'very nest of bohemians'.
One of Sargent's most striking portraits, painted in London in June 1881, is of
Vernon Lee. Many young artists, trained in France in the last century, packed
their materials and travelled into the countryside for sketching excursions to
translate nature on to their canvases. Sargent, though seen by some as
serious and reserved, was a
keen traveller, and soil is
not surprising that he
enjoyed trips of this kind in
France.
Sargent travelled in
Belgium and Holland with
his cousin Ralph Curtis and
with Curtis's fellow Harvard
classmate Francis Brook
Chadwick, the father-in-law

of /\Iden Brooks who was to
be Delius's neighbour in
Grcz at the beginning of the
century.
The editors inform us
that 'Wineglasses', the first
picture in the Sargent
Exhibition Catalogue, was
possibly painted in Grez,
Brittany or Nice, though
they are unable to dale it
with accuracy. They
Wineglasses (1875) by John Singer Sargent
Rrprod11cc1/ by kmd prr1111sow11 of Ilic ow11cr
describe it as composed
(private co/lrctio11). All rixllts l'l'Srrved.
around a set of repeating
right angles. The picture,
showing traditional and impressionist influences, probably dales from 1875
when Sargent was 19 years of age. It was in Carolus Duran's collection, and
was one of Sargent's key early work<>.
lt is not known if Delius knew this picture that may have been painted in
the village where he lived during the second half of his life, over twenty years
before he arrived there. We know that Delius and Sargent met at least twice,
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though not at Grez. Sargent corresponded with Delius in April and May
1899, making reference to the forthcoming all Delius concert lo be given at St.
James's I Iall. Delius sent Sargent some of his songs, and they appear to have
met in London. They met again in London during the First World War, an
occasion memorably described by Eugene Goossens in his autobiography,
Over/11re and Begi1111ers.
It is interesting to compare Delius's and Sargent's different approaches to
their creative work. Delius always seems more concerned with content, and
adapts forms to suit what he has to say, whilst Sargent approaches many of
his subjects with what appear to be clear formal ideas which link his work
with prominent artists from earlier ages, notably El Greco in a work such as
the painting 'Dr Pozzi at I Iome', and Velazquez in a picture such as 'The
Countess of Rocksavage'. On the other hand we can see Sargent's love of
colour and his response to beauty in a picture such as 'A Morning Walk', a
feast of beautiful colour, which seems closer to Delius's artistic aims musical
colour and beauty for their own sakes. Unlike Sargent, Delius never seems to
pay deliberate homage to any composer of a previous generation in any of his
major works, though it is true that he shows respect lo Grieg in 011 l leari11g
the First Cuckoo in S71ri11g. Indeed, he told Eric Fcnby: "You needn't ask me to
listen to the music of the immortals. I can't abide 'em. I finished with them
long ago".
Clearly Sargent was in no sense a member of the Delius circle, but he was
an interesting background figure, whose artistic reputation seems to be
greater now than it was earlier in this century. Ile is representative of the
breadth and variety of the group of artists who could count themselves
among the friends and acquaintances of Frederick Delius. Those who had the
good fortune to see this exhibition will have had a wonderful opportunity to
look at many pictures displaying the full range of Sargent's work, and
incidentally to be reminded again of the importance of Grez-sur-Loing to so
many artists.
Acknowledgements
I thank Christopher Webster, Ben Tufnell and Rachd Ml•rcdilh of the •fate Gallery,
London, for their help and guidance.
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THE DELIUS TRUST
Our series on the Trnst co111i1111es with a l1iographical skc lcl1 of tl1e longest-serving of
its Advisers
1

Felix Aprahamian
Felix Aprahamian was born London in 1914, and educated at Tollington
School. A self-taught musician, he has gone on to become music critic, writer,
broadcaster and lecturer. He has been contributing to the musical press since
1931, the British press since 1937 and broadcasting in both English and French
since 1942.
Between the years 1940 and 1946 he was Assistant Secretary and ConcertDirector for the London Philharmonic Orchestra. I Iis abiding love of French
music is evident, in lhal he was a co-founder and organiser of the Wigmore
I lall Concerts de Musique
Frani;aise, from 1942-64. From
1946-64, Felix was Consultant to
United Music Publishers. Il is
however, as a music critic that he
is probably best known. Most
notably he wrote for The Sunday
Times from 1948-89 and was
Music Editor of Tlte Listener 196667. lie also contributed to
Gramophone as a reviewer from
1964-75, a role he returned to
again in 1988.
As a lecturer, usually on
French music, organ music, or
lhe music of Delius, he has been
in demand: Stanford University
(in Britain) 1969-83, Morley
College 1975-82, City Library
institute 1973-88, City University
1985-86, Surrey University from
1986, to mention but a few.
Since 1988 Felix has also made
several lecture lours in the USA,
and in 1991 was Regents
Lecturer at the University of
Felix Aprahamian
California, Riverside.
(l'J1otogra1il1: llwl
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Mo.~liy)

As a writer, he has contributed numerous programme notes, frequently for
orchestral concerts such as at the Royal Festival I Iall, Glyndebourne Opera
Festival, and the City of London Festival. As a much respected authority on
organ music, he supplied most of the programme notes for the RFH
Wednesday organ recitals 1954-1990.
Publications that Felix has been editor for include: two volumes of Ernest
Newman's Essays from tire World of Music (1956), and Cssays 011 Music, a11
A11tlrology from Tire Liste11er (1967). He was also Co-Editor for Tlie Tleritage of
Music, Vo/ 4, Tlie Twe11fietl1 Century (1989). Forewords and introductions
written by him include reprints of Beecham: Frederick Delius (1975), Gcissmar:
Tlte Baton and the Jackboot (1988) and A Delius Co111pa11io11 (1976).
His link with Frederick Delius and his music goes back to 1933, when as a
young man he made a memorable visit, in early August of that year, to Crezsur-Loing to meet the aged composer. After the death of Sir Thomas Beecham
in 1961, Felix Aprahamian was one of three Advisers appointed informally to
the Delius Trust, a position confirmed in June 1964 and which he has held
ever since. On his discovery in 1963 that The Delius Society, founded a year
earlier, had a total of 99 members, Felix decided to become the lOOth. For
many years he was a Vice President of the Society, and since the death of Eric
Fenby in 1997 he has been the Society's President.
In 1995, Felix was awarded an Honorary Doctorate of Music by City
University, London, in recognition of his services to music. The following
year, 1996, he received notification from the French Ministry of Culture that
he had been appointed 'Officicr de l'Ordrc des Arts et des Lellres'.
Felix has lived in Muswell Hill, North London, nll his life, and lists
amongst his leisure interests, horticulture and, not surprisingly, bibliophily.
Jane Armour-Chelu
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DELIUS SOCIETY (MIDLANDS BRANCH) MEETINGS
3 October 1998: 'Nevermore', a film script about Delius's early life in Florida,
by George Little. A full report by Brian Radford on this talk appeared in the
Spring 1998 edition of lhc Journal (DSJ 123: pp 37-38)
21November1998: 'Old men don't always forget' by Robert Threlfall.
Robert's talk was based on the talk he gave in London on 6 March 1997, with
the addition of a second half comprising some of Delius's early pieces culled
from the Supplement to the Collected Edition. Both these items have been
reported on in the Journal, the first part in DSJ 120 (p 47) and the second part
in DSJ 72.3 (pp 39-40). There was one minor addition to the programme in
that Graham Parsons and I performed a piano duct arrangement of Delius's
Badinage which Robert had prepared specially for us. I hope we did justice lo
the work.
In view of the fact that earlier these talks have already been reported, I will
only record my grateful thanks to lhe speakers for two outstanding meetings
which were thoroughly appreciated by the audiences.
Richard Kitching

Sir Thomas Beecham delivering an oration over the grave of Frederick Delius on
Sunday 26 Mily 1935 at Limpsfield, Surrey
(l'lwto,~mp/1:

l<alpli N1cl10/s1111)
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DELIUS SOCIETY MEETING
27 October 1998, BMIC, London
'Delius in Performance and Copyright' by Robert Montgomery
At the 1962 Delius Festival in Bradford, Philip Emanuel spoke to a crowded
meeting of the Delius Trust and its annual income. Delians had until then
been no more than vaguely aware of the Trust. An idea took root that much
of its income came from cafe orchestras playing the Serenade from Hassan, or
broadcasts of the First Cuckoo, in places as far afield as Buenos Aires or Hong
Kong, all of these being monitored 24 hours a day by controlling
organisations, to ensure that the dues were collcclcd.
Robert Montgomery, currently an Adviser to the Trust and its expert on
copyright, put our ideas straight. Copyright has a long and involved history.
Fortunately a book, Delius a11d liis Publishers, is set to appear and this will be
comprehensive. For those interested in pursuing their own research, the
sequence of events has been in outline: 1709 Copyright Act, 1842 Act
(recognising Performing Rights), 1886 Berne Convention (covered most of
Europe, but not Russia or USA), 1909 Government Commission (in particular
Recording Rights), 1911 Copyright Act ('50 years after death'), 1988 Copyright
Act, 1995 EEC Directive ('70 years after death').
The Performing Right Society was launched in 1914. Delius joined in 192.0.
The PRS in its earlier years had a thankless task. Delius was not slow to
pursue his interests, small though the money must have been. In 1927 the
PRS paid Delius £21.ls.ld. for broadcasting and £1 l for royalties. What also
emerges from their correspondence is how mentally alert Delius must have
been until a few weeks before his death in 1934.
These bare bones give little impression of how amusing the lecture was.
Even more hilarious were Robert Montgomery's experiences as a musician
with the Chelsea Opera Group, what it was like to play the bass oboe and the
heckelphone, the notorious 1909 Three Choirs Festival in Hereford, and
Delius 's overweight orchestration.
The lecture was introduced by a live performance (Robert Montgomery
and Robert Threlfall) of the Intermezzo from fe11ni111ore and Gerda, in Eric
Fenby's arrangement; it concluded with 'unofficial' tapes of the Prelude to the
Idyll (Margot la Rouge) and the closing scene from Koanga.
Minuscule time remained for the vote of thanks. I was thus not able to
enlarge on modern experience in seeking to collect royalties (not for Delius).
So far from 24-hour monitoring, the authorities have a loose grip and are
unaware of much that is being performed worldwide. The finances of the
Delius Trust have been vital in keeping his music before the concert-going
and record-buying public. Not all that is due is being remitted to them.
Rodney Meadows
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DELIUS SOCIETY MEETING
26November1998, BMIC, London
'I Iistoric Delius Archive Recordings' by Paul Cuinery
There was such exciting variety in the collection of historic material which Paul
Guinery presented at this meeting Lhal one scarcely knows where to begin to
describe it all. Perhaps with the voices of Eric Fenby and Sir Thomas Beecham
is as good a place as any, since bolh were lo the fore with passages both familiar
and unfamiliar; Beecham was his inimitable self, but Paul reminded us what an
excellent vocal actor Eric was, too, with the gift to make everything he talked
about sound so interesting. The wonderfully scandalised tone of his long
drawn-out, "Oh, 110", when asked whether Delius welcomed equally all visitors
who came to see him, spoke volumes.
Other voices we listened to were those of Basil Dean, recalling his famous
first production of Hassan with Delius present, Margaret Vessey and Nora ScottTurner. Although a niece of Dclius's, Margaret Vessey's contribution was of
small value, and indeed Paul presented it as a light interlude; ostensibly about
her uncle, she practically managed to avoid mentioning him at all, instead
embarking on a highly detailed description of some of the culinary aspects of
the Grez household. Nora Scott-Turner had gone to sing some of his songs to
Delius, and her account of her visit was little-known and so all the more
interesting to us. It was a true baptism of fire, as she arrived at Grez having
prepared the wrong songs, and had to learn the desired ones alone in her hotel
room or with Eric Fenby' s assistance. At one point during the recital Delius
exploded but, soothed by Jelka's assurances afterwards, the singer was able to
view her visit as successful.
Purely musical items ranged from the first part of the Piano Concerto,
played at a Prom by Moiseiwitsch under Sir Malcolm Sargent's baton, through
the ending of Sea Drift with Rudolf Kempe and John Shirley-Quirk to a finelybalanced excerpt from the 1962 broadcast production of Fennimore and Gerda
conducted by Stanford Robinson with a passion not quite equallt!d in either of
the currently available commercial recordings. Those of us lucky enough to
have heard this recording before treasure the experience; one wonders
whether it might be possible eventually to secure its issue for a wider
audience."'
Mosl fascinating of all, perhaps, were some lengthy extracts from a 1946
radio broadcast of l lassa11, with Delius's incidental music (conducted by
Warwick Braithwaite) playing its proper part. Because the music was heard ill
situ Paul was able to demonstrate just how effective il is, something that one
can mostly otherwise only imagine; and the voices themselves, though
distinctly 'period', were a joy to hear, wafting us back in time as though on a
mabric carpet.
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This was an altogether first-class evening, extremely well thought out and
(one need hardly say) admirably presented, and it rewarded a full house in
every way. We hope that Paul will return with more of the same very soon.
Lyndon Jenkins
• Editor's note:
a recording has been available in the USA as a boxed 2 LP set (!GS 023/4)

DELIUS SOCIETY MEETING
2 February 1999, BMIC, London
An evening with Tasmin Little, in conversation with Lyndon Jenkins
Introducing the evening's programme, our Chairman pointed out that, since
Tasmin's espousal of them, there had effectively been four (as opposed to the
conventional three) Violin Sonatas by Delius. Tasmin remarked that she had
known and studied the Third Sonata since she was 13, and the Second and First
(in that order) by the time she was 21 or 22, but her full awareness of the
posthumously-published 1892 Sonata in B major was quite recent. When
contemplating a recording of the violin works, she originally planned to
include the three 'known' Sonatas plus the tegende, but then a suggestion arose
that she should play the B major Sonata also. On looking at il, she found that
much of what she had seen and experienced in Florida spoke of and explained
the work to her. When she and Piers Lane tried over the first movement, they
knew that the early work could and should be done, and, moreover, that it
would complement the other three Sonatas.
Lyndon asked whether Tasmin found the music the Third Sonata different
from the others. She replied that she did: "It's Delius, but he has grey hair";
more measured, more concise, more economical. There was, she felt, a parallel
with Debussy's late Violin Sonata.
We next listened to a recording made in 1944 by Albert Sammons, to whom
Delius had dedicated his Violin Concerto, of the Third Sonata, accompanied by
Katherine Long. He was nearly 60 when he made this recording and Tasmin
commented that, though marked by flashes of 'incredible virtuosity', it was
clearly the playing of an older man. After the first movement, Tasmin
commented on the love of the music and the commitment that were apparent.
The problem with his left hand (Sammons was soon to be forced by arthritis to
cease playing) was apparent, but there were subtleties of execution and an
abundance of confidence that marked this out as a very special performance;
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Lyndon Jenkins, Tasmin Little and Robert Threlfall after the
Society's meeting at the BM!C on 2 February 1999
!l'lwlograpli: /illy Lillie)

moreover, it was a performance not marred by any of the stylistic mannerisms
of ils era.
The technicalities mentioned by Tasmin in connection with this
performance were of great interest to the listeners. She illustrated many of her
comments by singing them, which was unexpected and delightful.
The second half of Lhe programme was devoted lo a question-and-answer
session. Topics included 'the lost child', the diaries of Alden Brooks, the
pioneering 1970s recording of the B major Sonata by David Stone and Robert
Threlfall, the reputation of Albert Sammons, Elgar's Violin Concerto, the
attitude of Eric Fenby to Delius's unpublished early works, and Hans Keller as
a teacher of music. Questions and answers flowed flowed freely and probably
could have carried on long into the night. In response to a comment about the
frequency of Delius performances, Tasmin told us that she had played the
Violin Concerto ten times, and the Double four times; out of over 610
performances in her 11 years of professional playing, 92 had contained or
featured Delius. Lyndon commented that Delius continued to be weUsupported, by Tasmin and others, both in the concert room and in the recording
studio; he was to develop this theme a month later in Florida, during the course
of his Fenby Lecture.
A vote of thanks, given by Robert Threlfall, was very warmly applauded
by the large and appreciative audience.
Roger Buckley
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DELIUS SOCIETY (WEST OF ENGLAND BRANCH)
MEETING
21 March 1999
A Recital by Christopher Redwood and Roberl Threlfall
The first meeting of the 1999 season took place on Sunday, 21 March, at
Winswood I louse, Crediton, Devon, by kind invitation of Christopher and
Dawn Redwood. Their 16th century thatched house made a perfect setting
for listening to the wonderful playing of Robert Threlfall, both as a soloist and
as accompanist to the tuneful tenor voice of our host.
The programme was a well-balanced mixture of early piano pieces and
songs by Delius, together with comparisons of settings of the same text by
Delius and other composers.
The programme started with the piano pieces Pe11sees mC/odicuscs No 2 and
Zum Carnival Polka (both dating from 1885). These were followed by what
was thought to be the first public performance of the newly-published Delius
setting of Tennyson's 'Maud' and a comparison between the settings of
Delius, Frank Bridge and AN Other (whose identity we were asked to guess)
of the last song in the cycle 'Go not, I Iappy Day' (it was in fact by Liszt, 1879).
Robert then played four of Delius's Norwegian Melodies (1887), and two
pieces from Moods, Op 73 (1905) by Grieg, and Homesick111'SS by Liszt.
The last group contained comparisons of Over tlie Mou11tai11s lligh by
Kjerulf and Delius. A piano solo, another Norwegian Melody (1887) by Delius
followed, then settings of 'The Nightingale' and 'Kleine Venevil' by Kjerulf
and by Delius, and finally 'lrmelin' set by Delius and by Nielsen.
The audience warmly applauded the performers, following which Branch
Chairman Ron Prentice thanked Robert Threlfall for making the long journey
to Devon and Christopher and Dawn Redwood for their kind hospitality.
Then followed a magnificent buffet provided by the ladies - a perfect finish to
a perfect meeting.
Ron Prentice
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CONCERT AND FESTIVAL REVIEWS--- - SYMPHONY HALL, BIRMINGHAM
Saturday 14 November 1998
Tasmin Little (violin), Lars Anders Tomter (viola)
City of Birmingham Choir and City of Birmingham Symphony Orchestra,
conducted by Chrislopher Robinson
Double Concerto (arranged for Violin and Viola by Lionel Tertis)
and Tippett's A Child of Our Time
Almost exactly twelve monlhs previously, Tasmin Little and Raphael Wallfisch
gave a magnificent performance of the Delius Double Concerto in its original
form for Violin and 'Cello (see review by Roger Buckley in DST 122 [pp 65-66)).
Al Lhal lime, U1ose of us who admire Lhis work hardly dared to hope for
another performance so soon, particularly in this version by Lionel Tertis for
Violin and Viola. The work in this form was first performed by May I Iarrison
and Lionel Tertis on 3 March 1935, and cannot have been heard often since then.
There are gains and losses in the re-arrangement for viola. In several
places the 'cello can have difficulty in projecting its sound unless (as Tasmin
and Raphael Wallfisch succeeded in doing) the parts are very carefully balanced. In the viola version, the soloists tend to be more equal partners and
the viola has less difficulty in projecting its line (for instance, on the recapitulation of the first subject at figure 30).
Against this, one misses the richness of the 'cello sound and there is less
sense of contrast between the instruments.
As Roger Buckley said in his perceptive review of the St John's, Smith
Square performance, the piece works best in a fairly small hall, and I felt that
Symphony Hall, Birmingham, was not ideal despite the excellent acoustics.
Furthermore, I had the feeling lhal Tasmin was restraining her volume in
order to allow Lars Anders Tomtcr's somewhat smaller tone to get through.
Despite this, Lhc performance was, as was to be expected, thoroughly
idiomatic and sensitive, and it was a privilege to have an opportunity to hear
this version of the work.
The second part of the concert was devoted to a fine performance of
Tippelt's A Child of Our Time in which the soloists were Julie Kennard (soprano), Jean Rigby (contralto), Adrian Thompson (tenor) and Michael George
(bass) wiU1 the City of Birmingham Choir.
Richard Kitching
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GUILDHALL SCHOOL OF MUSIC ANO DRAMA
Wednesday 2 December 1998
Helen Withers, mezzo-soprano
German Clavijo Marcus, violin
GSMD Student Conductors' Orchestra, conducted by Michael Sonnen
Delius Orchestral Songs, plus works by Rossini and Mozart
This concert was given at the Guildhall School of Music and Drama by ilc; Student
Conductors' Orchestra and two young soloists. That evening the conductor was
Michael Sonnen, a mature student, who had a firm control over the orchestra and
a sensitive ear.
Thad gone particularly to hear the songs that were to be sung by I lelcn
Withers. She had kindly written to me, following my request to the School for
details of the songs. She also wrote a little about herself, including: 'I run 22 years
old and am in my fourth year (BMus) of studying singing at the GSMD' and 'what
prompted me to perform Delius' s Songs was his atmospheric orchestral writing.'
First in the concert was Rossini's lively overture to The &rber of Seville. This
showed the fine string tone and the accuracy of all the players in the fifty-or-sostrong student orchestra. The percussion seemed rather loud in the excellent, but
small, 'Music Hall' - but then they were seated higher at the back and not in an
orchestra pill A good start.
Then the Delius Songs: 'Twilight Fancies' (from Seve11 Songs from the Norwegia11) 1
'Summer Nights', 'Wine Roses' and 'Let Springtime Come Then' (from Seve11
Da11isl1 Songs) and 'Summer Landscape'. All were sung in English.
'Twilight Fancies' had been played at our Chairman's evening recently and I
now have that recording. I had not heard the others before. Melen Wtthers's
beautiful tone and expression matched the nostalgic mood of all these songs
which were her own choice. 'Twilight Fancies' came over best and was very
moving. Perhaps the rich orchestral sounds could have been a little subdued so
that the words could have come over more clearly. The singer's sweet voice
carried commitment and her gestures throughout were gentle and appropriate.
The audience responded enthusiastically to her dedication.
The ensemble was then re-arranged as a chamber orchestra to accompany
Mozart's Violin Concerto in A (1<219). The soloist, billed in the single-sheet
programme as German Clavijo Marcus, played with great verve and confidence,
with the orchestra responding accordingly. An excellent finish to an hour of
beautiful music, devotedly performed to a totally attentive and very appreciative
audience.
After the concert l met Helen Withers briefly. She said that she Liked Delius's
music very much. I thanked her for her performance and offered the good
wishes of The Delius Society for her future.
Raymond Rogers

Tl-IE MAGIC FOUNTAIN
Scottish Opera's New Production
Theatre Royal, Glasgow
20 February, 4 & 6 March 1999
Edinburgh Festival Theatre
26 February 1999

Stephen Allen, Solano; Anne Mason, Watawa; Stafford Dean, Wapanacki;
Jonathan Veira, Tatum Iladjo; David Morrison, A Spanish Sailor
The Chorus and Orchestra of Scottish Opera, conducted by Richard
Armstrong

(Tl1e review that follows is of tlze Cdi11b11rgh 11erforma11ce)
In 1977, long before the Kiel premiere of Tlze Magic Fou11tai11, and t!ven before
the BBC Radio broadcast of that year, Robert Threlfall wrote that 'Scenes so
clearly pictured by Delius from his own memories and personal experience

Watawa (Anne Mason) discovers Solano (Stephen Allt!n)
unconscious on the Florida shore
(l'J111t11i.;rr111li· /l11/ C<1<111rr)
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deserve equally sympathetic realization on the stage' .(1) Unfortunately,
despite the considerable achievements of two staged productions, that at Kiel
and Scottish Opera's in Glasgow and Edinburgh, we have yet to see Tl1e
Magic Fountain performed as Delius intended.
For members who did not see the latest production I think some
explanation of the staging is necessary. The proscenium arch was minus
conventional 'tabs' (front-of-house curtains) and instead we were confronted
by a black front cloth. The pre-lit stage was then revealed, and removed from
view, by means of an iris/shutter effect, created with skilful co-ordinated
movement of the flying cloth and side drapes in a variety of rectangular
shapes. The first sight we had of Solano was of him silhouetted in a
'doorway' of light, which widened to a 'letter-box' in the centre of the front
cloth, revealing the accompanying sailors. The image created, far from being
that of the deck of a ship, was of a claustrophobic submarine interior. The
grey back of the 'letter-box' had what were presumably intended to be
portholes painted on it, although there was nothing realistic about the
images. This would be a good time to mention that front of house lighting
was not used in the production, and so the cast were quite often in and out of
shadow from the side and overhead lamps. How often is it written that
Delius broke all the rules in opera? Well, here we were watching a
production which in terms of lighting also broke all the normal rules.
As you would imagine, the storm when it arrived was visually far from
anything Delius had indicated in the libretto; but musically wonderful. It is
obvious that such lines as: 'The sails hang rotting on the masts, heigh-ho' and
'Yo ho! Yo ho!', needed the staging that Delius had described, or at least
something more than we were given, to be remotely acceptable. The sailors,
all in matching and equally 'distressed' white costumes, were confined by the
limits of the 'box'. It was embarrassing to see them mime hoisting sails and
pulling ropes, and was faintly suggestive of a geriatric keep-fit class doing
arm exercises. Fortunately, the music was powerful enough lo carry the scene
through.
However strange the stark grey-black images of this opening were, the
contrast when we finally arrived in Florida was breathtaking. The transition
from the cramped feel of Scene 1 to the brilliant colours and space of Scene 2
worked well. You could forgive the absence of palm trees and the wrecked
ship. In fact it illustrated the contrast the young Delius must have felt on his
arrival in Florida from Bradford in 1884. The sea was depicted by a
triangular turquoise cloth, overlaying a golden floor, and set against a cobalt
sky; all the 'solid' colours given a stunning intensity by Paul Pyant' s bold
lighting.
The colour, when we reached the Indian village of Act Two, was orangered; symbolic angular staging on the right of the stage, together with a tcpeclike triangular design to the upstage entrance, leaving us in no doubt as to
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where we were. Interestingly, Wapanacki wore a vast cloak that gave the
impression that he was a walking tepee. The rest of the tribe wore matching
costumes colour-keyed to the set. The climax, both musically and visually, the
Indian war dance, was powerfully portrayed, and although elsewhere
criticised as being irrelevant, lifted the performance as we progressed to the
next scene.
As Watawa and Solano made their way into the everglades of Scene 2, we
were again forced to recognise the difficulty of implementing Delius's stage
directions. What we had in Edinburgh was a combination of lighting effects,
in green and blue, and a set that gave the impression that the actors were in a
tunnel. Talum l ladjo, in a feathery-effect (although not feathered) costume,
struggled to appear and disappear through a diagonal opening in the set
behind him. Again the absence of front-of-house lighting meant that faces
were always indistinct, but this perhaps added to the atmosphere and
menace of the scene.
The lakeside of Act Three was created with dappled lighting patterns and
a continuation o{ the blue-green colours o{ the previous scene. The fountain
itself, although not specifically lit until later, was evident as a central diagonal
slanting gap in the set upstage - unfortunately, not a real water phenomenon
as in Kiel. The 'vapoury forms' or 'spirits', wearing blue, as they began to
'glide gracefully around the sleeping lovers who, then, become invisible',
performed what appeared to be a simplified Busby Berkeley routine that
thankfully was not too long. By now the scene was becoming gradually
enveloped in 'mist'. With stage smoke/mist effects it is often 'all or nothing';
and to begin with the effect was fine. However, when the fountain became
predominant in the final scene, the lovers were in danger of being upstaged
by the 'mist'. Viewed from the centre of the dress circle I am sure the effect
was acceptable, but sitting to the left of the auditorium some members o{ the
audience could well be forgiven for thinking, had they not been following the
plot, that Solano and Watawa were about to be consumed by fire.
The final Licbestod is a musical triumph and the minimalism of the staging
could do nothing to detract from the score. Long before Watawa had sung
'Sec how the moonbeams flood the sweet magnolia grove', I was in tears.
Slightly confusing, though, was the fact that Solano when he died was about
ten feet downstage of Watawa. Lost in the final glory of the music I could
forgive even this at the time; but on afterthought it does seem extremely sad
to think that Delius, who intended his lovers to be together in death, was
ignored on this vital point.
Jn 1898 the conductor Alfred I [ertz wrote to Delius after reading the score
of The Magic fou11tai11: 'the music is so original, & the conception of the whole
so poetic, that really my boldest expectations were exceeded'. He also went
on to state, 'if this is not staged really handsomely, then it is impossible for the
piece as a whole to produce the desired effect'.(2) The continually pervading
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question is still: how did Delius envisage the staging of the production? The
libretto, often criticised as weak and full of rhyming couplets, carries explicit
stage directions. However, they are no more complex than Wagner's. In fact,
I would venture to say that it is to Wagner's stagings, specifically of Pnrsifal,
that we should look, to perceive Delius's vision of The MaKic fou11tai11.
In August 1894 Delius, corresponding with Jutta Bell on the composition of
what was to become The Magic Fountain, wrote of his visit to Bayreuth: 'I
heard "Parsifal" twice and Tannhauser once. Parsifal is magnificent; the finest
work of Wagner. The orchestra and theatre arc perfect. I am really glad I
came here, it will no doubt be of great benefit to me' .(3) I le went on to
inform her that he was staying on to watch another nine performances at the
Festspielhaus. Wagner himself had encountered problems with the staging of
Parsi/al in 1882, specifically challenged by the transition between scenes. The
problem was solved by Carl Brandt's invention the Wa11dcldekoratio11. 'This
was a canvas back-drop, five times the width of the stage, on which (was)
painted a landscape of mountain and woodland. Attached to rollers, it was
scrolled across the stage to create the impression that Parsifal ... although
stationary, (was] ascending Monsalvat.'(4) The moving cyclorama was
successfully used by Wagner, although he did have to write an extra four
minutes of music to cover the unrolling of the canvas. This was the stage
effect seen by DeUus in that 'magnificent' Parsi/al of 1894. It is also worth
noting that whilst in Bayreuth, Delius met Hermann Levi, who had
conducted the premiere of Parsi/al for Wagner, and arranged to show him the
score of the completed opera lrmelin.
Did Delius then envisage his opera with similar staging to that used in
Bayreuth? If he did, he might well have been disappointed by the recent
production. I think the staging he may have had in mind would be too
evocative of pantomime to be acceptable to modern audiences. 1-lowever, in
spite of his detailed instructions, Delius did later admit to Jutta Bell, 'I don't
believe in realism in opera'(S) and later still, somewhat surprisingly perhaps,
he commented to Philip Heseltine that 'realism on the stage is nonsense, and
all the scenery necessary is an impressionistic painted curtain at the back,
with the fewest accessories possible. In Germany this has already been tried
with success'.(6) Is it possible then that Delius would have approved of the
recent Scottish Opera staging? And, would he have approved of the move,
costume-wise, from the 16th century to the late 19th? I would like to think
that he would have applauded the orchestra's rendition of his music.
Despite my misgivings in regard to the opening scene, in performance,
Aidan Lang's production, held together by the assured conducting of Richard
Armstrong, was a success. And it is the music that provides the continuity of
flow and glorious cohesion to make the libretto, the straightforward sets,
simple costumes, and paint box lighting all work. The decision to perform
the opera without intervals was a vital one, as to break the spell of the music
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would have been disastrous. I would now disagree with Peter Warlock's
statement in regard lo the libretto, that 'the result is a failure'.(7) As the opera
was never produced in Delius's lifetime we can only guess at changes he
might have made prior lo a first performance. For any premiered production
to go from script, through rehearsal lo performance, wilh the
author/composer in attendance, without any change, would surely be
unlikely. What, if anything, would he have altered? A predominant wish I
have is that he would have decided lo extend the final Licbcstod by at least a
few bars to prolong that rapturous musical climax.
Credit should be given to the singers, especially Stephen Allen and Anne
Mason, as the doomed lovers Solano and Watawa. At times Allen did appear
to be struggling vocally with the role, and occasionally seemed to be in need
of direction. Anne Mason had great stage presence but sometimes lacked
power and clarily of diclion. The general tendency for the singers to be
upstage did not help in this respect. There was certainly an abundance of
'magic' in the music, but sadly very little 'magic' between the two central
characters. If Scottish Opera had been able to give the production a longer
run in the season's repertoire, I am sure the artists would have gained greater
confidence in their roles and their rapport would have increased.
Congratulations are due to Scottish Opera for producing such an
informative and interesting programme that included contributions from
Lionel Carley, Jeff Driggers and Robert Threlfall, and colour preliminary
sketches of Ashley Marlin-Davis's designs: a valuable souvenir of an historic
event. It was however unfortunate that the reproduction of Cauguin's
Nevermore was printed in reverse!
One hundred years after it was written, Tlie Magic Fou11tai11 has finally
been performed in Britain, maybe not totally as Delius envisaged, but we
should still be grateful that Scottish Opera, generously sponsored by the
Delius Trust, provided for us the opportunity to see the work for the first time
in this country. We are more fortunate than its composer. Perhaps, after all,
lhe work would be better as a film or television production. But I doubt we
shall ever see 'the fireflies glimmer by hundreds in the heavy fragrant air,
flilling lo and fro'.
Jane Armour-Chelu
References:
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Flight into the unknown with the master of romance

Stephen Johnson
(This introductory article appeared in The Scotsman for Friday 19 February 1999)
You can't accuse Scottish Opera of not taking risks. This season includes a
revival of James MacMillan's controversial Ines de Castro, and a new
production of Delius's The Magic Fountain. It's unusual enough to hear
Delius' s orchestral works in concert these days, but the operas are rarer than
African while rhinos.
Among London's musical establishment it is now acceptable to admit
liking Elgar or Vaughan Williams; and even such relatively minor names as
I Iolst or Frank Bridge carry a certain amount of kudos. But Delius remains a
problem figure. Praise his works even very selectively - and you risk being
branded a hopeless romantic, a wallowing sensualist.
But when Scottish Opera's musical director, Richard Armstrong, was
looking for something to balance ln~s de Castro and Strauss's Der Roscnkavalier
this year he heard about a production of The Magic Fountain in Kiel. The
German audiences - and even the German critics - loved it. Perhaps they
had noticed that Delius was of German extraction, that he had studied in
Germany, that his first major works were published by German companies.
Or maybe they warmed to the mixture of a sophisticated, original postWagnerian style with a modern subject - the confrontation of White
European Imperialism and native American culture. An American Indian
princess nearly manages to kill a Spanish Conquistador, but then (in true
Wagnerian style), love conquers and they agree to die together. As someone
who is prepared to admit that Delius had his truly great moments, I cannot
help noticing that they tend almost invariably lo be moments of stiJlness: rapt
contemplation, or something closer to post-coital tristcssc. None of this
implies a great dramatic talent. Armstrong tends to agree but he thinks that
in the case of The Magic Fountain, that may not be a problem. "It isn't a great
dramatic work. It's something different from that. In a way it's more like a
tone poem with staging. But it has got an interesting, rather obsessive line to
it that really holds me. I don't think the tension drops. The music is glorious.
And it's very compact - three acts in about an hour and a half. We're doing it
without an interval. That seems to be the best way to perform it."
What about the alleged 'Englishness' of Delius? Listening lo the Mass of
Ufe recently I caught myself wondering if there was anything specifically
English about it at all. "Delius's background was deeply German," says
Armstrong. "He didn't even have good English you can see that from his
stage directions. When I conducted Mass of Ufc I realised I shouldn't be doing
it like Elgar or Vaughan Williams, I should be conducting it like Richard
Strauss. Once I'd got that, everything fell into place. It's similar with Tlze
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Magic J'ow1tai11. There's something close lo J>arsifal here - and also it can be
very French."
Parsifal is Wagner's most mystical opera. At its heart is the image of the
l loly Crail, depicted in music whose transcendental radiance often appeals to
listeners who have problems with Wagner's other operas. One docs not
think of Delius as a mystical composer, but does the connection in Tiu: MaKic
l'ou11tai11 go deeper than musical harmonics or colours?
"There is a quest here, for a kind of grail," Armstrong acknowledges.
"Delius lived in Florida before writing this piece. And it now turns out that
he may have fathered a child there, presumably with a Negro woman or an
Indian. I le went back to Florida later, and it wouldn't surprise me if there
was a personal reason. There is something deeply personal about the music
in TllC' Magic Fou11lai111 and about his involvement with these two lovers from
such conflicting cultures. I can't put it any more specifically than that but
il's lhere."

Stephen Johnson's review of the production also appeared in Tire Scotsman in
February 1999:
The score of Delius's Tire Magic Fou11tai11 is full of wonderful music. That's not
the issue. The big question is, does it work as an opera? On the evidence of
Scottish Opera's new production, the answer is an emphatic no. The libretto
is insipid at best, risible at worst. The characters arc thinly drawn.
Of course, great music can save the limpest texts, and in places Delius's
score is so seductive lhal il's possible to forget the action and relax into the
sounds like a deliciously scented warm bath. Conductor Richard Armstrong
and the Scottish Opera Orchestra were very persuasive. So too was Jonathan
Veira as the Indian seer Talum Hadjo. Anne Mason (Watawa) and Stephen
Allen (Solano), rose to the occasion in the Act Three love duet. But
confronted with any real drama, Delius - literally as well as figuratively loses the plot. The storm in Act One is feeble, while Watawa's death is
registered with a shock-horror discord and cymbal clash - a blast of stale
Victorian melodrama in the midst of so much beauty. Unforgivable.
Director Aidan Lang makes a bold attempt to rescue The Magic Fountain as
opera. Nol for him Delius's languorous post-Wagnerian impressionism: U1e
sets are full of geometric shapes and strong, unmodulated colours a triangle
of vivid blue for Lhe sea; angled, sky-scraper-like blocks for Lhe fountain; Lhe
curtain opening in rectangular windows to focus sharply on a character or
detail. All it achieves is to underline the gulf between the music and the
action.
Perhaps if il had been better acted or choreographed il might jusl have
worked. As it was, there were moments when I felt like burying my head
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between my knees in embarrassment. The sailors Cllmp work-oul before the
storm made worse by the cramped set lingers hideously in the memory.
So too docs the dance of the Invisible Spirits of the Fountain like somelhing
from a girls high school end-of-term concert. If only they'd stayed invisible.
Mind you, what else could the choreographer so with the limp little pop-tune
Delius provides for them? Th1:n there was Anne Mason's strange, hunched
slow-walk across the stage - reminiscent of the famous music-hall sand dance
routine. Even deeply flawed operas deserve better than this.
(Reproduced by permission of Thr Scotsman)

The Magic Fountain
Michael Tanner
The Spectator, Saturday February 27 1999

If Britten was born a man of the theatre, Delius was a born anti-dramatist
who nonetheless couldn't keep away from opera, mainly because of his
worship of Wagner. The Magic Fo1111tai111 his second opera, has never been
staged in Great Britain before, and received its first musical performance on
the Third Programme in 1977.
Richard Armstrong is no Delian, and has otherwise only conducted A Mass
of Life. I le finds the Lhemc of Lhis opera, the necessity of gaining wisdom
from experience rather than finding a short cut lo it in the form of a potion or
drug, highly sympathetic, and the music, though 'fumbling', engaging
because il so faithfully enacts Delius's efforts to gain the mastery of his
material that he craved. I le had clearly already found his own idiom, as one
hears from the opening bars. Since they are expressive or depictive of a ship
becalmed in lropical waters, that idiom is perfectly suited to the situation, but
alas it raises hopes that arc not to be fulfilled. Take any slice of this opera, say
of ten minutes, and you will almost certainly hear something beautiful,
languorous, with exquisite orchestration. (There is a brief and fairly
convincing storm when the boat finally moves again.) Delius makes no
attempt to vary the pace, or really to vary anything much. It was right of
Armstrong to play it straight through, at about 100 minutes, but it still makes
a long haul.
Scenery and production are lively and colourful. Unfortunately the
possible redeeming factor, a tenor as fine as John Mitchinson was for the BBC,
was not forthcoming, and though his embarrassingly bad opening scene, off.
pitch and under-powered, was to some extent offset by the rest of his
performance, he failed to carry conviction as a man obsessed. Anne Mason,
the young native girl who falls in love with him despite herself, and leads him
36

to a joint watery Ucbestod (a Dclian speciality), is fervent in a generalised way,
not easy to discriminate in ecstasy, fury or pain. Stafford Dean makes a
sturdy Indian chief not often seen these days and the Seer is Jonathan
Veira, perhaps too conscious of the hokum he's in. A collector's item, which I
don' l expect there will be many further chances lo collect.
(Reproduced courtesy of The Spectator)

Could this be a neglected masterpiece? Well...
Nick Kimberley

The Observer, Sunday February 28 1999
What we love well remains wilh us; U1al's one view of operatic history. But U1e
discovery of a neglected masterpiece never goes amiss. lt would be good to report
that Scottish Opera has done the repertoire a favour with the British premicre of
Dclius's The Magic Fou11tni11. I fear, though, that this is one rarity destined to return to
the shelf. That isn't to say the exercise is a waste of time, nor U1at U1e opera lacks
redeeming features; but a repertoire piece? Probably not.
Delius wrote it in 1895, the BBC premiered it in concert in 1977, in KieJ•. The plot
is one of U1ose that, in summary, convinces sceptics that opera is fancy-dress Losh:
Solano, a conquistador searching for the Fountain of Eternal Youth, is shipwrecked
on Florida. Watawa, a comely native, finds him washed up on the beach. After
vowing to kill the white man, she falls in love with him at the Magic Fountain, which
far from containing the elixir of life, actually runs wiU1 poison. Watawa plunges in,
Solano follows. Singing what sounds like a spiritual, U1ey unite in deathly ecstasy.
No more far-fetched, then, than Wagnci; whose morbid view of love it shares.
One point in its favour is its unWagnerian brevity, and Scottish Opera wisely plays it
without a break. Equally sensible is designer Ashley Martin-Davis's decision to
dispense wiU1 pictorial detail, and his sets, well lit by Paul Pyant, give not a glimpse of
seventeenth-century Florida (the costumes, though arc rather close to Pocahontas).
Unfortunately, Aidan Lang's staging feels as if it hasn't quite escaped the rehearsal
room, and the singers, like Delius' s music, too often seem to be chasing rather than
creating the drama. Nevertheless they sing it as if it's a masterpiece, and Stephen
Allen's Solano in particular is a heroic creation, the voice dean and mostly true. He
gets U1e text across loo, which Anne Mason (Watawa) manages less well, though she
sings with fervent passion. One from the heart, then, if not from the top drawer.
The Observer © (Reprinted wit11 per111issio11)
..Edilor's not!:!: Mr Kirnbt:!rlt!y ht!rt! confust!s tht! BBC's radio production of 1977 with
the Kiel Opera production of 1997.
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A tragically neglected Englishman
Michael Kennedy
Tlic Sunday Tclcgrapli, Sunday 28 February 1999

Of the big names in English music from the beginning of this century, that of
Frederick Delius is today perhaps the most neglected. Not that he reaJJy
counts as an English composer despite having been born in Bradford (and
supporting Yorkshire county cricket dub). Son of a German emigrc wool
merchant, he spent most of his life in Florida, Norway, Germany and finally
France, where he Jived for more than 35 years until his death in 1934.
Between 1900 and 1914 his music was better known in Europe than
Elgar's. I le was admired by Mahler, Strauss, Grieg, Bart6k and others. Most
of his important work.<; were first performed not under his English champion
Sir Thomas Beecham, as is mistakenly thought by many, but under German
conductors. I-Jis Mass of I.ife is, in my opinion, a better work than Mahler's
Eighth Symphony and it is as far as you can get from 'the English choral
tradition'.
Like Elgar's, his music was a victim of the increasing xenophobia that
affected programme-planning in Europe, Britain and America after 1919 and
of his own paralysis through syphilis, until Eric Fenby, as amanuensis,
miraculously enabled him to have an Indian summer from 1929.
I fear that a whole generation of concert-goers now exists which has had
to work hard to find live performances of Delius. Even the First Cuckoo is a
rare visitant. Ilow often so we hear the poignant Sea-Drift for baritone,
chorus and orchestra, one of the finest of all Whitman settings, or the magical
Song of the High Hills, or the wonderful tone-poem Pr:iris and its pastoral
counterpart, In a Sw11111er Garden, or the four concertos, or even Brigg fair?
They are now rarities, occasionally broadcast, treasured by record-collectors
who can hear them at home.
I le wrote six operas, of which A Village Romeo a11d Juliet is the best and best
known and was well staged some years ago by Opera North. The last,
Fc1111imorc and Gerda, was performed at the Coliseum in 1990 but is
remembered, alas, not for its music but for one of ENO's most hilariously
awful productions (who can forget Sally Burgess climbing into a grand
piano?)
I low welcome, then, lhat Scottish Opera, supported by the Delius Trust,
should give a sensible British stage premiere at the Theatre Royal, Glasgow, lo
Delius's second opera, Tl1e Magic Fou11lai11, composed 1894-5.
It is the talc of a sea-captain, Solano, wrecked off Florida in search of gold
and of the Fountain of Eternal Youth. I le is taken by Watawa, a Seminole
Indian girl who hates white men because they have killed all her family, to a
seer in the Everglades. He suggests that she should lead Solano lo the
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fountain (a sacred spring) because its waters mean death. Watawa plans to
kill Solano with her knife, but when they reach the fountain she realises she
loves him. She runs exultantly into the waters to die, and he follows her.
Eternal youth means death.
Clearly, as in Village Romeo, in which the young lovers drown themselves,
Delius was influenced musically and dramatically by both Tristan und Isolde
and Parsifal and the search for fulfilment and redemption. Weak as the plot of
Tl1e Magic Fountain may be, the score is rich in languorous melody and in
orchestral colouring of golden and purple hues.
Solano and Watawa have gorgeous arias and a glowing final Liebestod duet,
while the choral writing for
Solano's ill-fated crew (they all
drown) and the female spirits of
the fountain is masterly.
Richard Armstrong believes in
this opera and conducted it
with passionate devotion,
drawing succulent playing from
his orchestra. It lasts barely 100
minutes and wisely it was
performed without a break.
Delius wrote Tristan-andIsolde roles for his lovers, and
neither Stephen Allen nor Anne
Mason could muster all the
vocal strength required, but
U1ey coped valianlly, although
the personable tenor tended to
shout when his music was
fort issi1110. Stafford Dean and
Jonathan Veira were excellent as
the Indian chief and the seer.
Aidan Lang's production
was admirably straight-forward
and the fiercely coloured sets
by Ashley Martin-Davis exactly
matched the exotic unreality of
the opera itself. The audience's
response was warm and
enthusiastic. Perhaps we can
hope for a Delius revival.
Solano (Stephen Allen) follows Watawa
(© Telegraph Group Limiled,
London, 1999)

(Anne Mason) into the region of lhc Magic
Fountain
(l'lwtoirra11li: /Jill Cooper)
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THE DELIUS ASSOCIATION OF FLORIDA
39th ANNUAL DELIUS FESTIVAL
Jacksonville, Florida
Thursday 4 to Saturday 6 March 1999

A record number of overseas visitors - well over twenty, the majority from
this country - made the journey to Jacksonville to attend this year's Delius
Association of Florida Annual Festival. They were rewarded by an
outstanding programme and legendary American hospitality: an
unforgettable combination.

Thursday 4 March
The weather was bright, clear and cool as about eighty of the Festival's
registrants gathered in the Gooding Auditorium on the pleasant wooded
campus of JacksonvilJe University ('JU') on the first day of the Festival. The
introduction was by the Festival's Program Chairman, Jesse G ('Jay') Wright,
who is also the Vice President of the Association, and in everyday life
Associate Vice President for Academic Affairs at JU. He invited opening
remarks from Donald T Netter, Dean of the College of Fine Arts, JU, and
Franklin L (Frank) Lieber, President of the Association. The documentary
video film Discoveri118 Delius was then shown. This film, made seven years
ago for the Delius Trust by Landseer Film and Television Productions, Ltd, of
London, has had showings in various parts of the world, but has yet to be
seen on British television or to be marketed for general sale. The copy that
we saw had necessarily undergone transcription from European to American
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standard, with inevitable slight loss in
quality, which seemed particularly to
affect the soundtrack. lls stimulating
and enjoyable qualities were
appreciated, nonetheless. Contributors
of ideas, opinions and information
included Eric Fenby (in his last media
appearance), Tasmin Lillie, Robert
Threlfall, Felix Aprahamian, Thomas
l lampson (who also appeared as The
Dark Fiddler in a brief extract from the
video film of A Village Romeo and Juliet),
and the composer Anthony Payne, who
subsequently came to greater public
A special brand of elegance
prominence through his completion of
(Plwtogra1ili: Bill rarly)
Elgar's Third Symphony.
Lyndon Jenkins then took to the
podium to introduce the world premiere performance of Delius's last
unheard orchestral work, A Poem of Life and Love. This BBC recording, in
which Vernon Handley conducted the BBC Concert Orchestra, was made for
the 'Composer of the Weck' series (8 to 12 March) at the instigation of our
member Paul Guinery, who compiled and introduced the series. Through the
good offices of the BBC, the Jacksonville audience heard the recording five
days before the official prcmicrc on Radio 3 on Tuesday 9 March. I Ieard, and
yet did not really hear: for the sound was poor. It was puzzling that a
modern lecture theatre did not appear to possess the means adequately to
reproduce an ordinary tape cassette.
Luncheon followed in the foyer of the Terry Concert I Jail. The ladies of
the Association contributed their special brand of elegance to the occasion; in
particular, one of the hats that appeared was the object of much admiration.
Afterwards, we were free to tour the Delius plantation house in its new
location. Now higher on the campus, and among trees, it is once again within
view of the St Johns River. The sloping nature of the terrain has however
required the house to be perched on brick pillars that cannot be regarded as
representative of its original location. But it should be recalled that the fabric
of the house itself is, in any case, no more than an estimated 30% of the
original. Before it was moved to Jacksonville following its purchase in 1943,
severe damage had been done to the building, by vandals and by the
ordinary processes of deterioration - which arc rapid in the sub-tropical
climate of the region. Such was recorded in the account left to us by Mrs
Martha Richmond, whose unstinting efforts saved the house from total
destruction. Admirable plans now exist for further restoration, which include
reconstruction of the original detached kitchen section.
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The Delius house in its new location
(Pl1otograpli: Brin11 Radford)

Some of the visitors toured the nearby JU Library, which holds many

valuable items of Delian interest.
At 3pm the Festival programme continued with the Delius Composition
Award Concert, held in the Terry Concert Hall. The competition was judged
during the performances by a learn o{ judges which included our member,
composer Tony Noakes. A wide variety of compositions was heard.
A two-movement
brass quintet by Josh
Deutsch opened the
proceedings. We then heard
a piano composition,
OfJ/JOSed Directions, by
I Iyekyung Lee: though
modern in expressive mode,
il had a recognisable
structure and at times a debt
to Ravel was apparent.
The seven humorous
poems of l lal Sirowitz, set
by Alla Borzova, appeared
on the page as prose laid out
to look like poetry. All
Chairman Lyndon Jenkins 'signs in' at the
Delius House

(Plwtogrn1ih· Brim• Ratlfvrtl)
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credit to Ms Borzova, then, that she contrived to invest them with a poetic
quality in her ingenious sellings (under the overall title Mother Said) for voice
both speech and song and chamber ensemble. We heard some highly
accomplished pastiche writing, after the model of Walton's Faqade: a 'typical'
Jewish melody, a Charleston, a 'take-away Chinese' interlude, and zoo noises,
for example; only in the final setting did it seem that we rrtight be hearing the
composer's individual voice.
Alex Shapiro's Trio for Clarinet, Violin and Piano followed, making a good
effect in the last two of its three movements. It was the first movement of Jeff
Manookian's Sonata for Flute and Piano that impressed, with interesting
harmonic language couched in four-square rhythms. The Lullaby for
Saxophone and Piano of Dwight Thomas, a slow jazz number, was much
enjoyed by the audience. The final item was a String Quartet Movement by
Grant Sutton which, in common with the whole programme, was very well
played.
While the judges considered their decision, Professor William McNeiland
conducted his attractive new arrangement o{ the young Dclius's Zu111 Carnival
Po/kn. In introduction he explained that the scoring was deliberately 'elastic',
making it suitable for student or amateur groups; and that he intended to
arrange other Delius works in this manner.
And the result? Dwight Thomas, composer of the saxophone Lullaby, won
the Delius Scholarship Award. The winner of the Delius Composition Award
was Alla Borzova, of whom we shall undoubtedly hear much more.
In the evening, The Delius Society hosted a lively party (arranged by Derck
Cox) at the Ramada Inn. It was a privilege to reciprocate some of the
hospitalitY. that we had received.

Guests al The Delius Society's party. (Left to right) David Duke, Jeff Driggers,
Tasmin Little, Frank Lieber, Fran Kinne, Lyndon Jenkins (host) (Plwtosraph: Bria11 Radford)
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Kaye Barker, second violinist of the Bridge String Quartet, in discussion with I knry
Cornely, formerly principal 'cellist of the Jacksonville Symphony Orchestra
(l'lrologra11l1: 1Jrin11 Rndford)

Friday 5 March
Friday is traditionally the Festival's day to visit the Friday Musicale, the
musical group that was founded in Jacksonville in 1890 (that is, after Dclius's
first sojourn in Florida, and before his second). The Annual Festival itself
sprang from Delius-orientated activities of the Friday Musicale. The famous
auditorium, once the gymnasium of a school, was destroyed by fire in 1995,
and was recently rebuilt. Subtle changes have been made, but the look and
feeling of the building are reassuringly familiar.

The new Friday Musicale building
(Plrotown11l1: Roger Buckley)
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The morning's programme featured the Bridge Quartet, a group that
originally met at the Royal Northern College of Music in Manchester and
have been playing together for nine years. They have specialised in British
music, and the four quartets of Frank Bridge are in their repertoire. Their
programme began with an early quartet of Schubert (in E flat, D87), written
when he was sixteen. Its debt to similar works by Mozart and Haydn is
obvious, and on the whole it could be said that the piece no more than hints
at the profundities to come. The sound produced by the players established
that the acoustic of the new building, the simplicity of the auditorium and the
predominance of wooden surfaces notwithstanding, is by no means overbright.
Next we heard a world premiere: the last two movements, Adagio con molto
espressione and Agitato Allegro, almost all that survives of Delius's early String
Quartet, written al Ville d' Avray in 1888. We arc once again in the debl of
Robert Threlfall and the Delius Trust for making these early fragments
available for performance. It was an interesting and rewarding experience.
From the very beginning of the Adagio Delius pays homage to his friend
Grieg, whom he had so recently met in Leipzig. The lilting second subject,
with its chromatic decorations, contributes to a mood of beautiful melancholy;
the movement ends in a tierce de Picardie. The first theme of the Allegro is
slightly fussy. A jaunty rhythmic device, heard at the outset, becomes more
dominant; trills raise the tension, but the movement ends rather
.inconsequently.
The first notes of the first movement of the 1916 String Quartet establish
the individual voice of a mature composer who had thoroughly assimilated
his influences. Compared with the early essay, a greater purity of line and
much more assured string writing are immediately apparent. The correct
mood having been established, the Bridge Quartet went on to give us an ideal
scherzo tempo for the second movement. The marking 'slow and wistfully'
of the third movement, known as Late Swallows, was also observed, but the
'sweet magnolia grove' theme (if it may be so called) was slightly rushed.
Those of us who were fortunate enough to attend one of the recent
performances of TIU' Magic Fountain in Scottish Opera's production will have
been reminded that this lovely theme assumes a great significance at the
denouement of the last Act, being sung by the dying Watawa and then by
Solano, who has also drunk from the treacherous fountain. The last
movement, by common consent the least satisfactory of the four, is difficult to
bring off, and its marking 'very quick and vigorously' must be observed. The
standing ovation that the Bridge Quartet received was an indication of their
success in pleasing the Friday Musicale audience.
There were no further Festival events scheduled for the day, but in the
evening some of the visitors were generously entertained Lo a performance by
the Jacksonville Symphony Orchestra in their new venue, the Robert E Jacoby
45

Symphony Hall. A popular programme with an Irish theme was on offer, but
what interested most of lhe guests was the chance to hear the splendid JSO
and to sample the acoustics of the new hall. Both were very impressive. (We
look forward with much pleasurable anticipation to next year's 40th
anniversary Festival, which we understand may include a symphonic
performance.)

The view from lhc Yacht Club
(P/wtogra1J/1 Rt>JW R11rkley)

Saturday 6 March

The final morning of the Festival saw the registrants gather at the
prestigious Florida Yacht Club in the Venetia region of the city. The weather
was perfect and the view from the lecture room (laid out with tables for the
luncheon that was to follow) was quite breathtaking. Frank Lieber opened
the proceedings by introducing the Fenby Lecturer, our Chairman Lyndon
Jenkins, whose title was 'Delius - an End of Century Perspective'. Lyndon's
theme was that Delius's music has been, and remains, well served by
publications, performances, and recordings; there has never been an 'eclipse'.
Compared to the British symphonists (who arc, it was claimed, represented in
the international arena by just six out of more than eighty symphonies) he
has survived triumphantly well. Lyndon was careful to introduce his remarks
with a brief but comprehensive summary of Delius's life, usefully dividing the
creative output into four 'periods': up to 1900, 1900-1914, 1915-1923 and 1924
onwards. The approach was successful and the audience was unanimous in
its appreciation of Lyndon's Fenby Lecture and of his seasoned approach Lo
the diverse questions that followed it. Lunch was then served, during which
a number of those present began to consider the optional 40-mile journey to
Solano Grove, which followed.
Twenty or so made the trip. Those for whom it was not the first time were
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Lyndon Jenkins preparing to deliver the Fenby Lecture (with Margaret Fleet)
(Plwtogra11li: Roger Htu:kley)

agreeably surprised by the greatly improved condition of the road leading to
the Grove from State Road 13, which had recently been 'graded'. The grove
itself had received one of its occasional clearances by JU staff and all was
suitably clean and tidy for those
visitors who were dressed in city
clothes. The gianl live oak, once
sentinel of the clearing in which the
plantation house stood, was toppled
by a hurricane 35 years ago; such was
its bulk that a large part of it remains,
partly hidden and still presenting
some resistance to the forces of
decay. We may reasonably surmise
that Delius spent many hours
enjoying lhe shade of this fine tree,
especially in the hot and humid
summer months of 1884.
The last musical event of the
Festival followed in the evening,
when Tasmin Little and John
Lenehan gave a public recital in JU's
Terry Concert Hall. The evening got
off to a fine, vigorous start with
Brahms's C minor Scherzo. Then
Tasmin introduced the Violin Sonata
No 2 of Delius. Her performance
The visit to Solano Grove
(Plrolograpl1 · Uria11 Kadfan/)
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with John Lenehan was first-rate; no-one present could have been left in any
doubt of Delius's serious espousal of this musical form, to which he turned
four times in his creative life.
Next came something of a revelation, so far as this reviewer was
concerned. Tasmin performed Bach's first Sonata (in G minor) for
unaccompanied violin. Here was the essence of music, flawlessly played, and
expressing that rare but seemingly effortless fusion of emotion and intellect
that characterises Bach at his very best.
Continuing to dazzle us with her adaptability, Tasmin, joined again by
John Lenehan, next played the Roumanian Dances of Bart6k. The 'harmonics
variation' can only rarely have been played with such control. Then on to
one of Ravel's earliest works, the Piece en forme de l1abaliera, in its arrangement
for violin and piano: a delight.
The final item was Delius's posthumously published Sonata in B major for
Violin and Piano. First recorded in 1975 by David Stone and Robert Threlfall,
it is a piece that Tasmin has of late made her own with her tireless
championship of it in recitals throughout the UK. It was another fine
performance, with one of Delius's beloved negro melodics positively
luminous in the slow movement. The pianist's part in this work is vast; John
Lenehan rose splendidly to the task, despite an instrument (albeit a Steinway)
that did not do him justice.
After such a consummate display, we should have been content; but it is
human nature always to want more of good things. Tasmin obliged us with
two encores: Manuel de Ponce's Estrellita, which was utterly delightful, and
Cyril Scott's charming but rarely performed 1,ul/aby.
So ended the 39th Annual Delius Festival of the Delius Association of Florida.
It had been a triumphant success.
Roger Buckley

Tasmin Little and John Lenehan on stage at the Terry Concert Hall, JU
(Phologra11l1 R~in11 Rndfim1)
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'Performance on 3': BBC Radio 3, Monday 22 March 1999 a live broadcast from Studio One, Maida Vale
BBC Symphony Orchestra, Andrew Davis (conductor and piano
accompanist), Lisa Milne (soprano), Ashley Holland (baritone)
Dance Rhapsody No 1, Prelude and Idyll, Four Old English Lyrics,
North Country Sketches
In March this year we had a veritable feast of Delius broadcasts. First, Paul
Guinery presented a fascinating juxtaposition of works when Delius was 'This
Week's Composer' and later in the month we were treated to an all-Delius
broadcast of four rarely-performed works, played by the BBC Symphony
Orchestra, conducted by Andrew Davis. This was a live broadcast before a
studio audience and many members endured the obligatory hour-long wait
outside the studios at Maida Vale to be present at this very special event.
These works are so rarely performed that it is difficult to be objective
about the performances but in general we were treated to fine and sensitive
interpretations - definitely worth queuing for, in any weather! The evening
began with the first Dance Rhapsody and it was a delight to hear Delius's
imaginative use of the orchestra and seemingly endless capacity for harmonic
varialions on what is admittedly rather a trite theme! Only the tumultuous
coda was rather disappointing, with brass harmony initially overpowering
the string tune and creating a brief cacophonous shambles (but I have noticed
this before and suspect that it may be due to inappropriate dynamic
markings). Next, we had a fine and lyrical performance of the Prelude & Idyll,
beautifully sung by Lisa Milne and Ashley I lolland. Delius and Fenby were
surely right to abstract the wonderful love-duet music from Margot la Rouge to
create the Idyll, as so much of Margot is marred by melodrama - essential to
the plot but whose musical depiction was not Delius's strong point. The Idyll
is a perfectly constructed example of music from Delius's early maturity, so
why is it so seldom included in concert programmes?
The interval talk by Lyndon Jenkins reminded us that Delius is the true
cosmopolitan in music, absorbing influences and drawing inspiration from
many places. One of these was his native Yorkshire, for which he retained a
life-long affection, but it would be quite wrong to label him as just a composer
of English pastoral miniatures (as still happens in programme notes!) And as
if to prove the point, the second half opened with the Four Old English Lyrics
sung by Ashley I lolland and accompanied at the piano by Andrew Davis.
I Jere we have the most English of poems set to very un-English music,
especially in the first song: 'It was a lover and his lass'. No modal Englishry
here - Shakespeare's 'Hey nanny no' is accompanied by music so chromatic
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that it borders on atonality! Ashley Jlolland coped admirably with Dclius's
fiendishly difficult vocal lines and Andrew Davis proved to be a sensitive
accompanist. I-le dealt expertly with a fumble from his page turner which
hopefully passed unnoticed on the broadcast!
But for me the high point of the evening was the magnificent performance
of Nortll Cou11try Sketcl1es which concluded the broadcast. This is surely one of
Delius's greatest orchestral works: in no other is his handling of the orchestra
so expressive, so subtle and so assured, from the divided strings in A11tu11111
through to the wonderful pointillist effects in the Marcli of Spri11g. His
innovative and original compositional technique never once lets him down,
producing an inspired work of perfect construction. The constant neglect of
North Coimtry Skctcltes has Jong been a complete mystery to me but perhaps a
clue can be found from an experience with my local amateur orchestra. They
programmed the work six years ago but withdrew it before rehearsals even
began because 'insufficient rehearsal time could be given to this difficult and
virtually unknown work'. This is of course no real excuse and I hope that this
BBC Symphony Orchestra broadcast will tempt others to play North Country
Sketclres, and for that matter all the works making up this most welcome
broadcast. The whole evening was a rare treat indeed!
Tony Summers
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RECORDING REVIEW- - - - - - - - -E J MOERAN: Violin Concerto. Albert Sammons, violin; BBC Symphony
Orcheslra conducted by Sir Adrian Bault, recorded in St Andrew's Hall,
Norwich, on 28 April 1946. Fantasy Quartet for Oboe and Strings (first
broadcast performance). Leon Goossens and the Carter String Trio, recorded
in London in December 1946. Serenade in G for Orchestra (original version,
first performance). London Symphony Orchestra conducted by Basil
Cameron in the Royal Albert Hall on 2September1948. TT 7212'. Symposium
1201. (£11 including p & p from Symposium Records, 10 Derwent Avenue,
Easl Barnel, Herls. EN4 BLZ)
Lionel Hill was justly proud of this record and I remember well the pleasure
wilh which he showed me an advance copy last autumn. The acetates used
were all his; he had had them made privately some fifty years ago and quite
likely they are the only recordings in existence of these particular
performances. He had urged, persuaded, pestered his father-in-law to learn
the Moeran concerto. Sammons was to play it twice only. The performance
here recorded was lhe second, in facl his lasl performance of any concerto.
(He had given his final performance of the Elgar two months earlier.)
Parkinson's disease was to curtail his career. After his first performance of the
Moeran, on 12 March 1945, also wilh Boult, the composer wrote to him: 'Now
that what I had so long looked forward to, namely to hear my Concerto
played by yourself, has in fact happened, please let me thank you from the
bottom of my heart for
SYMPesJUM
1201
your superb playing ... '
The radio announcement
(not included on the CD
presumably for lack of
time) makes it clear that
VIOLIN
Moeran was present at this
CONCERTO
Norwich concert. This is
an invaluable addition lo
FANTASY
Sammons' s all-too-few
concerto recordings: of the
QUAHTET
\tdoi.~1 I on C1j'-!h't'll.\
Bruch No 1 with Harty, the
Elgar with Wood, the
SERENADE
Mozart Si11fo11ia Co11certa11te
in G
also wilh Harly, and lhc
Delius with Sargent.
l/lffO/l/C \/, I H'l lei C'ORllfN<, \
The other two
1201
SYMPeSJUM
recordings are equally
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important. The fantasy Quartet is here heard, in its first broadcast, performed
by U10se who had premicred it - as the announcer says only a few days
earlier, with its dedicatee, Leon Goossens. This CD concludt:s with the first
performance (from the Proms) of the delightful Sere11ade in its original sevenmovement form, a work surely inspired by his friend Philip Heseltine' s
Caprio/ Suite. The Air receives a particularly haunting reading, provoking a
short spontaneous burst of applause from one section of the audience. After
this first performance, Moeran's publishers, feeling that the work was too
long, had two movements excised. As we can hear, the composer knew best!
Moeran's great love of Delius informed all his own music, especially the
Violin Concerto whose closing pages are arguably among the most beautiful
in all British music (and why, some might argue, stop at British?). Sammons's
performance is matchless. The sound quality throughout on these historic
recordings is, considering their age and origin, good. Lionel Hill supplied the
notes, and fuller accounts of the details surrounding these works can be
found in his absorbing memoir of Moeran, Lonely Waters. This CD, together
with that book, make as fine a memorial to him as one could wish.
Stephen Lloyd
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BOOK R E V I E W S - - - - - - - - - - - ALBERT SAMMONS - Violinist. The Life of 'Our Albert',
by Eric Wetherell.
184pp, illustrated. Thames Publishing £12.50
~lbert Sammons the violinist played it most beautifully,' Delius wrote Lo
Ilenry Clews in February 1919 five days after the premicre of his Violin
Concerlo; and a day later to Adrian Bault, who had conducted: 'Sammons
was splendid.' From just before the First World War right into the 'forties
Albert Sammons was unqut:stionably England's finest violinist, in fact Lhe
only one whose name could be spoken in the same breath as Lhat of Fritz
Kreisler. It was Sammons rather than Kreisler who made the Elgar concerto
his own. He leapt to fame when he stood in for the concerto's dedicatee in
November 1914, drawing reviews that take one's breath away as much as his
playing obviously did on that occasion. Sammons's repertoire was
comparatively small. By and large he avoided the modern and the concertos
he mosl frequenlly played were Lhe Brahms, the Beethoven, the Elgar and the
Delius. When Heifctz recorded
the Elgar in 1946, he had first
discussed the work with
Sammons to whom he is
reported to have said: 'You
know, Alberl, I'm only doing
this because you have refused.'
violinist
Eric Wetherell has traced the
~ t h ,. I i I'~· o I' ' C) u 1• /\ I h t• r 1 '
life of Sammons (1886-1957)
from his very humble
beginnings, one of two sons of a
shoemaker and amateur
violinist who gave them both
lessons and took them to
concerls. The eldesl son, Tom,
became a violinist in tht: New
Symphony Orchestra and the
Beecham Symphony Orchestra.
Albert ll'ft school ilt the age of
13 to support his father who
..__
.;.....;;.; __
was a compulsive gambler,
pocketing his sons' earnings so
he could bet on horses and

ALBERT

SAMMONS

___

~

Eric WethereJI
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paying them half-crown a week pocket money. The brothers eventually lt>ft
home and played in various bands, Albert leading many of them. A turning
point came in 1909 when Beecham heard him playing at the Waldorf l lotel.
Within weeks he was leader of the recently-formed Beecham Symphony
Orchestra.
Sammons also had an important life as a chamber music player, leading
the London String Quartet for nine years and playing (and recording) with
such well-known accompanists as William Murdoch, Gerald Moore and Ethel
Hobday, whose daughter Olive became Albert's second wife. JJis career was
cruelly abbreviated by the onset of Parkinson's disease in 1946 after which he
devoted his time to leaching.
Sammons gave the first performance of not only Dclius's Violin Concerto
but also the Second Violin Sonata, on 7 October 1924 with Evlyn HowardJoncs. It is interesting to sec from the very detailed discography that these
performers recorded the sonata very soon after its premiere. Five years later
the two also recorded the First Sonata, but unfortunately this was not issued
and the matrices were destroyed. With Kathleen Long in 1944 he recorded
the Third Sonata, now available on Dutton CDAX8014. With the London
String Quartet he gave the prcmicre of Dclius's String Quartet in its early
three-movement form in November 1916, and then with the familiar four
movements in February 1919.
As regards the Delius Concerto, the author makes a rather contentious
statement that 'it appears that Delius had written the work in its several
sections and called on his soloist to ask for help in stringing these sections
together.' He goes on to suggest that 'it is more than probable that several of
the linking passages were written by Sammons'. He cites the passage a bar
before fig 24 as being in scoring and harmonic detail quite untypical of Delius.
George Lloyd's brief account of Sammons's involvement (DSJ 78, January
1983, p 19) tends to exaggeration. It is probable, indeed almost certain, that
some changes were made. Whether the work required the degree of change
suggested is open to question.
It seems unlikely that Sammons ever played Delius's Double Concerto,
first performed by the Harrison sisters with Henry Wood in February 1920.
Eric Wetherell mentions the performance that had been planned for March
1921, but by then Beecham had temporarily withdrawn from the concert
world and Albert Coates took over the programme, replacing the Delius with
the Brahms which Sammons took on for the first and possibly only time. In
December 1920 Delius had written to Hescltine: 'Did you hear Sammons &
Felix Salmond play the double ?' (Lionel Carley, Delius: A Life iii Letters 11, p
237) Was this another performance that did not take place? Incidentally, it is
surely the Elgar and not the Delius Violin Concerto that he performed at the
1927 Jlereford Three Choirs Festival (p 84) at which also Beatrice Harrison
played the Delius 'Cello Concerto.
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There is a chapter devoted to Sammons's own compositions, and the
appendices include a fascinating worklist made by Sammons himself of his
performances from 1927 to 1948. Eric Wetherell has given us a very
informative 'life' of this great violinist whose playing and interpretations have
influenced later generations of violinists, especially those such as IIugh Bean,
Manoug Parikian and Alan Loveday who studied with him. Even Perlman,
Zukerman and Kennedy studied his recording of the Elgar when coming to
learn the work themselves. I Iis recording of the Delius Concerto can be
heard on Testament SBT1014.
Stephen Lloyd

The Occasional Writings of Philip Heseltine (Peter Warlock):
Volume 3: Musical Criticism (2).
162pp, paperback. ISBN 0 903413 44 2. Thames Publishing, 1998, £14.95
This, the third volume of a series of four covering the complete musical
writings of Philip I Ieseltine, comprises his longer articles of musical criticism.
Most were published in Tire
Musical Times, The Musical
Sta11dard, The Sackbut
(Ileseltine's own shorl-lived
periodical), Radio Times and
various daily periodicals, and
span his entire writing career.
Not surprisingly, a large part
of the book is devoted to
writings on Delius, but many
other topics are covered,
reflecting Heseltine's eclectic
and idiosyncratic musical tastes,
e.g.: early music, brass bands,
street music, van Dieren,
Bart6k, Berlioz, Liszt, and the
music of Eugene Goossens.
One is struck by the immense
breadth and depth of his
knowledge, especially when
one realises that some articles
were written when he was still
Edited and introduced by Barzy Smith
in his teens. Particularly
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noteworthy in this respect is the critic<JI study on Schoenberg, dating from
1912 when I Icscltine was only 18 and Schoenberg the most controversial
figure in contemporary music. He shows an amazing understanding of
Schoenberg's musical idiom; the article led to a lively correspondence in

Musical Standard.
Another enthusiasm which must have seemed unusual at the time
was early music, and his knowledge in this area allowed him to make unique
comparisons, for example between Gesualdo and Delius's 011 Craig Dd11!
But it is the name of Frederick Delius which pervades the whole book: not
only are half of the articles devoted to Delius's music, but his name is slipped
in at every opportunily elsewhere, usually when contrasting his music with
that of a another composer of whom Hcscltine disapproves! The chapters on
Delius include extensive programme notes for the 1929 Festival (some appear
twice as concert programme notes and Radio Times notes for the broadcasts),
the 'new opera' (fc1111imorc a11d Gerda), the Ilassa11 music and a number of
fascinating reviews of his music in general. The flavour of these will be
familiar to anyone acquainted with Hescltine's book on Delius. I Iis
knowledge and understanding of Delius is unparalleled but the
unquestioning and uncritical enthusiasm does pall after a while - plenty of
vitriol is thrown at most other composers but Delius escapes without a single
adversely critical comment! Hindsight is a wonderful thing, but surely only
somebody totally besotted with Delius's music could have made the following
remark (in 1915): ' ... I am sure I am not alone in my sincere conviction that
there is no composer in Europe today of greater significance than Frederick
Delius, nor any other whose work seems more likely to outlast that of his
con temporaries.'
These minor criticisms aside, this book is compelling reading and provides
not only a series of invaluable essays on Delius but a fascinating if
iruosyncratic view of music in the early part of this century.
Tony Summers
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Whom the Gods Love: The Life and Music of George
Butterworth, by Michael Barlow.
Foreword by Vernon Bandley. 204pp. Toccata Press, 1997, £25.00

If Delius had been resident in England in the first decade of this century,
would he have been in any way involved in the English folk-song revival?
The question may not be quite so fanciful as it seems because, through Percy
Grainger, he showed a token alleE,>iance to its cause with his English (or
Lincolnshire) Rhapsody Brigg Fair (1907), alongside TTolst's A Somerset
Rhapsody (1906-7) and Vaughan
Williams's Norfolk Rhapsody
(1906), to give but two
WHOM THE GODS LOVE
contemporary examples. It is
The I ifc and Music of
harder to imagine Delius,
GEORGE BUTTERWORTH
notebook in hand, tramping the
English byways to seek out the
MICI IAEL fJARLOW
foreword by Vcroou J l~nJlcy
likes of Joseph Taylor in the
workhouses and rescue fastdisappearing legacies of a folk
tradition. Such work was
undertaken by people like Cecil
Sharp, Grainger, Vaughan
Williams, to a lesser extent
Delius's great friend Balfour
Gardiner, and George
Butterworth (1885-1916), the
composer of the exquisite
Rhapsody A Shropshire Lad
(1911) and the subject of the
book under review.
Folk-song was the basis of
Butterworth's equally exquisite
Tlze Banks of Green Willow (1913,
and therefore contemporary
with 011 hearing the First Cuckoo
i11 Spring), which, with A
Sltropshire Lad, received its London premiere on 20 March 1914 at the first of
two orchestral concerts sponsored by F B Ellis. Butterworth was present a
week later at the second concert that included the premicre of Vaughan
Williams's A London Sy111pl1011y (for which Butterworth wrote the programme
note) and the first London performance of the revised version of Delius's In a
Summer Garden. Delius, however, after a month in Germany was not present
and there seems to be no evidence of the two meeting and no record of
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Butterworth's response to the older man's music with whom in his two works
mentioned there is clearly some kinship of spirit.
Michael Barlow's excellently researched and highly informative book
probably tells us as much as is possible about a composer of great promise. A
privileged upbringing took him from J\ysgarth Preparatory School to Eton
and on to Oxford. He taught briefly al Radley College before entering the
Royal College of Music in 1910. But after a year he left the RCM because of
his dissatisfaction with the quality of the music he was studying and playing.
Just as many composers like Delius were inspired by Wall Whitman,
Butterworth trod the Housman path (RVW did both) and became deeply
involved in the English Folk-Song Society. He was also a keen folk-dancer
and Kinora spools of film exist showing Butterworth, Sharp and the Karpeles
sisters demonstrating various dances. Butterworth's war diaries and letters
fill in the details of his final years. He died in action in August 1916 a
fortnight after being awarded the Military Cross.
The appendices include a catalogue of Butterworth's works, and what
many readers will want to know is whether any other substantial works have
survived. Sadly, almost nothing. There is an incomplete orchestral fantasia
from 1914, the manuscript fragments of which are in the Bodleian Library
together with a five-movement Suite for String Quartet dating from about 1910.
Despite being an early work, it seems never lo have been performed. There is
also a detailed listing of the folk-songs and Morris dances that he collected, a
list of his relatively few writings, a bibliography and a full discography.
Handsomely bound, with 47 music examples and many illustrations, this is a
study much to be welcomed.
Stephen Lloyd
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NEWS FROM A M E R I C A - - - - - - - - DELIUS'S BIRTHDAY WEEK CELEBRATED IN FINE
FASHION IN METROPOLITAN PHILADELPHIA
The Delius Society, Philadelphia Branch, celebrated FD's birthday a little early
with a tea accompanied by verse and music and the first local showing of
Tasmin Litlle's BBC film, Tile Lost Child. The members enjoyed the latter
immensely, but a poll taken following the showing indicated that perhaps no
more than 4 out of the 40 or 50 present bought the story. Will this child ever
be positively identified? The entertainment was provided exclusively by
Delius Society members, and all performed with style and grace. The
readings were hilarious, but space prohibits a full listing. Rarities on the
music side included Eric Coates's own piano versions of Bird Songs at I:ve11tide
and Tile Sleepy Lagoon played by Ron Davis, several music hall songs
presented by Murray Callahan with Dottie Edgar at the piano, Leo Livens's
Sing a Song of Sixpence and Reginald Foresythe's Serenade for a Wealthy Widow
played by pianist Doug Tester, Ilolst's The Sergeant's Song sung by Arthur
Zbinden accompanied by Dottie Edgar, the rare piano trifles known as
Birthday Gifts by Vaughan Williams played by Lee Milhous, and Betty Roe's
011 tire Twelfth Day of Christmas • TScreamed and Mervyn IIorder's How to Get
011 i11 Society to a John Betjeman text sung by Nora Sirbaugh with Lee
Milhous accompanying. Now where else would you expect to hear all of
this? The day was warm - in the 60s - no ice which had come the previous
two weekends, and when I started out, Tasmin Little's performance of the
Delius Violin Sonata No 2 was on the radio!
January 29 (Delius's birthday) found 'cellist James Wilson and pianist
Joanne Kong in recital at Widener University in Chester, PA. Both arc on the
faculty of the University of Richmond, and Mr Wilson is a member of the
Shanghai Quartet. The performances of the works of Beelhoven, Franc;ois
Couperin, and Anton Rubinstein were all unusual, but the piece of the day
was Delius's 'Cello Sonata played splendidly and with great understanding.
Mr Wilson said hearing it was like taking a walk through a beautiful garden
on a humid day in 90 degree heat! Backstage afterwards the artists told me
they had not realized it was Delius's birthday! Later this year they wiJI play
the program in Danville, Virginia, where Delius taught for a year after leaving
Jacksonville. On the trip home, Vernon Handley's performance 0£ the Florida
Suite was on the radio.
Bill Marsh
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THE DELIUS TRUST PRESENTS THE COLLECTED EDITION
OF THE COMPLETE WORKS OF FREDERICK DELIUS TO
THE FREE LIBRARY OF PHILADELPHIA
Helen Faulkner, representing the Delius Trust, presented the Collected
Edition to the Free Library of Philadelphia's Music Department in an evening
ceremony on 1March1999. The Philadelphia Branch of The Delius Society
acted as the intermediary for this generous gift which we hope wiU act as a
stimulus for more Delius performances locally and beyond.
The Philadelphia Branch presented an additional gift of the two catalogues
of Delius's compositions by Robert Threlfall plus the catalogue and poster
from the Delius-Munch exhibit from the 1979 event at the Munch Museum in
Oslo.
Receiving the gifts for the Library were Paul Savedow, Head of the Music
Department; and Kathy Gosliner, Associate Director of the Library. Attending
were other members of the Library's staff including Kile Smith, Curator of the
Fleischer Collection of Orchestral Music.
Chairman Bill Marsh made the presentation for The Delius Society.
Members of the Board of Directors of The Delius Society attending included
Vice Chairman Davyd Booth of the Philadelphia Orchestra and some
additional members. Following an informal reception at the Library, The
Delius Society's Board entertained Helen Faulkner at a dinner in her nearby
hotel.
Bill Marsh
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The death on 14 February 1999 of Lionel Hill severs another of those very special
links with the past: his friendship with E JMoeran resulted in that beautifullywritten memoir l,011ely Waters (Thames 1985) that is as important to our
knowledge of that composer as are W H Reed's [lgar as I knew lzim and our late
President's Delius as 1 K11ew Him to their subjects. It would be no exaggeration to
say that much of the interest shown in Moeran's music in recent years has been
due to his book. One of its central themes was Lionel and Jack's shared love of
the music of Delius. Lionel would tell with pride how he attended the 1929
Delius Festival concerts al one of which he sat within a row or two of Delius, and
how he and Moeran - both pipe smokers - would listen to recordings of Delius' s
music, among lhem A Village Romeo a11d Juliet. Lionel's love of the two
composers' music never dimmed. (Flying, too, had been an earlier love.) For the
January 1983 Delius Society Journal he wrote about both Moeran and his father-inlaw Albert Sammons. I le becilllle a Society member and occasionally allended
our meetings. In April 1986 he and his wife Betty were guest speakers at a special
meeting to mark the Sammons centenary, a memorable occasion at which George
Lloyd was also a speaker. Lionel came again in February 1994 to talk about his
friendship with Moeran. I Je was delighted when his book went into a second
printing and he drew great satisfaction from the correspondence that resulted
from many Moeran enthusiasts both near and far. His final pleasure was seeing
the issue of the Symposium Moeran CD reviewed elsewhere.
Lionel and Betty, who celebrated their ninetieth birthdays last year, had
moved from their flat in Northolt to an annexe built for them in their son Nick's
cottage close to Shaftesbury. Nick's sudden death last Christmas was a great
blow to them boU1. Soon afterwards a fall put Lionel in hospital. After
recovering from a hip operation he and Betty were driven to York where they
planned to live and be cared for in a comfortable home. But the journey
probably proved too much for Lionel. He was taken to bed and died a couple of
days later from a heart attack.
Those who were privileged to ,
know him will remember his
warm and sincere friendship, his
quiet enthusiasm and his ever
fresh enjoyment of the music of
his favourite composers that
made his eyes sparkle when he
spoke of it. Our deepest
sympathies go to Betty whose
sense of loss we also share.
Slephen Lloyd

Stephen Lloyd, Lionel Hill, Betty Hill {daughter
of Albert Sammons) and Pauline Lloyd, 1997
(Jllrotoxraplr Str11/1cn Uoytl)
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Blue Plaque to be unveiled
English Heritage has arranged to have a plaque erected at 44 Belsize Gardens,
London NW3, where Frederick and Jelka Delius lived between October 1918
and May 1919. The plaque will be unveiled by our President, Felix
Aprahamian, who was nominated for this task by the Delius Trust in response
to a request from English I Ieritage for identification of a person who had met
Delius. The ceremony will take place on Thursday 3 June 1999 at 3.00pm. All
members of The Delius Society arc invited to attend the unveiling. Afterwards
there will be a small private reception given by the Delius Trust, by invitation
only.

'Composer of the Week'
Congratulations to our memb~r Paul Guinery, who was responsible for
planning and bringing into being BBC Radio 3's 'Composer of the Week'
sequence from 8 to 12 March (repeated 15 to 19 March). Far from being a
conventional summary of Delius's output, this series of five programmes

sought out the rare and unusual. Another theme was the complete sequence
of violin sonatas, mostly in Tasmin Little's performances. Performances were
especially recorded of the following: ldylle de Printemps, A Poem of Life a11d
Love, lrmclin Concert Suite, and Folkcraadct Incidental Music.
It is worth recording that the first performance ever of the orchestral
score of A Poem of Life a11d Love, recorded by the BBC Concert Orchestra
conducted by Vernon l landlcy, was broadcast on Tuesday 9 March.

Koanga may be staged in Germany
News has reached us of a plan to stage Delius's opera Ko1wga at Trier Opera
House, Germany, in November 1999. Trier is a fine old city situated a few
miles east of Luxembourg. No further details are available at present.
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Percy Grainger by John Bird: new edition
John Bird's celebrated biography of Percy Grainger (reviewed in DSJ 56
[1977]), which has been unobtainable for some time, was published in a new
edition by OUP on 18 March 1999. The book has been partially rewritten and
the appendices have been enlarged and updated. Some previously
unpublished illustrations are included and in-text illustrations appear for the
first lime. The book runs lo 379 pages and is priced al £25.00. The ISBN
number is 0-19-816652-4. A review will appear in the Autumn Journal.

Rossini on Ilkla Moor
Brian Kay played Eric Fenby's comedy overture Rossini 011 Ilkla Moor on his
Sunday morning Radio 3 programme on 31January1999. Jn a specially-made
recording, Ronald Corp conducted the Ulster Orchestra. The wonderfully
ingenious introduction was realised to perfection; after that, the main tempo
was rather measured, so that the piece just failed to make its usual charming
and witty effect. This was a splendid initiative and it served to remind us
that we greatly need a first-class modern recording of this, our late President's
best-known composition.

More from Yorkshire
Michael Lester, a regular correspondent, writes that he has recently given two
talks on the Delius-Fenby relationship lo the Yorkshire Counlrywomen's
Association. At the Staintondalc talk, a lady now aged 90 remembered walking
to Clough ton (four hilly miles) with Eric to catch a bus. Michael comments that
it may have been this lack of transport, and the hard winter of 1947, that
persuaded the newly-married Eric and Rowena lo move back down to
Scarborough. At the Claughton talk, a lady was present who was quite
knowledgeable about the I Iarrison sisters. As Michael remarks, on these
occasions one never knows who might be in the audience!

'Another Delius piano' - a footnote
Ian Duckworth, who contributed a recent news item (see DSJ 124, p 75) on
the purchase by a Bradford museum of a piano claimed to have come from
the Delius family home in Claremont, informs us that the German
instrument, which has a rosewood case, was made by the firm of Beulhoff.
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LETTERS TO THE E D I T O R - - - - -- - Sir:
I am very well aware thal my name has appeared only loo oflen of late as a
contributor to the journal. (Not so! - Ed.) However, the general interest in
solving one of the last remaining queries concerning verses set to music by
Delius may be sufficient justification for the present short story.
Many will be familiar with the attractive early part-songs published by
Thames and recently so admirably recorded by The Elysian Singers.
Documentation regarding the author of the words of the first song, Durcl1 de11
Wald, has hitherto been lacking. Under the title on his MS, Delius wrote 'von
Schreck'; but lhis clue did not immediately poinl lo the solution. I already
knew that Rachel Lowe had endeavoured to identify all the words set by
Delius, and whilst going through the many papers she left to the Trust a note
was found which referred in this context to a Gustav Schreck (1849-1918),
one-time Thomas Cantor in Leipzig US Bach's old job!). Our German
colleagues were at once mobilized and both Hans-Peter Dieterling and the
indefatigable Evelin Gerhardi soon produced evidence that he had also held
office at the Leipzig Conservatory at the very time of Delius's attendance. As
the received information further revealed that Schreck had written choral
music and that his wife was a poet, further possibilities - some rather
disquieting - arose: what if FD had merely copied, or arranged, one of his
tutor's choruses? The next detective to join the search was Tim Neighbour:
he was quickly able to show that Gustav Schreck's opus 5 consisted of 4
Frohliche Ueder for men's voices, of which no. 4 was indeed a setting of the
words commencing Durclt den Wald and that this work had been published by
C F Kahnt in 1886. Armed with this further information, Evelin redoubled
her efforts and quickly located a copy of Schreck's chorus in question in the
Music Archive of the Berlin Library, which duly supplied xeroxes of the
titlepage and start of the music. At once, all problems were solved: Schreck's
music is completely different from Delius's; Delius's chorus therefore is an
original work, and the words are now seen to be by the poet Robert Reinick
(1805-52).
What a pleasure to be able here to thank all those friends abovementioned for their characteristically generous assistance when the music of
Delius and its puzzles arc concerned! Readers: if you have a copy of those
early part-songs, please make an appropriate note above the first one. Dare I
say that all the words set by FD have now been tracked tu their source?
Robert Threlfall
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Sir:
In my recent tlrticle Love's Lnst Gift: Rossetti and Delius, published in IJS/ 123, I
commented that the two men were linked by the word 'nevermore'; readers
may perhaps be interested to hear of a recent di::;covery that I have made.
ll appears that sonnet 97 in Rossetti's The I louse nf Uft• series, entitled 'A
Superscription', was also earlier published under the title 'The Nevermore'.
found an example of this in an 1870 facsimile edition of 1.ibrary of World Poetry,
edited by William Cullen Bryant (1). Members of the Society, especially those
fortunate enough to have heard George Little's presentation of his film script
Nevermore, may find the opening lines of significance:
Look in my face; my name is Might-have-been;
I am also c,1llcd No-more, 'lbo-latc, Farewell
It is possible that Delius knew of this sonnet under the early title; also that
all this could be pure coincidence. But the coincidences seem endless. My
copy of Rossetti turned out to be a Tauchnitz Edition. The Tauchnitz printing
and publishing house was famous for cheap editions of the classics and its
collection of 'British and American Authors' begun in 1841. In a letter to Jelka
from Mammern in June 1910, Delius writes: 'The 1buchnitz books came from
Zi.irich today' and complains that they 'cost 25 centimes a volume more than
in Paris' (2). It is interesting to note that the Rossetti quotation which heads
!11 a Summer Garden does not appear until the score is published by Leuckart
of Leipzig in 1911.
To conjecture what Delius read or thought would be presumptuous. What
is evident, however, is the sad fact that unfortunately his library was not
catalogued before being disposed of after his death. I lad this task been
accomplished maybe we would have a greater insight into the thinking of a
man who, as Sir Thomas Beecham remarked, 'completely ... absorbed all that
he had ever read' (3).

Jane Armour-Cht!lu
References:
1. William Cullen Bryant (ed.): Libmry of Worlcl Poetry, Avenel Books, New York 1870
(20th edition), p 613
2. Lionel Carley: Delius: A Life in Letters II, Scolar Press 1988, p 52
3. Sir Thom..ii. Beech..im: fredrrick Deliu~, Sev<>rn I louse Publishers 1975, p 152
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Sir:
Last summer my wife heard the Cornish symphonist George Lloyd's
Symplio11ic Mass on the radio, so while in Gloucester for the Three Choirs
Festival she ordered the CD. With the CD was the usual brochure describing
the work, the composer (who <lied last year at an advanced age) and the
performers. I quote from the composer's own description of how this work
came to be composed:
'In 1990 I conducted my 12th Symphony for a Three Choirs Festival
concert at Worcester; as l waited, in the garden of the East End, for my turn,
the choir was singing some Delius. The sounds seemed to float from
nowhere and blended with a most perfect summer evening; it was a magical
moment and I felt that I must try some time to write a choral work with
religious overtones. After much searching I fell back on the text of the Mass.'
The Delius work was Songs of Fanwell, and I was in the Festival Chorus
that was singing. J feel very proud that I have been able, albeit in an
infinitesimal way, to join forces with Delius in inspiring a modern choral
work of considerable power.
Nicholas Howard
Sir:
Now that Tasmin Little, in a number of recitals, and on her wonderful CD,
has restored the early violin sonata to the repertoire, would it not be less
confusing if the sonatas were renumbered as 1 to 4? A similar re-numbering
was applied to the Dvorak symphonies; after a little initial confusion, we got
used to the New World as No 9, not No 5. To use the term 'opus posthumus'
for a work written over 40 years before the composer's death has its
precedents, but is Jess than helpful.
Tasmin's performance of the early sonata, at St Jude's, Hampstead
Garden Suburb in June 1998, followed by the CD, was what convinced my
then fiancee - now wife - Beverley, that Delius was a composer to be
reckoned with ... for which I am very grateful!
Tony Noakes
Sir:
A fellow Delian recently sent me a greetings card with a reproduction of n
winter scene on the river at Grez, dated 1890/1, painted by William Warrener
(1861-1934). ls anything known of this almost exact contemporary of Delius?
The painting is in the Usher Gallery in Lincoln.
Tony Noakes
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IMPORTANT ANNOUNCEMENT
1999 Annual General Meeting and Formal Lunch
26 June 1999
As we notified you in Newsletter 7, The Delius Society 1999 Annual General
Meeting and Formal Lunch will be held in London on Saturday 26 June 1999.
There has already been a tremendous response to this event and the
Committee hopes lo break all attendance records. The venue does give me a
measure of flexibility in numbers and if by any chance you have not yet
booked and still wish lo come along, please write to me, or call on 01243
824964 straight away DO NOT DELAY!
VENUE: The Royal Air Force Club, 128 Picct1dilly, London, Wl V OPY.
FORMAT: Meet from 12 noon onwards, for drinks in the President's Bar.
Lunch will be served al 12.45pm in the Ballroom. The Society is most fortunate to be able to welcome Lady Barbirolli as our guest of honour and afterlunch speaker. Following afternoon tea at 3.45pm, when the usual Members'
'Sales Table' facility will be available, the Annual General Meeting will be held
in the President's Room. All functions will be held, as before, on the first floor
of the Club, but passenger lifts will be available for the convenience of all
members. I hope lhal il will nol be a nuisance to anyone, but it is a firm rule of
the RAF Club tlint all gc11tlc111c11 must wear a jacket a11d tic i11 all fu11ctio11 rooms.
LUNCH MENU: A three course lunch is being arranged: Cream of Watercress
and Potato Soup; Poached Salmon with l lollandaise Sauce OR Club baked
Steak, Kidney and Mushroom Pie OR Filo Pastry Parcel, filled with Stir-Fried
Vegetables with a Piquant Tomato Sauce; Roast and Minted Potatoes and a
Selection of Seasonal Vegetables; Sherry Trifle; followed by Coffee and Mints.
A complimentary glass of red or white wine is also included. Please note: you
will not need to make your main course choice, until I write to you wilh the
final Function Package.
AGM INFORMATION: The formal calling notice for the AGM, under Society
Rule 19, together with the Agenda, will have arrived wilh this fournal.
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JJOOKlNG PROCEDURE: The per capita cost of the lunch, ACM and afternoon tea package will be £23. If you have not already booked, ACT IMMEDIATELY and send me your deposit cheque for £5; please make your cheques
payable to: The Delius Society No 2 Account. You will then receive the usual
comprehensive Function Briefing Package by mid-May, and it will include
menu choice slips and final payment instructions. Please note, you will no
longer need to send me stamped addressed envelopes; administrative costs
are already included with your package. H you have any questions, please do
not hesitate to ring me at home. My address and telephone number are on
page 1 of this Journal.
Anthony Lindsey, Honorary Secretary

DELIUS RADIO L I S T I N G S - - - - - - - - FOR SEPTEMBER 1998 TO FEBRUARY 1999
Compiled by Mrs Julia Ward, Northampton
September

Thursday 3, Classic FM (repeated Sunday 6)

The Wnlk to /lie Pnrndise Garden
City of Birmingham Symphony Orchestra conducted by
Christopher Seaman
Tuesday 15, Radio 3
A Song of Summrr
Halle Orchestra conducted by Vernon I landley
Friday 25, Radio 3
Brigg Fair
Halle Orchestra conducted by Vernon Handley
Oclober

Thursday 1, Radio 3
Tlte Walk lo llir Pnmdise Garden

BBC Symphony Orchestra conducted by Sir Andrew Davis
Sunday 4, Radio 3
Late Swallows, arranged by Eric Fenby
1lalle Orchestra conducted by Sir John Bnrbirolli
Thursday 29, Radio 3
Paris (Tire Song of a Grrat City)
BBC Symphony Orchestra conducted by Sir Andrew Davis
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Noven1ber

Thursd.\y 5, Radio 3
Artist of the Weck: Tasmin Little
Viu/i11 Sunntn Nu 3 2nd movement
Tasmin Little (violin) .md Piers Lane (piano)
Thursday 5, Radio 3

Tltc Walk to the Paradise Garden
lrnC Philharmonic Orchestra
Friday 6, Radio 3
Artist of the Weck: 'fasmin Little
Various
Sunday 8, Radio 3
Artist of the Week Encore: Tasmin Little
Various
Friday 13, Classic FM (repeated Monday 16)

Paris (The So11g of a Gret1I City)
Royal Philharmonic Orchestra conducted by
Norman Del Mar
Saturday 14, Radio 3
A Song Befort> Su11risr
Royal Philharmonic Orchestra conducted by
Sir Thomas Beecham
December

'fucsday 1, Classic FM

Sea Drifl
John Noble (baritone)
Royal Liverpool Philharmonic Orchestra conducted by
Sir Charles Groves
lhesday 15, Radio 3
'In Tune', included a Delius item
Thursday 17, Radio 3

The Walk lo the Paradise Carden
Bournemouth Symphony Orchestra conduced by
Richard Hickox
Sunday 20, Radio 3
Slciglt Ride
Royal Philharmonic Orchestra conducted by
Sir Thomas Beecham

69

Tuesd<ty 29, Radio 3
'Cello Co11ccrto
Raphael Wallfisch
Royal Liverpool Philharmonic conducted by
Sir Charles Mackerras
Wednesday 30, Radio 3
La Cali11da (Koanga)
Tire Walk to tire Paradise Garden
lntemrez.zo (Fe1111imore a11d Gerda)
Violin Concerto, Philippe Djokic (Violin)
011 Hearing tire Firs/ C11ckoo in Spring
Summer Night on the River
Symphony Nova Scotia conducted by Georg Tintner
January

Sunday 10, Radio 3
To be S1111g of a Summrr Nigh/ 011 tire Water
Cambridge Singers conducted by John Rutter
Thursday 21, Radio 3
A So11g of Su111111er
London Symphony Orchestra conducted by
Sir John Barbirolli

February

Tuesday 2, Radio 3
Tire Walk to tire l'nrndisc Garden
BBC Symphony Orchestra conducted by Andrew Davis
Friday 19, Radio 3
'In Tune' - Sean Rafferty explored Delius's opera
The Magic Fountain which received its stage premiere in
Glasgow the next day
Friday 19, Radio 4
'Front Row' - Mark Lawson was to have looked at
'The troubled life of Delius', but instead went through
the Gateshead Metro story
(sec DSJ 123 p 61)
Friday 19, Classic FM
Caprice and Elegy
Julian Lloyd Webber ('cello)
Academy of St Martin-in-the-Fields conducted by
Sir Neville Marriner
Monday 22, Radio 3
'On Air' - had a brief review of the' Scottish Opera British
stage premiere of Tire Magic fountain in Glasgow

Verdict: A good 6 months!
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FORTHCOMING EVENTS ~~~~~~~~The Editor is grateful to Miss Marjorie Dickinson, Secretary to the Delius
Trust, for assistance in compiling the following listing. Ile would be grateful
to hear from any member who knows of an event suitable for future inclusion
in this column. Some of lhe earlier events have already taken placei they are
included for the sake of establishing as complete a record as possible.
1999

Monday 1 February at 8.00pm
Camp Concert I Tall, Booker I Tall of Music, George M Modlin Center for the
Arts, University of Richmond, Virginia, USA
James Wilson, 'cello and Joanne Kong, piano
Su11nfn fur 'Cello and Pitmo
(with works by Beethoven, Bolcom, Couperin and Rubinstein)
(A similar programme was played al Widener University, Pennsylvania, on
Friday 29 January)
Tuesday 9 February at 7.30pm
St James's Church, Sussex Gardens, London
Trinity College of Music Sinfonia, conducted by Bernard Keeffe
In a Summer Garden
(with music by Debussy, Walton and Goldschmidt)
Thursday 11 February
Czech Republic
John Ehde, 'cello; Moravian Philharmonic Orchestra, conducted by Jin Wang
'Cello Co11certo
Monday 8 to Friday 12 March I Monday 15 to Friday 19 March
Radio 3
Composer of the Week: Delius
Specially recorded items to include:
A Poem of Life and Love (first performance)
BBC Concert Orchestra, conducted by Vernon IJandley
Tdylle de Printemps
Irmelin: Concert Suite
Folkeraadct: Incidcnlal Music
Margot la Rouge: Prelude
BBC Scottish Symphony Orchestra, conducted by Jerzy Maksymiuk
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Sunday 14 March at 7.30pm
Castle Manor School, Eastern Avenue, l lavcrhill, Suffolk
Stephen Bryant, violin; Haverhill Sinfonia conducted by Kevin I Jill

Violin Concerto
(with works by German (Merrie f.ngland) and Bax (Symphony No 7)
Monday 15 March at 7.45pm
Library Theatre, St George's Square, Luton
Luton Music Club Music on Mondays
Alexander Chaushian, 'cello and Olga Sitkovetsky, piano

Sonata for 'Cello and Piano
Wednesday 17 March at 7.30pm
Assembly Rooms, Derby
Derby Residency 'Big Time' Workshop and Culmination Concert
East of England Orchestra, conducted by Nicholas Kok

On Hearing the J'irst Cuckoo in Spring
Summer Night on the River
Friday 19 March
Bradford Cathedral
Tasmin Little, violin, and Martin Roscoe, piano

Sonata No 1 for Violin and Piano
Saturday 20 March at 6.30pm
DELIUS SOCIETY (MIDLANDS BRANCH) MEETING
Home of Peter and Margaret Trotman, 12 Old Manor Close, Woodborough,
Notts.
'Delius and the fin de sicclc'
John White
Saturday 20 March at 8.00pm
Bollington Arts Centre, Cheshire
Bollington Chamber Concerts
Belcea String Quartet

Stri11K Quar/('f (1916)

72

Sunday 21 March al 4.30pm
DELIUS SOCIETY (WEST OF ENGLAND BRANCH) MEETING

I Iome of Dawn and Christopher Redwood, Wins wood I louse, Crediton,
Devon
Christopher Redwood, tenor; Robert Threlfall, piano
Maud

With songs by Delius, Nielsen, Bridge, Liszt and Kjerulf
Monday 22 March at 7.30pm
Studio 1, BBC (Maida Vale)
BBC 'Composer Portrait' series
Lisa Milne, soprano; Ashley Holland, baritone; Sir Andrew Davis, piano
BBC Symphony Orchestra conducted by Sir Andrew Davis
Dance Rliapsody No 1
Idyll

Four Old English Lyrics
North Country Sketches
Thursday 25 March (lunchtime recital)
Bridgewater I Iall, Manchester
Tasmin Little, violin, and Martin Roscoe, piano
Sonata No 1 for Violin a11d Pia110
Saturday 27 March at 7.30pm
Westborough Methodist Church, Scarborough
'Music by Yorkshiremen'
The Scarborough Orchestra, conducted by Geoffrey Emerson
The Walk to Tiie Paradise Carde11
On I Icaring the First Cuckoo in Spring
(With works by Sterndale Bennett, Haydn Wood, Hebden and Arthur Wood)
Sunday 28 March at 3.00pm
The Assembly House, Theatre Street, Norwich
Norfolk and Norwich Music Club
Belcea String Quartet
String Quartet (1916)
Wednesday 7 April at 7.30pm
Wigmore I Iall, London W1
Bridge String Quartet
St ri11g Quartet (1888) (movts 3, Allegro, & 4, fi11ale) (UK prcmicre)
Stri11g Quartet (1916)
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Saturday 10 April at 8.00pm
Joyce Grenfell Centre, Claremont Fan Court School, Claremont Drive, Eshcr,
Surrey
Oxsholt and Cobham Music Society
Belcea Quartel
String Quartet (1916)
Sunday 11 April at 4pm
The University College of Ripon & York, Ripon
International Association of Music Libraries: 1999 Study Weekend
'Escape from Rradford'
Roger Buckley
Friday 16 April at 7.30pm
Malvern Theatres 'New Space'
English Symphony Orchestra, conducted by Stephen Roberts
Tire Walk to the Paradise Garden
Saturday 17 April at 6.30pm
DELIUS SOCIETY (MIDLANDS BRANCH) MEETING

Home of Mr and Mrs RR Dunn, Manton Cottage, Westhorpe, Southwell,
Notts NG25 ONE
(Tel: 01636 813119) If planning lo allend, please notify Mrs Dunn by 3 April
A programme of video films including a Swedish television broadcast of Sen
Drift and the Delius Trust's 'Discovering Delius'
Saturday 17 April at 7.30pm
St. Andrew's Church, Churchdown, near Gloucester
Recilal organised by the lvor Gurney Society
Georgina Anne Colwell, soprano; Richard Carder, clarinet; Nigel Foster, piano
The Tlomeward Way
Young Venevil
11 pleure dans mon cC£ur
Le ciel est, par-dessus le toit
On Hearing the First Cuckoo in Spring (piano transcription by Heseltine)
With songs by lvor Gurney (Seven Snpplw Songs) and Roger Quilter
Tuesday 27 April at 7.15pm
DELIUS SOCIETY MEETING

British Music Information Centre, 10 Stratford Place, London Wl
'Delius and the fin de siecle'
John While
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Friday 30 April al 7.30pm
Malvern Theatres - 'New Space'
English Symphony Orchestra, conducted by William Boughton

Tlvo Aquarelles
Friday 7 May at 7.30pm
Malvern Theatres 'New Space'
Michael Boehman, 'cello
English Symphony Orchestra, conducted by William Boughton

Caprice a11d Elegy
Sunday 16 May at 3.00pm
DELIUS SOCIETY (PHILADELPHIA BRANCH) MEETING
Longwood Gardens, Kennett Square, Philadelphia, PA, USA
Gala Concert
Suzanne Hickmann, soprano; Michael Stairs, organ; pianist lba

Saturday 22 May at 2.00pm

DELIUS SOCIETY (WEST OF ENGLAND BRANCH) MEETING
The Old Music Room, Queens College, Trull Road, Taunton

So11ata for 'Cello a11d Pia110
Violin Sonata No 3 (arranged Tertis for viola and piano)
Late Swallows
Zurn Carnival
Part Songs
(Artist details not yet available)
Saturday 22 May at 7.30pm
Friday 30 April al 7.30pm
Malvern Theatres - 'New Space'
English Symphony Orchestra, conducted by William Boughton

A So11g before Sunrise
Wednesday 26 May at 7.30pm
Tasmin Little Music Centre, University of Bradford, West Yorkshire
'My Life with Fred'
George Little
Members wishing to attend should contact Antony I fall, Fellow in Music (tel:
01274 233191) for details

75

Thursday 3 June at 3.00pm
44 Hclsize Park Gardens, London NW3
English Heritage
Unveiling by Felix Aprahamian of a blue plaque marking Delius's stay
(1918-19)
Wednesday 23 June (timing to be advised)
Piano recital sponsored by the British Music Society
Wigmore I Iall, London
Malcolm Binns, piano
Five Pieces
(with works by Stcrndalc Bennett, Chopin, Stanford, Baines and Scriabin)
Saturday 26 June, 12noon - 6.00pm

DELIUS SOCIETY AGM and 37th Annual Lunch
RAF Club, Piccadilly, London
Principal Guest: Lady Barbirolli
Wednesday 25 August at 2.30pm
Worcester Three Choirs Festival
Worcester Cathedral
English Symphony Orchestra, conducted by William Boughton
Tlte Walk to the Paradise Garden
Tuesday 21 September at 7.15pm
DELIUS SOCIETY MEETING
British Music Information Centre, 10 Stratford Place, London Wl
An evening with our Chairman, Lyndon Jenkins
Saturday 16 October at 2.00pm (date and time to be confirmed)
DELIUS SOCIETY (WEST OF ENGLAND BRANCH) MEETING
Venue to be advised
Somerset County Orchestra and guests
A rehearsal and play-through of Norllz Country Sketches
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Saturday 16 October at 7.30pm
North Staffordshire Triennial Music Festival 1999
Centenary Choral and Orchestral Concert
Laurence Albert, baritone
Ceramic City Choir and BBC Philharmonic Orchestra, conducted by
Donald Hunt

Sea Drift
(The performance wm preceded at 6.00pm by a talk given by Lyndon Jenkins)
Sunday 24 October at 3.00pm
DELIUS SOCIETY (PHILADELPHIA BRANCH) MEETING
Philadelphia Ethical Society, 1906 Rittenhouse Square, Philadelphia
Desmond Scott will speak on the life of his father, Cyril Scott
Davyd Booth, violin, Michael Stairs, piano; baritone tba

Nietzsche Lieder
Tuesday 26 October at 7.lSpm
DELIUS SOCIETY MEETING
British Music Information Centre, 10 Stratford Place, London Wl
Leslie Head talks about his life in music, and conducting the works of Delius
and other English composers.
Thursday 28, Friday 29 and Saturday 30 October, all at 8.00pm
Academy of Music, Broad & Locust Streets, Philadelphia, PA, USA
Philadelphia Orchestra, conducted by Sir Andrew Davis

Brigg Fair
(other works include Mahler's Sth Symphony)
Saturday 6 November at 2pm
DELIUS SOCIETY (WEST OF ENGLAND BRANCH) MEETING
Archbishop Cranmer Community Primary School, Cranmer Road, Taunton,
Devon
'Through Norway in Delius's Footsteps'
Roger Buckley
Thursday 25 November at 7.lSpm
DELIUS SOCIETY MEETING
British Music Information Centre, 10 Stratford Place, London W1
(Topic and speaker to be advised)
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Sunday 28 November at 7.30pm
Castle Manor School, Eastern Avenue, I Iaverhill, Suffolk
Jamie Walton, 'cello; Haverhill Sinfonia, conducted by Kevin Hill

'Cello Concerto
2000

Sunday 23 January at 3.30pm
DELIUS SOCIETY (PHILADELPHIA BRANCH) MEETING
Carmel Presbyterian Church, Glenside, PA
British music for harpsichord and organ
Davyd Booth, harpsichord; Lee F Milhous, organ
Dance for I Tarpsiclwrd and a Delius organ transcription
Thursday 3 February at 7.15pm
DELIUS SOCIETY MEETING
British Music Information Centre, 10 Stratford Place, London Wl
More historic Delius recordings - Paul Guincry
Thursday 9 March
Morpeth Music Society
Coull Quartet

String Quartet
(further details to be announced)
Another dale in March
Warwick University
Coull Quartet

String Quartet
(further details to be announced)
Tuesday 21 March at 7.15pm
DELIUS SOCIETY MEETING
British Music Information Centre, 10 Stratford Place, London Wl
(Topic and speaker to be advised)
Tuesday 18 April at 7.15pm
DELIUS SOCIETY MEETING
British Music Information Centre, 10 Stratford Place, London Wl
(Topic and speaker to be advised)
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Sunday 14 May (first night)
Kiel Opera, Kiel, Germany
Fc1111i111ore a11d Gerda
(also Bluebeard's Castle, Barl6k)
(further details to be announced)
A dale in May

Bury St Edmunds Festival
Coull Quartet

Stri11x Quartet
(further details to be <lnnounced)
A <falc in the Autumn
Royal Festival Hall, London
London Choral Society (augmented); New London Orchestra, conducted by
Ronald Corp

A Mass of Life
Please note that further details of Delius Society events (only) may be
obtained from Programme Secretary Brian Radford, 21 Cobthorne Drive,
Allestree, Derby DE22 2SY (telephone: 01332 552019)
Det<lils of Delius Society (Midland Branch) events (only), may be obtained
from Midlands Branch Chairman Richard Kitching, Ravensdale, 41 Bullhurst
Lane, Weston Underwood, Ashbourne, Derby DE6 4PA

Journal 126
The next edition of The Delius Society Joumal, issue 126 (Autumn 1999) is due
lo appear in October 1999. The copy deadline is lst September. Please send
in your news, photographs, comments, letters, articles and other contributions
before that date. Your ideas for articles, and for improvements to the Joumal,
are welcome at any lime.
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