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CHAIRMAN’S NOTES
I have found the critics so almost uniformly damning, and in many
cases nearly vitriolic, in their comments on the quality of Delius’s music
performed at the Proms – Sea Drift, Cynara, Paris, Eventyr and even the
Violin Concerto (I write before the Last Night and Songs of Farewell) – and
the Edinburgh A Mass of Life – that I have begun to wonder whether those
of us who love it are somewhat (or very) odd or worse. We all accept, I
think, that, apart from perhaps his half a dozen or so finest works, Delius
was probably a member of the Third XI (or Hall of Fame, as some would
call it) of music – on par, perhaps, with (but not, of course, in any way
like) Rachmaninoff, Ravel or Prokofiev – but the majority of the reports
I have seen imply that he played for the Fourth or even Fifth XIs, never
at mid-on but just dreaming away in the outfield. I have often thought
of launching into print to challenge those views, but each time realised
(or was told), before it was too late, that it would be very unlikely to do
our cause any good. People who like Delius’s music will have ‘noted and
passed on’, and those who don’t will have had their prejudices confirmed.
The chances of persuading anyone to explore it through a concert notice
must be extremely small, and there is nothing like live performances for
converting the ‘Dislikers’ or the ‘Not interesteds’. Hopefully, at least a
modest number of the 4000–5000 members of the Proms audiences on the
nights in question might have been sufficiently interested to listen again
or try a little more.
I continue, however, to be delighted at the number of performances
being given all over the UK and Ireland with a Delius work in the
programme, and particularly with those by pro-am or small professional
orchestras – who have often been very adventurous in their choice of
works. Having talked quite often to players during their concert intervals,
contrary to received wisdom, they seem actually to have enjoyed playing
it – and that is a modestly hopeful sign for the future.
The anniversary year is finishing with a bang – our seminar at The
British Library, the Ealing Festival, the long weekend at Chetham’s and the
Wexford Festival – and I don’t think that anyone can say that the musical
world has ignored it – even if the critics may have thought it a waste of
time!
Martin Lee-Browne
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EDITORIAL
As this special year draws towards its final weeks, we have enjoyed a
wonderful period of live performances of music by Delius, at the Proms;
in Edinburgh and from orchestras and soloists throughout the country. In
the autumn and winter we can look forward to the exciting Study Weekend
at The British Library; The Ealing Autumn Festival; a fine-sounding concert
performance of A Village Romeo and Juliet at The Queen Elizabeth Hall, in
the more than competent hands of Ronald Corp and a full production of
this same opera at Wexford in Ireland. We must also not forget all the
concerts and events at Chetham’s in Manchester and Bradford in October.
What strikes me again and again is the number of people who attend
concerts where music by Delius is performed and who clearly enjoy it.
This only underlines once again that people will come to live performances
of music by Delius especially when it is sensitively programmed with
other music from all parts of the world. Although in the past I have been
critical of the BBC regarding the lack of Delius’s music in Proms concerts,
this year the BBC must be warmly congratulated for its coverage of the
anniversary in the 2012 Proms.
Critics have been hostile to several performances so far, but yet the
public still attends and enjoys the music. I have not heard one critic who
has put forward a credible case for performing less Delius. The music is
every bit as attractive, beautiful and individual now as it was before this
year’s celebrations began.
In this issue we have continued the celebration of fifty years of The
Delius Society and this publication by reprinting some recollections of Eric
Fenby which were first published in The Delius Society Journal shortly after
his death, as well as an interview with Roy Henderson by Stephen Lloyd.
I wanted to include memories of people who knew Delius and his music
well. Last summer I had a very pleasant and most interesting conversation
with Sir Mark Elder, who spoke most eloquently about his enthusiasm for
the music and his approach to performing the Delius scores. As we look
to the future, the enthusiasm of conductors such as Sir Mark to forge their
own interpretation of Delius’s scores, and lay on one side the influence of
Beecham, will ensure the music lives on and does not become merely a
museum item.
Inevitably in this and the next Delius Society Journal we will include a
large number of concert and CD reviews, because there is so much going
on. I don’t know if the review of John Bridcut’s film is the first television
8
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review in The Delius Society Journal but if not, then it is certainly the first for
a long time.
Can I remind you that it is always worth looking at our website and
Facebook and Twitter pages to catch up on the latest news and find full
details of all forthcoming concerts and events of interest? My thanks go
to all those who have helped me with preparing this Delius Society Journal.
As ever, please continue to submit your articles and reviews. The Delius
Society Journal will only flourish if we receive your contributions.
Paul Chennell
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THE DELIUS SOCIETY AGM 2012
This year we were in Cheltenham, in the middle of the Festival, for a
weekend of concerts including much loved Delius works. The AGM
and lunch on 7th July took place in the Mercure Hotel, Cheltenham.
After a welcome cup of coffee members gathered in the Regency Room,
where Martin Lee-Browne welcomed everyone and began by talking us
through the minutes which were agreed. There being no matters arising,
our Chairman proceeded to his report. He said that he first wanted to
thank Roger and Lesley Buckley for their hard work in arranging this
superb society weekend in Cheltenham. We heard a brief summary of
the events which had taken place in the last year, meetings in London and
a very successful AGM in Birmingham. In response to appeals from the
Committee for help from the membership, particularly regarding the 2012
celebration of the 150th anniversary of the birth of Delius we had received
no offers of help. Members must accept that unless others come forward
after 2012 the capacity of the Society may be reduced by limitations caused
by age. Martin indicated that the Committee is particularly concerned
about the very small numbers of members who attend the concerts
organised in this special year, and all were urged to attend concerts
when they can. The many events and concerts still to come in 2012 were
mentioned in the meeting. Martin told the meeting that several Committee
members proposed to stand down at the next AGM. Particular thanks
were offered to the Editor of the Journal and a bouquet of flowers was sent
to Elizabeth Chennell, as she was unable to be at the meeting today.
We then had a report from the Hon. Treasurer who said that
membership was up slightly as a result of our special effort for the
celebratory year. With regards to the preparation of accounts − which
Peter Watts had undertaken for the Society − he was very grateful for the
help he had received from the Auditors, Baldwin & Co.
It was then time to proceed to the election of officers. All members of
the Committee were re-elected by the meeting, there being no alternative
candidates. This was followed by Martin Lee-Browne indicating that the
Committee intended to nominate Baldwin & Co. as Auditors once again,
and this was agreed by the meeting.
An amendment to Rule 23 of the Society Constitution was then
proposed, described and agreed. This change concerned the number of
members necessary to form a quorum at AGMs.
There being no report from the Midlands Branch this time, we heard
10
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a brief report from the Philadelphia Branch, submitted by Bill Marsh and
read out by the Secretary.
Roger Buckley outlined plans for the Delius Study Weekend to be
held at the British Library in September. We then proceeded to Any Other
Business, which was easily dispatched.
After a very pleasant hour in which members were able to enjoy a
quiet drink in the hotel bar with their friends, we went back to the Regency
Room to devour a delicious lunch. This was a very pleasant environment
for what is always a most pleasurable meal. After we had finished our
lunch we heard a few words from Stephen Threlfall, who is directing the
exciting Delius celebrations at Chetham’s School of Music. This was a
most interesting and entertaining talk. Members were then free for the
rest of the afternoon to explore Cheltenham, before what proved to be a
wonderful concert in the evening.
Paul Chennell

The Delius Society AGM 2012.
© Photo: Dodsworth & Green
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2012 UPDATE
This is proving to be a truly unprecedented year for performances and
recordings of Delius’s works, although there is still much to be done to
encourage musicians to consider programming some of the lesser-known
works in the future, however the list of forthcoming concerts containing
works by Delius (to be found on the Society’s website) is encouraging and
now continues well into 2013.
Speaking about the BBC Proms in an interview in the current RVW
Society Journal, Roger Wright, Controller of BBC Radio 3 and Director of
the BBC Proms, said ‘I was particularly keen to programme Delius in this
anniversary year and I am delighted to have been able to include so many
rarities, thanks to the artists who have agreed to perform them – not least
those new to this repertoire – Osmo Vänska in Eventyr, Charles Dutoit in
Paris and Jiŕí Bělohlávek in Songs of Farewell. We need conductors who will
take on this repertoire, but only if they are really committed to it.’
So if you have enjoyed a recent performance, why not write and tell
the conductor or the orchestra’s management? We can all help to keep
our favourite composer’s music in their minds and encourage future
performance.
As we begin the final quarter of the year, there is much to look forward
to. In Manchester, Chetham’s School of Music prepares for its Delius Festival
(17th – 20th October), with one of the concerts being recorded for future
broadcast by Classic fM Over in Ealing, West London, the programme for
their Delius Festival has been published and includes a selection of concerts
and events which will be of interest to members, including a Society lunch.
There are two opportunities to hear A Village Romeo and Juliet: in
Wexford 26th, 29th October and 1st and 4th November, and in London, at
Queen Elizabeth Hall on 25th September.
Meanwhile, as I write we look forward to The British Library Study
Weekend (22nd and 23rd September), and are grateful to a number of
our friends, amongst them Gramophone, Boosey & Hawkes, ClassicalSource ,
MusicWeb, Musical Opinion, and Classic fM, for continuing to publicise this
event, as well as support from Katharine Richman who is overseeing the
Society’s Facebook/Twitter presence.
All these performances and events provide a good opportunity to
raise awareness of the Society and full details can be found on the Delius
website on the ‘Concerts’ page and also on the ‘2012’ page: www.delius.
org.uk.
12

DSJ 152 Autumn 2012.indd 12

29/10/2012 10:45

Collaborating with the Delius Trust, Martin Lee-Browne and I have
organised a Delius display at the Barbican Library to highlight further the
anniversary year, and this continues until 25th September. Membership
leaflets and other promotional literature are also displayed. Thanks to Liz
and Richard at the Library for their assistance with this.
Karen Fletcher
2012 Publicity Officer, at Archery Promotions
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DELIUS TODAY
A CONVERSTION WITH SIR MARK ELDER
On a beautiful day in late June I had the great pleasure of talking with our
Vice President Sir Mark Elder, who kindly agreed to speak to me in his
beautiful garden. I began by asking him to tell us what first attracted him
to the music of Delius? I received a most interesting reply. ‘Concerning
Delius, I didn’t know anything about him, I wasn’t aware of him at school;
I went away to school in Dorset. But by an extraordinary stroke of good
fortune and serendipity, my assistant housemaster was the violin teacher
at the school, and of course we got to know each other gradually. He was
a very unusual man but he adored Delius, and one of his responsibilities
was giving us our pocket money on Saturday mornings. I remember on
one occasion queuing up to get my pocket money and he was listening to
Jacqueline du Pré playing the cello concerto. I remember him saying to
me: “isn’t that the most beautiful opening for a concerto that you could
imagine; the very opening, so romantic?” And I remember that he told me
he’d lost his Leaves of Grass volume of Walt Whitman’s poetry and he was
something of a botanist. He found that his daily cleaner had put it in with
his botany books! As a result as we got to know each other and this man
Peter Chamberlain − he was a very fine violinist – gently drew me towards
Delius by playing me bits and telling me how much his music meant to him.
He told me how much his love of landscape, the countryside, walking and
everything was amplified by Delius. So at a time of my life when I was just
beginning to become aware of so many things, you know, imagine, I was
sixteen or something like that; somebody just added Delius into the mix.
So by the time I was at Cambridge, and then into the profession, he had a
place more in my heart than my head, if you know what I mean. I hadn’t
studied the pieces but the ones I had listened to meant so much. One of my
favourite pieces is A Song of Summer, but I know that was because I had a
recording on the Ace of Clubs or Ace of Diamonds label we all used to buy
in the ‘60s, and I just found it so evocative. The passionate ecstasy in the
music is as you so rightly say, like no one else. It started for me before I
knew really what I was getting into; that’s the point that was very exciting.
‘There is a lot of early twentieth-century British music that reveals
itself, but slowly. I mean you know Bax’s music is so different to Delius,
much more densely worked and not easy at all to get to grips with; it
repays constant listening doesn’t it? We need to be stretched; we need to
14
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keep our curiosity.’
Sir Mark wanted to know whether I thought he and the Hallé
Orchestra could present a performance of A Mass of Life in English. He
said, in response to my observation that there are some terrible English
translations, that he might commission one and ‘I think there are some
very interesting translators around and I think it would be very interesting
to try and do a new one.’
Sir Mark spoke most interestingly about preparing the performance
he gave of Idylle de Printemps with the Hallé Orchestra in 2010. I wanted to
hear a little more about preparing this unfamiliar Delius score. I received
a further explanation of the preparation, as follows:
‘Much of Delius’s compositional style throughout his life shows that he
was concerned to write down the notes that he heard inside him (whether
or not Fenby wrote them or whether he wrote them down himself) and
to give the barest suggestion about the speed and about how the music
should be shaped. In this he was very different from his contemporaries
Mahler and Elgar, whose neurotic personalities encouraged them to give
us so much information, we sometimes don’t know what to do. Delius
was the opposite; he left his scores rather bare. Along came Sir Thomas
Beecham of course, and loved this music and felt he wanted to champion
it. Part of his championing was to write in his own shapings and phrasings
to give the music direction, design and profile. I think it is important
nowadays, so many years after Sir Thomas’s wonderful pioneering work,
to go back to the stillness of what Delius himself wrote and make our own
choices, because music always needs phrasing. If music can be said to have
a direct relationship with speech, which I believe it does, as in sentences
there are important words and less important words, there are tiny phrases
in parenthesis in big sentences, and the musical structure of Delius’s
music isn’t always clear first off how you should do this; how you should
shape his sentences. What I tried to do with the Idylle de Printemps, which
was particularly naked, was to make my own choices and to get inside
this charming little piece so characteristic in some of its melodic gestures
but actually, a young rather immature piece, from a man still under the
influence of what I would call the Beast of Bayreuth, and still perhaps with
more than a whiff of late 19th century French music in it; bits of Massenet
– that sort of thing. I think the music needs shaping; the pulse needs to be
flexible, it mustn’t all be of one tempo; no music should be. But it doesn’t
say anything, so you have to make your own map through it and this
took me quite some time, because there are various alternatives one could
15
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use. Working with the orchestra I made some different decisions when I
heard it in the flesh as it were. I decided to make changes and particularly
I would say in relation to any one phrase, that is important or that isn’t.
What are the sounds that must sing out to the listener and what are the
ones that must remain in the background? So in a way it is preparing a
map – a musical map to take you through the score.’
In the recent film about Delius by John Bridcut Sir Mark spoke about
his performance of Sea Drift and how he went back to the original score
with directions given by Delius and discarded Beecham’s directions which
are usually followed in performances of this score. ‘Yes as I started to
rehearse Sea Drift and study it, I didn’t at first realise that the score I was
studying had so much of Beecham in it. When my assistant produced
the other score − the earlier score that was not Beechamised, (published
by Harmonie I think it was,) I realised where Beecham had started from,
and I thought well I would rather like to be in that situation too. Because
Beecham made his own choices out of love, out of respect and out of a
desire that people should enjoy and admire this music. But in terms of
which were the important bars and which were the less important bars, I
had different ideas. And so I changed it and took out a lot of Beecham’s
phrasings. Quite often it left the texture rather simpler and not so full
of swell. In a way the opening of Sea Drift is one of the most evocative
moments in all Delius isn’t it? And the swell in the ocean that Sir Thomas
created in his phrasings, by his crescendos and diminuendos is certainly
one way to do it. But when I saw what Delius had written, and how he
had not made these great crescendos and diminuendos I felt you could
create an atmosphere of a stiller summer day with the sunlight glinting on
the water but with more calmness in the beginning of this very troubled
score, so that the journey you are going to make emotionally with the boy
and the birds is mirrored by the joy of the boy at the start. There is the
tranquillity and the sense of peace at the beginning which then of course
turns to tragedy.’
I wondered if he thought this would be a worthwhile practice in any
other of the well-known Delius works. ‘Brigg Fair is also another one that
I changed when I did that ten years ago, which is for me one of his most
beautiful works, and I think it is most important to study the music and,
if you like, imbibe it for yourself and to do that with the first printing, the
first editions of the scores – pre-Beecham – and then to see what Tommy
Beecham did and make your own response to it, is a very good way to
do it. Another example I can think of in my lifetime that was very potent
16
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(nothing to do with Delius) but when I first started working as a young
musician I worked with Ray Leppard on an opera by Cavalli, La Calisto,
which has since become a very well-known opera by Cavalli. But when
we did it at Glyndebourne with Ray, Ray was doing for Cavalli what in a
sense Beecham did for Delius – he was taking the bare bones of the music
and shaping it and making choices and colouring it; taking away bits and
adding bits; altering the order – even more fundamental of course than one
would ever do for Delius – and making a show. Since then everybody’s
become fascinated by the 17th century Baroque style and there have been
many performances of Cavalli, much more rigorous; much more bare,
spare and apparently historically true. But the experience for me as a
young musician of working alongside Leppard where we would bring the
piece to life for the first time was a very very important experience because
it showed the creativity that all musicians should aspire to even though
their role is recreative.’
In John Bridcut’s recent film Sir Mark has spoken most eloquently
of his admiration for Sea Drift: I wondered if he could tell us what he
thought of another rather less familiar Delius setting of Whitman, the
Songs of Farewell? ‘I have never conducted it and so I have never spent
enough time on it to get as inside it as I have done with some of his other
pieces, but I often think of it and I often think this is a really remarkable
piece and I wish we could do it.’
In 2011 Sir Mark became artistic director of Opera Rara: so I asked him
if we can hope for concert performances of any of the Delius operas? If this
were possible which one might he choose? ‘Opera Rara as you probably
know has been in existence for forty years − a very very long time – and
in that time it’s built up a huge catalogue of rare French and Italian operas
fundamentally. In doing that it has appealed to a worldwide public. These
recordings are sold all over the world and there is a core of dedicated
followers of Opera Rara. When I took over, and we had to completely
reform (and we are still doing it) how Opera Rara functions, we thought
that one of the things we probably shouldn’t do too quickly is change the
nature of our product. We need to keep our contact and our support from
these people who have been loyal and excited by what has been achieved
in forty years has been tremendous. Perhaps later the company could start
expanding their repertoire in slightly different directions. At the moment
there are so many pieces; pieces of power, of charm, of value in Italy and
France − indeed French operas written by Italian composers as well − that
we are at the moment not planning to go as far afield as Delius. That’s not
17
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to say that you’re not absolutely right. I mean I would love to do A Village
Romeo and Juliet and of course it’s being done this very year isn’t it which
is marvellous, and Ronald Corp is a great advocate, but it is a great work
isn’t it? And Koanga needs to be done well too, doesn’t it?’
I agreed with Sir Mark and then I went on to speak about the public
reaction to Delius. In recent years there have been a number of very
successful performances of the more admired works of Delius, and I
notice that halls are usually well filled at these concerts, so I wondered if
Sir Mark thinks there is an increasing interest in the music of Delius now?
‘It depends on how you place it. You have got to put it in a good context.
One context − and obviously Beecham realised this − is to make the public
realise that there is really something to consider here. What you are doing
here, by presenting Delius in a concentrated form such as a festival, is that
you are saying to an audience, you cannot afford to miss trying to absorb
what you have never heard before. One must really do a weekend of
Delius or do four concerts in a week or something like that. Nowadays I
find that the public are inspired by the big idea and the Delius Festival that
Beecham organised must have been an extraordinary affair.’
What, I asked Sir Mark, can we do to further encourage concert
promoters to programme Delius and attract more people to this beautiful
music? ‘We also need to think how to present his music and in what
company. You know one of the pieces that I really love is Paris and I have
yet to do it in Manchester, but I have done it elsewhere. But you must have
a large orchestra. The first time I heard it and I bet you were there too;
was at the Festival Hall, with Kempe. I cannot remember when the date
was; I was very young. Paris; Ravel piano concerto; Also Sprach Zarathustra;
so there you have Ravel tied in with Delius’s being in Paris; then the
Zarathustra tying in with Delius and Nietzsche, (and Strauss being one of
Kempe’s greatest loves), was a perfect way to do it. I have done it in very
different contexts: the first time I did it was in Birmingham and I was going
to do Puccini’s one-act masterpiece Tabarro which of course as you know is
set on the Seine. So I did a Ravel piece Alborada del gracioso, a short piece
and then Paris, doing what Kempe did (but at the time I had completely
forgotten that), doing the Ravel, Delius Paris tie up and the Tabarro also
set in Paris in a very different musical style − I thought that was a good
concert. Perhaps what Delius doesn’t need is to be done in the context
always of Vaughan Williams, Holst and Elgar; perhaps because he himself
turned his back on us all didn’t he? He wasn’t so polite about England, but
he was so eclectic in his friendships and in his influences; and he was so
18
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fundamentally happy in that little village outside Fontainebleau wasn’t he?
Perhaps one should think of him in a European context. The influence of
Strauss on his young style, his harmony, the richness, the density of some
of the textures, you can put him with some Strauss but there needs to be
some lime juice in between them, something refreshing’.
Sir Mark performed The Walk to the Paradise Garden with the Chicago
Symphony Orchestra in Chicago earlier this year, so I asked him if he
thought that foreign audiences react differently to Delius from those in
Britain. ‘They have no preconceptions, this music was completely unknown
and I have to say they adored it and so did the orchestra. The orchestra
thought it was a very beautiful piece, which of course it is: it would be
difficult for anybody to deny that. What I would say is that his style of
writing, not in Paris, not in the Life’s Dance (that sort of Delius), his style of
writing for the orchestra earns him some friends with the woodwind; the
flutes and the oboe solos; but that the vast majority of orchestral musicians
don’t relish him in the way that they relish Strauss. Of course, despite the
influence of Strauss on Delius they are really opposite composers; Strauss
very much a man of the world Delius a mystic nature poet. But Strauss
knew how to give an orchestra a good time. Delius wasn’t interested in
that; he was interested in finding the poetry in his soul colouring and
giving birth to this wonderful harmonic movement. Orchestral players
tend to assume they will not enjoy it. Many’s the time when I have been
doing a piece and an orchestral player would say to me that (this has
happened so many times); ‘Well of course, I am not a Delius man myself,
but I am quite enjoying this piece’. They don’t want to give themselves to
it.
‘I thought what was so lovely in John’s film was the importance he
gave to my friend Bo Holten and his orchestra in Aarhus and the fact that
there’s an orchestra, you can see from the bits of film we saw of them
playing, that they accept it and play with the dedication they have for
performing Debussy or Mahler. They were having a good time. And it’s
the sound that counts; the strings have to play with a certain style, and I
always have to say to them “don’t let this sound too muddy; dense; thick
and Germanic: make the bow float; make lots of vibrato but light bow and
let the sound be full of sunshine and transparent.” That is a special style;
it takes time’.
I suggested that that is easier for Sir Mark than for some other
conductors because of his close relationship with the Hallé Orchestra
which has been in place for many years. The orchestra has Sir Mark’s
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style and character in it. It would be harder for another orchestra and
conductor to come together. In reply he said: ‘Yes, which is why I quite
like doing Delius with the orchestras that I know. For instance I have a
regular relationship with the orchestra in Hilversum, the Dutch Radio
Philharmonic, and they are all going through such a terrible time at the
moment with the government making swingeing cuts to the arts budget
and orchestras just disappearing. But I am going to do Brigg Fair with
them next year. I have done the Idyll with them. The opening of the Idyll
of course, that wonderful cityscape is so beautiful isn’t it? The Idyll itself,
as I did it, I felt the patchwork nature of it and it’s killingly difficult for the
singers, particularly the man, the baritone. It’s tough. I think Sea Drift is a
great masterpiece and I think almost all of A Mass of Life; I can’t wait to do
that: I must do it. It’s a very important piece and I am glad David Hill has
just done a wonderful recording.’
We are lucky in this special year to be hearing quite a lot of Delius;
I wondered what Sir Mark would like to see as permanent outcome of
the 2012 celebrations? ‘I feel that there is a parallel between Delius and
Sibelius, not just the letters of their name, the fact that they both wrote an
enormous amount of concert music in different genres. Sibelius of course
wrote many of his shorter, smaller, lighter pieces as a way to make quick
money. He had all those girls to bring up and really what he wanted to do
was to write his symphonies. But with Delius there is the same feeling that
there is a small collection of acknowledged, avowed masterpieces – some
of them small-scale, some of them big scale – but there is an enormous
amount of music that deserves to be heard, that would give us a rounder
picture of him. I have been doing this exploration of Elgar, as you know,
for the last twelve years; trying to record and perform all of his most
important music. But some of the shorter and lighter pieces are still there
for me to look at and find a way to put into our repertoire. I would love it if
I could get my orchestra and my public in Manchester to be curious and be
enthusiastic about some works of Delius that they have never heard − Paris
is certainly one of them. I mean I don’t know the last time when Paris was
performed in Manchester. But there are other pieces that I think are really
really beautiful and I would love it, if as a result of this year, the Delian
horizon noticeably opened out.
‘Andrew of course has been doing some fantastic work in this respect
and I must say that his recording of The Song of the high Hills which is one
of the most important works by Delius, it seems to me, is really wonderful.
He has made us all hear that music and feel it. I don’t think Beecham got
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to it, he didn’t really master it. I wonder whether he liked it or whether
it was too difficult or if his singers found it too difficult: it is very hard to
sustain and to shape for the horn players. Sir Andrew’s recording was so
moving, and he has championed that piece. You see that gets accentuated
and focussed in people’s minds when there is an anniversary and people
realise “oh yes Delius we are concentrating on Delius, and what was he
for us? You know I’ve always thought I didn’t like this music but actually
I have just listened to a piece and it’s so beautiful.” And my feeling you
see, one shouldn’t be nervous of saying this: when I was young I was
very drawn to his music; I found it very erotic some of it, I found it very
beautiful and sensuous at a time when I was only beginning to realise what
those words meant; when I was a student. I enjoyed enormously listening
to Delius’s music when I was younger, but I found some of it difficult
aurally to take in and make sense of. I could understand the sentences but
I didn’t understand the meaning. I listened to Beecham’s Mass of Life not
long ago and I found the music from beginning to end totally inevitable,
easy and logical. And then I thought, well so I should because in the
intervening years when I haven’t really thought about it, I haven’t had an
opportunity to get to it. I have conducted all the mature music of Wagner,
I have conducted my first Bruckner symphony, I have done so much early
twentieth-century music, my whole aural world has broadened out.
‘Delius needs time; he needs people to take time to listen to it and
listen to it again. I only mention this from my own life story because it is
worth saying that musicians that spend all their life on different forms of
music are drawn to different styles and there are many people for whom
the 18th century means more than the 19th century and the 20th century
and that’s great, that’s fine. But as you listen more and your ears become
accustomed, it’s like hearing a foreign language; you suddenly start
hearing, not just a jumble of sounds; you start detecting words, and it is
exactly the same with very elaborate, deep, late romantic music where the
influence of Wagner on the harmony is profound and long-lasting.
‘We all need to allow ourselves to listen, and if this anniversary year
will have achieved anything it will be to help people to realise that if you
are hearing the piece for the fourth time the value you will get is much
greater than fourth; in Delius it’s much greater than fourth, it’s probably
twentieth. Your ability begins to snowball and I think Delius needs that,
but more than that I think he needs poetic interpreters. I hope conductors
all over the world will certainly follow Bo’s example in Denmark and help
everybody to realise that he is a genius, he is a master, he is somebody who
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taps into a sort of manly relationship to his landscape, the essence of life,
the rhythms of life underneath the hurly-burly of daily life; the romance,
the sensuality that can be found in folksong is one aspect of it. The sadness,
the melancholy that is such a feature of Delius’s musical personality − these
are all beautifully realised in his greatest works. To me there is you see,
a connection here with one other British composer, completely different
in so many ways, but also taking us through their sounds, into a very
different other world − and that’s Tippett. Those early works of Tippett’s,
his language, some of the moments in A Midsummer Marriage, have a sort
of Delian ecstasy about them. I value not all Tippett’s music, I think it’s
very variable, but his greatest pieces are some of the greatest things we
have got’.

The Bridgewater Hall, Manchester

I asked Sir Mark, does he have any suggestions as to what the Delius
Society might do, in the way of new projects to further knowledge of
Delius and his music after 2012? In reply he asked me that if he was to
do a major work in Manchester would the society come and support it.
I said naturally we would support it. Sir Mark went on to say: ‘I think
the Bridgewater Hall, you see, is very very good for Delius’s works: you
know that wonderful halo of sound that the hall gives the music. It makes
it harder for grittier music but for Delius it’s absolutely wonderful. I
just know Paris is going to sound brilliant in there if only I could get my
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colleagues to let me do it. There are quite a few extra instruments so it’s a
bit of an expense issue. Now I mean The Song of the high Hills and A Mass
of Life are right up there for me to do and to find my own way. I think it is
one of the most interesting things about Delius how every performance has
to be personal, whereas with – much as I admire him − with Ben Britten’s
music it’s not so much the case. If you try and alter Britten’s music you
can’t improve it and he knew that. What he has written needs to be totally
and faithfully obeyed. You’re more like the head waiter than the chef, but
with Delius you are the chef, you are mixing the sauce to go on to it. And
that’s one of the reasons why this music means so much to me because I
feel personally involved with it and I know Andrew feels the same.
‘What projects could I have in mind for the society? I would love to
do A Village Romeo and Juliet in Manchester and to record it, as we have
done with Götterdämmerung and The Valkyrie, record all the rehearsals and
the performance, and see whether we can’t get a lovely CD from it: and use
some of the students from the Northern College of music for some of the
smaller parts. This would make it financially much more viable. It would
be lovely to do that with the Society, to share that experience in some way’.
I replied that if we could help I think we should do. Sir Mark
continued by saying: ‘Yes. I think it would be good to see whether or not
there isn’t some way to have a means of introducing people to Delius by
organising a weekend of music and talks’. I told him about the Delius in
2012 International Celebration at The British Library to be held in September.
Sir Mark continued; ‘What you need is an orchestra, the Hallé and
the Royal Northern College combined together and to get these young
musicians, who have no preconceptions about Delius, playing his music
and listening to it, and including a few pieces that seem to relate or that
might have given a connection to it. The Good Friday Music from Parsifal
seems to me to link directly to Delius. That ecstasy in nature must have
moved him as it did so many people at the end of the 19th century. Grieg,
of course, was a great part of him and Strauss. But one would need to set
out, how we could do it over two weekends or a week or something; a
concert a week; forming a concentration of his music. One could do a song
recital in the Hall of the Royal Northern College of Music, with songs by
Delius. We could talk about the pieces not just play them. We might have
an open rehearsal which is something which has been very successful in
Manchester, when I’ve done it in the past. You know if you are coming to
the concert in the evening or next evening, come to the open rehearsal for
nothing: and we have had huge crowds.
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We then spoke about the concertos, with Sir Mark asking me my
opinion of them. I said that I thought the violin concerto was the finest
piece in this form that Delius has given us. I then thanked Sir Mark for a
fascinating conversation on a beautiful summer’s day.
Paul Chennell

Sir Mark Elder
© Sheila Rock
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A NOTE ON THE ORIGINS OF CARL
DEICHMANN, DELIUS’S VIOLIN TEACHER
The summer 1988 issue of The Delius Society Journal included an article by
Alec Hyatt King on the subject of Delius’s violin teacher, Carl Deichmann.
Although Deichmann’s career in England is well-documented after 1860,
Hyatt King noted that ‘of Deichmann’s origins nothing now seems to be
ascertainable’.1 In his subsequent study on Delius’s violin teachers, Lionel
Carley provided additional information about Deichmann but observed
‘our knowledge of him [Deichmann] still remains sketchy’.2 Recently,
I stumbled across an unexpected Scottish reference to Carl Deichmann
and, curiosity piqued, explored further. I hope that these brief findings
on Deichmann’s origins will serve as a useful supplement to the original
research by Hyatt King and Carley.
In 1904 Carl Deichmann was present at the death of Louise Graham
at her residence in Dalkeith, Scotland. The death registration identifies
Deichmann as the deceased woman’s brother and notes his address as
The German Athenaeum, 93 Mortimer Street, London. More importantly,
the parents’ names and the father’s occupation are provided: namely,
Arnold Heinrich Deichmann, a major in the Hannoverian Army, and his
wife Henrietta. The handwriting on the original document is difficult to
decipher but Mrs. Deichmann’s birth name appears to have been Büttner.3
Major Deichmann’s full name was Heinrich Ludwig Wilhelm Arnold
Deichmann. Born in Hannover on 21st May 1800, he enjoyed a long and
successful military career albeit more frequently in the classroom than on
the battlefield. He enlisted as a cadet and Kanonier in the Hannoverian
army shortly before his fourteenth birthday and served in Brabant.
Following the Battle of Waterloo, he returned to Hannover and took
up a post as draughtsman in the library of the 1st Duke of Cambridge,
Viceroy of Hannover and brother of George IV and William IV. By 1816,
Deichmann had attained the rank of Second Lieutenant in the Artillery
Regiment and in 1820, following his transfer to Stade (a garrison town not
far from Hamburg), was promoted to First Lieutenant in the Artillery.
Nine years later, the Duke of Cambridge established a military academy
at Stade. Deichmann Senior was an instructor here from 1829 to 1833
when he returned to Hannover to teach practical mathematics, geometry
and draughtsmanship at the Höhere Gewerbeschule. In 1843, he became
Captain and Company Commander of the newly created Cadet School and
25

DSJ 152 Autumn 2012.indd 25

29/10/2012 10:45

was promoted to the rank of Major in 1854. His publications included New
Tables to facilitate the Practice of Great Circle Sailing, the English version of
which was published in London by Trübner & Co. in 1857. Predeceased
by his wife in 1860, Major Deichmann died in Hannover in June 1870.4
English and Scottish census records consistently document that both
Carl and Louise Deichmann were born in Hannover, Carl about 1828 and
Louise about 1829.5 My suspicion is that, in this context, ‘Hannover’ refers
to the Kingdom of Hannover and not to the city of the same name. Given
his father’s thirteen-year residence in Stade, it is more than likely that Stade
was Carl Deichmann’s birthplace and his home for the first five years of his
life.
Certainly there were more children in the Deichmann household. In its
announcement of the marriage of Louise Deichmann, the British Medical
Journal refers to her as Major Deichmann’s ‘eldest daughter’ and thereby
suggests the existence of additional daughters.6 The Bremen Ships Crews
Lists include a record for Wilhelm August Adolph Deichmann born in
Stade about 1830 – possibly another son.7
In common with Delius, Carl Deichmann pursued a very different
career to that of his father. He made his debut in 1844 as a 15-yearold violinist playing a Fantasy by Alard at a concert in the Hannover
Freimauererloge. Further appearances on the Hannover stage followed
and in 1847 (by which time he had studied under Charles Auguste de
Bériot) his performance was described by one critic as “fertig und elegant,
aber ohne Poesie”.8 In addition to his studies with de Bériot, Deichmann
was also a pupil of Louis Spohr and Heinrich Wilhelm Ernst.9
Whether prompted by concerns about political events or for purely
professional reasons, Deichmann arrived in England on 16th May 1848,
entering at the Port of Dover where he declared his occupation to be
‘artiste’.10 As one might expect of an officer’s son, he appears to have
devised a clear strategy for launching himself onto the English musical
scene. Soon after his arrival, The Lady’s Newspaper announced that ‘Carl
Deichmann, a violinist of considerable ability, and a pupil of De Beriot
[sic], has arrived in London’.11 In what may have been his first appearance
on the London stage Deichmann was one of several musicians on the
programme of ‘Mr Haussman’s Soiree Musicale’ held on 28th June 1848
in the Princess’s Concert Room.12 Within a month, he gave a critically
acclaimed performance at a Matinee Musicale attended by his patron, the
Duke of Cambridge.13
Deichmann continued to perform on the Continent – for example,
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on 29th January 1852 at the Leipzig Gewandhaus, where he received
mixed reviews. The American composer, Lowell Mason, observed that
Deichmann ‘played with entire success a Concerto by Vieuxtemps’.14 The
critic for the Deutsche Allgemeine Zeitung took a different view: ‘Es schien,
als sei er bei seinem erstmaligen Auftreten in Gewandhause vor zwei
Jahren besser ausgelegt gewesen als am diesen Abend, wenigstens gab er
sich in der ersten Pièce [ie, Vieuxtemps] verschiedene Blössen, welche das
Publicum nicht übersah.’15
Despite the apparently inconsistent quality of his solo performances,
Deichmann performed with some of the leading artists of the day. In
February 1856 he accompanied Jenny Lind-Goldschmidt in a concert at
the Hanover Square Rooms in London.16 Later that same year he appeared
with Clara Schumann in a concert in her honour.17 In June 1858 he shared
the stage with Anton Rubinstein at Willis’s Rooms and was described by
the critic as ‘greatly improved since his last concert. He was in every way
worthy to interpret with Piatti and Rubinstein, the gifted young Russian’s
trio op. 52, in B flat’.18

Anton Rubinstein(1829-1894) portrait by Ilya Repin.
27

DSJ 152 Autumn 2012.indd 27

29/10/2012 10:45

Although based in London, Deichmann frequently performed outside
the capital. Intriguingly, he appeared as a member of the orchestra’s first
violin section at the second and third Bradford Triennial Music Festival
(1856 and 1859 respectively).19 It is not improbable that Delius’s future
parents, Julius and Elise, attended the Festival and heard Deichmann’s
performance. One cannot help but wonder if they met.
Deichmann’s compositions may no longer be highly regarded but his
setting of Tennyson’s The Brook received an enthusiastic response at an
1860 concert at Willis’s Rooms. The critic for The Morning Post described
Deichmann as ‘one of the best of the numerous German violinists’ and
observed that ‘as a creative artist he gained still higher credit by a new
and remarkably clever setting of Tennyson’s little poem The Brook for a
contralto voice and pianoforte accompanied by violin’. Sung by Charlotte
Sainton-Dolby and ‘capitally played by Herr Deichmann’, the piece was
‘vociferously re-demanded’ by the audience.20
The Royal Academy Exhibition of 1860 included a portrait of Carl
Deichmann by Ernest Gustave Girardot. This was Girardot’s first entry

Carl Deichmann, 1863

© National Portrait Gallery.
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in the Royal Academy Exhibition and not one of his better efforts. One
critic felt compelled to express sympathy for the subject: the ‘unfortunate
gentleman’s uncomfortable posture is terribly real; and he has evidently
had to sit through many a weary hour with head thrown back, a violin in
one hand and a pen in the other’.21 The critic for the Art Journal described
the work as ‘admirable as a likeness of one whose face is familiar to us,
though we cannot praise the portrait as an example of good painting’.22
Possibly Girardot took the criticism to heart as a different study of
Deichmann is provided on the Bridgeman Art Library website, depicting
Deichmann in a formal but less awkward pose with violin in one hand and
bow rather than pen in the other.23
Perhaps a more revealing insight into Deichmann’s character is
provided by the photograph taken about 1863 by George Herbert Watkins
and used by the musician as his carte-de-visite. Looking far older than
his thirty-five years, Deichmann poses with his hands resting on the back
of a chair in the photographer’s studio. His gaze is aimed directly at the
camera and conveys an impression of self-assurance and respectability
– although one cannot help but feel that his beard would benefit from a
trim.24
To summarize, the first two decades of Carl Deichmann’s career
reveal him to have been a competent if not first-rate musician, a man
with excellent social and professional connections, and a familiar and
popular figure in both the London music scene and the German expatriate
community.
Mary Kelman Harrison
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ON HEARING THE FIRST CUCKOO
IN SPRING
Whichever music text you refer to will tell you that The First Cuckoo was the
combined product of Delius’s garden at Grez and a Norwegian folk song, I
Ola-Dalom, In Ola Valle, his friend Grieg supplying the melody and using it
himself in Nineteen Norwegian Folk Tunes (Opus 66) set for piano. There may
even be added a note to the effect that the cuckoo has a distinctly French
tone to its song.
There the story ends, except that inclination tells me that it does not.
These acknowledged sources for The First Cuckoo are verifiable and accurate
and can be traced back to the composition date of 1912, but they are not
the whole story. The very eclectic nature of Delius’s compositions makes
claims for his being a composer of world music easily verifiable, from the
spirituals he heard on the plantations and burgeoning American music
to the programme music of the German tradition and the Scandinavian
influence, in particular of Edward Grieg.
It is, however, not these sources I particularly have in mind, but those
of childhood. To this I may hear the response that Delius disliked Bradford,
a claim disputed by his sister Clare, though the general perception of the
place was poor. When Frederick Engels visited Bradford in 1844 he wrote
‘the houses are dilapidated and dirty and not fit for human habitation.’ At
a similar time, the German poet Georg Werth went further, ‘In Bradford
you think you have been lodged with the devil incarnate...’ There were
cholera epidemics into the 1850s, with a very serious one in 1848, just
fourteen years before Frederick was born. The Delius family in their
detached residence at Claremont, would probably have been at about the
height above the bowl of the city where the permanent smog level began to
lift and, no doubt, had sanitation well ahead of the rest of Bradford. Except
on very windy days, the sun was rarely visible, summer or winter. A local
joke was, ‘Bradford, the only place where the sparrows cough’.
Julius Delius, father of the composer, had a solution for his family.
He hired a house in Ilkley. The children spent holidays there away from
Bradford. The place was so attractive to them that when elder brother Ernest
and Frederick decided to run away from home, after stuffing supplies of
sweets into their pockets, it was Ilkley they made for, fourteen miles away.
The boys made it, just, and running out of supplies were spotted by a friend
of their father, who promptly shipped them back to Claremont.
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When in 1932 the Lord Mayor and Town Clerk of Bradford visited
Frederick to give him the illuminated scroll as a Freeman of the City, he
remarked to them: ‘In my music much of my inspiration has come from the
moors. I hope to get one more whiff of them before I die.’1 Is this merely
the flattery of an ill man to those who have come to honour him, or is there
evidence to support his statement? Certainly the Delius children, including
Frederick, were taught to ride. Frederick recollected, ‘We children had two
ponies and I loved riding over the moors to Ilkley.’2 Here is his sister Clare;
‘Often I went long walks alone with him. I can remember a trick he had
which puzzled me intensely at the time, of pausing every now and again
to listen to some natural sound, such as rustling of a tree or the singing of
a bird, or the murmur of a brook. He would stand quite still as if drinking
something in, his expression became wrapt and attentive...’

Frederick had a dog he also exercised over the moors, and Clare adds this
story,
‘A friend relates how, when Fred was a boy, he was walking with him
one day across the moors. Accompanying them was Fred’s dog, which
was running about barking happily, after the manner of dogs. Suddenly
there broke upon their ears the exquisite note of a singing bird. Fred
instantly stopped, and, picking up the dog in his arms so that it stopped
barking, stood perfectly still for several minutes, listening to that song.’3

About the same time as the Lord Mayor of Bradford called, Sir
Edward Elgar came for the last time to the house in Grez. With him was
a Mr Gaisberg4 who took notes on the conversation and, remarking on
Frederick’s contribution, noted ‘how often he talks of the song of the birds
– he said it was the greatest music of all.’5 All this suggests the question,
which ‘First Cuckoo’ does his music refer to? Is it the first one he ever
heard, or the first heard in his garden at Grez in 1912? Even, might the
cuckoo heard in 1912 reflect an earlier childhood one, which most certainly
would have been heard from the moors.
Here I begin to detect similarities to the experience of others, at
another time and in another place. In 1995 I was privileged to take two of
Scotland’s most celebrated poets back to the village of Bayble on the Island
of Lewis. Both Iain Crichton Smith and Derick Thomson had left their
childhood Island home at 17 to go to Aberdeen University and, except for
a brief period of National Service by Derick, neither returned to live there
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for the rest of their lives. The principal reason for this was the incursion
of the Free Church into people’s lives and its very negative perspective on
culture. Indeed, in the generation prior to their birth, ministers were not
averse to exercising their authority by collecting all musical instruments in
their parish and burning them on a communal bonfire as ‘instruments of
the Devil’. Yet, despite this adverse aspect of childhood, both men retained
a deep love of their childhood home and continually mined it for their
writing over the following 50 years.
How might this be relevant? For the Free Church, substitute Delius’s
father, Julius and his aggressive determination that both Ernest and
Frederick should become part of his wool business. We have a similar,
sparse and esoteric landscape, the one surrounded by the Dales and the
other by the sea. It is as though the creative wish takes in the landscape
as a spiritual home, a safe haven against the perceived threat, always to
be returned to in adversity. This begins in childhood and youth, when the
threat to the creative process is most obvious, but develops then into its
own pattern of creativity, a catalyst to new composition, whether in words
or music. Exile is indeed one of the greatest stimulants to the creative
process, whether we are discussing Israel by the Waters of Babylon, forced
African emigration to the Americas or the Celtic Diaspora. Exile from the
loved landscape of childhood is the most potent example. Its inception
in an emotionally charged and repressive atmosphere makes its later
emergence as part of the creative process all the more potent.
Immediately following Delius’s death in June 1934, A.T. Ackroyd,
General Secretary of the Wharfedale Musical Festival, summarised the
argument concerning the inspiration of place:
‘There is no doubt whatever but that the wide open spaces of Ilkley Moor,
and the lovely woodlands in the surrounding country impressed the child
mind of Delius, and left life-long impressions...One feels that all Delius’s
music is evolved out of the emotions of a past that was never fully realised
at the time, emotions which only became real long after they had ceased to
be experienced, in the early seventies (1870s) and eighties (1880s).’

These words quote the Heseltine biography, page 153, from ‘One feels’...
to ‘ceased to be experienced’. Clearly Ackroyd is supporting Heseltine.
Writing about these statements and as a general comment on her memoirs
of Frederick, his sister Clare wrote:

34

DSJ 152 Autumn 2012.indd 34

29/10/2012 10:45

‘I reproduce an extract from it (Ackroyd), because it strikes a note
upon which I myself have insisted throughout these memories –
that in spite of Fred’s exile from the land of his birth, the influence
of those early days, the effect of those first impressions, never left
him.’6
Reviewing a recent recording of A Village Romeo and Juliet in The New
York Times, Sunday 11th February 1973, Peter G. Davis makes the less
than flattering comment that there is ‘an essentially adolescent quality of
Delius’s musical makeup that led him to harp on this strain in piece after
piece.. He pulls it off in The Walk to the Paradise Garden.’ Eric Fenby called
The Walk to the Paradise Garden the ‘musical kernel of the opera.’ When
Fenby first joined the Delius household, he was distinctly aware of two
things: firstly that he was so very much younger than the elderly couple
who were his hosts, and secondly, that if a record was to be played of an
evening in that household it had to be Delius’s work and from a very small
list, which Fenby gives as: On Hearing the First Cuckoo in Spring (1912),
Summer night on the River (1911), In a Summer Garden (1908), Brigg Fair (1907)
and The Walk to the Paradise Garden (Post 1901).7 This list drove Fenby to the
music room to play Sibelius’s Second Symphony after a day working with
Delius. Whilst we sympathise with Fenby, dates of composition indicate
Delius at the height of his powers, representing a quintessential expression
not only of his work, but also of his perceived evocation of landscape. If
as Heseltine, Ackroyd and Clare Delius suggest, he took the stored images
and sounds of moor, dale and river to France, here in his frailty, we may
sense that he re-visits and is re-vitalised by the landscapes of youth.
As child and adolescent I walked these same moors, in all seasons,
including over dry stone walls drifted with snow and in the glow of full
summer moonlight. Like Frederick, I stood to listen to lark and cuckoo,
heard grouse grumbling, smelt the scent of heather in full bloom and
of mown meadow from the fields below. Approached from the Aire
Valley, this meant a descent into Saltaire where twelve hundred looms
set the cobblestones in motion, then a slow climb, through Shipley Glen,
passing Eldwick and out onto the moors opposite Dick Hudson’s pub. The
alternative was a bus to Ilkley and an even slower, steeper climb to the
Cow and Calf rocks on the moor edge. There was a BBC North programme
about Bradford in 1958 which linked a 14-year-old Frederick travelling
from Saltaire to Ilkley Moor, suggesting that it was then he heard the
First Cuckoo, writing down the notation of the bird on his return home.
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Frederick told Heseltine, ‘We lived in a house called Claremont, Horton
Lane, which was, at the time, out of the town and on the edge of the
moors, on the road that leads to Bingley.’8 It is the Bingley road you take
for Saltaire. Perhaps it was this information that stimulated the writer of
the BBC programme, or maybe it came from contact with members of the
Delius family, possibly Clare’s daughter Margaret Black, who had visited
Frederick as late as Christmas 1933.
I would suggest that On hearing the first Cuckoo in Spring has a long
period of gestation; its immediate origins are Frederick’s garden in Grez
and the Norwegian folk tune he borrowed from Grieg. For me, the first
cuckoo represented in this very European piece of music, would have been
heard on Ilkley Moor in the mid 1870s, and its echo charmed its way onto
the manuscript page in Grez in 1912.
The text of my Delius poem is below, but if you wish to hear me
reading it to Sir Thomas Beecham conducting the Royal Philharmonic
Orchestra in The First Cuckoo, with a view of the Cow and Calf Rocks,
Ilkley, turn to my web site: www.wordworthy.com
		DELIUS
Human voices utterly lost, earth
trembling beneath twelve hundred
looms, reverberant shuttle and frame.
No pointillism of the human spirit
could enter a single dot on this canvas.
With a sigh of relief, he emerged
amongst bracken, rocks and heather
where lovers met outcropped in stone.
Beyond Neolithic homes, circles
in heather strident plovers attended,
the ground dropping to the Wharfe.
A lone shepherd’s hut braced against
winds on a moorland bluff. Here the
first wayward call of the cuckoo
came to him one spring, overlooking
Ilkley, where he might scramble across rocks
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finding his way up the precipice
of parental opposition, praying the
clothyard scrolls of worsted, held
with almost religious reverence
might not be forced into his hands.
Music, high places and bird song
communed to make larks dance on
invisible wires, a notation he brought
Beecham to hear. Seeing the sun rise
in his blindness on a far mountain, he
may have heard again the bubbling
cuckoo, resonant with mocking notes.

Andrew Mitchell
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DELIUS FOR THE YOUNG!
At Chetham’s School of Music I feel it is vitally important that we
expose the music, culture and heritage of our national composers to the
upcoming generation of musicians. Our previous projects have always
had participation and inclusion as core elements of their structure and
have celebrated the lives, work and influences of a number of composers:
Vaughan Williams and Maxwell Davis, Antarctica Project (2001); the
composers of Terezin (Brundibár Project 2003/4); Tippett – A Child of our
Time (2005); Bernstein (2008); and in 2007 an extensive programme of
events celebrating the centenary of Grieg (The Spirit of Norway).
Through The Spirit of Norway project the strong friendship that existed
between Grieg and Delius (which many of you who read this Journal will
of course be aware of) became clear. Lasting links were formed between
ourselves and those key advocates who support both composers, as well
as with the Grieg Society and the Norwegian Embassy, all of whom we are
grateful to for their friendship.
This particular programme and celebration was born out of a
conversation between myself and my old friend, the concert cellist,
Raphael Wallfisch – a great Delius fan and also President of the Grieg
Society. ‘There is not much happening up North, Steve’ he said. So one
creative conversation later I was put in touch with Michael and Chris
Green from the Delius Society and the ball started rolling!
One of the most rewarding aspects of my role here at Chetham’s
School of Music is the opportunity to engage with enthusiastic, visionary
people. I am thankful to the key personnel at the Delius Society and,
because of their tenacity, the format of the project was swiftly achieved.
This led to a successful bid for support from the Delius Trust, whose
generosity has made the project possible. Central to the project is Raphael,
who will perform the Cello Concerto at both St George’s Hall in Delius’s
native Bradford and at the Royal Northern College of Music, Manchester.
Following this, he will give a masterclass as part of our burgeoning
Outreach Programme, providing an opportunity for local cellists (not
Chets’ own) to work with Raphael. The closing recital which Raphael
will give with duo partner, John York, will present the complete works
for cello and piano of Delius, with the Grieg Sonata, thus forming a fitting
conclusion to four days of exciting concerts, activity and exploration.
I know that both the Trust and the Society would be keen to try and
bring the knowledge of Delius to a younger audience and I hope that this
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will be achieved in a number of ways. Symbolic of this is the opening concert
at Manchester Cathedral on Wednesday 17th October when the combined
forces of Chetham’s Sinfonia (our slightly younger players) and musicians
from the Hallé Youth Orchestra (which incorporates young players from
the regional music services – all now part of the recent Music Education
Hub scheme) give a concert which will be introduced by Dr Lionel Carley.
Deliberate in the programming was the aim to include some lesser-known
works by Delius. So after a first half which consists of the Irmelin Prelude
and the Grieg Norwegian Dances, we will perform Paa Vidderne which is
all too rarely given and, as far as I am aware, only recorded once thus far
by the Royal Philharmonic Orchestra and conducted coincidentally by a
former Chets student, Douglas Bostock. I also feel that the music and
story of Paa Vidderne (and for some an introduction to the mastery of the
writings of Henrik Ibsen) is something that will greatly appeal to both our
young players and listeners alike, and it will hopefully stimulate other
interest in the work and further performances.
The programming of the Florida Suite (alongside the Cello Concerto) in
the concerts given by Chetham’s Symphony Orchestra is also deliberate in
placing a particular focus on the early part of Delius’s life and it is closely
allied to the educational work which forms a key aspect of the programme.
Drawing upon Delius’s time in America and the historical musical context
through the links to slavery and the ‘spiritual’, our education work will
feature Gospel Music through vocal sessions. These will be delivered by
Gospel Specialist, Tyndale Thomas, and his team via a series of workshops
both in Manchester and Bradford culminating in presentations, firstly in
Manchester on 12th October and on 18th October in Bradford. The event
in Bradford provides the perfect prelude to the evening performance by
Chetham’s Symphony Orchestra at St George’s Hall. Free tickets will be
made available to workshop participants to encourage them to hear the
music of Delius live and for some, no doubt, an opportunity to attend a
classical concert for the first time.
As I am sure many of you will know, Classic fM has agreed to be media
partner for the Delius Celebrations, and it will be recording our concert at
RNCM for broadcast shortly after. As part of our collaboration with the
Trust and Society, Chetham’s agreed to host the annual Delius Prize which
engages directly with musicians from our national conservatoires, and this
year all nine establishments will be sending entries to the competition,
which will be judged by another Delian, the conductor, Lionel Friend.
I hope this creative project of collaborative music-making will prove
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to be a rewarding experience for a large number of young people and
provide an opportunity for aspiring musicians to look in more detail at the
lives of composers − what influenced or stimulated them, what changes
happened in their careers to shape their thinking, and in particular with
Delius, bringing a much too often neglected composer into sharper focus,
and helping to nurture our musical heritage.
Full programme information is available from Chetham’s website
www.chethams.com. Chetham’s School of Music offers outstanding
musical and academic education for young musicians aged 8 – 18.
Supported by the Department for Education, entry is based on musical
potential, not background or ability to pay. Please visit our website. .
Stephen Threlfall,
Director of Music, Chetham’s School of Music and
Artistic Director of the Delius 150th Celebration at Chetham’s:
17th – 20th October 2012

Stephen Threlfall, Director of Music, Chetham’s School of Music
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THE DELIUS INTERNATIONAL
COMPOSITION PRIZE
Following a huge international response to the inaugural Delius
Composition Prize, launched as part of the 150th anniversary celebrations
of the composer’s birth in 2012, The Delius Society is delighted to announce
the winner.
From a total of 73 entries received by the closing date of 31st May, the
judging panel comprising the composers Anthony Payne, Sebastian Forbes
and Judith Weir selected a composition for viola and piano by Michael
Djupstrom entitled Walimai. He will receive a cheque for £2,000. Michael
Djupstrom, composer and pianist, lives in Philadelphia, US where he has a
portfolio musical career including teaching.
Works by Adam Gorb, Aaron Parker and Ian White were highly
commended. Out of 73 entries received, 60 were from male and 13 from
female composers. In terms of geographical origin, 53 came from the UK,
five from the US, 13 from mainland Europe and one each from Brazil and
Australia.
Anthony Payne, the Chairman of the judges, commented: ‘It was no
small task to reach a final decision, but in the end the whole panel was
agreed, feeling that the chosen score possessed the sheer compositional
craft, originality of utterance and passionate feeling which one looks for on
these occasions. It is a work that grips the listener’s attention throughout,
and is of its time without displaying stylistic fads.’
Roger Buckley, organiser of the Composition Prize on behalf of The
Delius Society said: ‘We have been overwhelmed by the popularity of our
bid for compositions which can be played as part of a recital including
works by Delius. We wanted the competition to be truly international and
this has certainly been the case, with interest and entries from across the
globe.
‘Our panel of judges did an outstanding job in whittling down the
entries to find an outright winner and three further commendations. Our
congratulations go to Michael Djupstrom who, we hope, will be performing
his winning composition at our forthcoming Study Weekend Delius in 2012:
An International Celebration to be held at the British Library on Saturday
22nd and Sunday 23rd September. On behalf of The Delius Society, I
should like to thank all entrants for making this new Competition such a
successful part of our 150th anniversary celebrations in 2012.’
Walimai, which also exists in a version for saxophone and piano, was
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premièred on 8th May 2011 by Milena Pajaro-van de Stadt, viola, and
Michael Djupstrom, piano at the Curtis Institute of Music in Philadelphia.
Michael Djupstrom explains the inspiration behind the work: ‘Much of
Walimai inhabits the dark, mysterious world that lies concealed beneath the
rainforest canopy. This vast, timeless landscape is also the setting for the
powerful short story of the same name found in Isabel Allende’s fascinating
collection Cuentos de Eva Luna. Allende’s work first provided the inspiration
for this piece, and to some extent, suggested its dramatic and emotional
trajectory, which traces a path from clarity and freedom through a terrible
loss toward an eventual release from suffering and return to peace.’
Roger Buckley

Michael Djupstrom,
The Delius International Composition Prize 2012 Prizewinner.
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IS APPALACHIA THE OLD INDIAN NAME
FOR NORTH AMERICA?
THE QUESTION REVISTED
Brick Autry and David J. Eccott
Shortly after my article Is Appalachia The Old Indian Name for North America?
was published in DSJ No. 151, the Editor received, via Delius Society
member Bonnie Brauer, a communication from Mr Brick Autry of Fort
Davidson State Historic Site.1 Mr. Autry is a Muskogee Creek American
Indian who grew up in Oklahoma. Both of his parents’ families were
pioneer emigrants in the Indian Territory. Brick, who had been shown my
article by Bonnie Brauer, decided to impart some of his own knowledge on
certain matters that were discussed in the article.
As a result of this communication, Brick and I had further
correspondence. His comments imparted some remarkable insights
regarding various matters that emerged in my article, the primary purpose
of which was to try to determine whether Delius was correct when he
stated that ‘Appalachia is the old Indian name for North America’.
Brick Autry writes; ‘The article Is Appalachia The Old Indian Name for
North America by David Eccott, which appeared in DSJ No. 151 (Spring
2012), was of great interest to me. With regard to the actual etymology
of the word “Appalachia”, whilst I do not go along with everything that
is said, the author has as good an argument as any. However, it occurs to
me that the academics might have over analysed the origins of the word. I
have spoken with other staff members at the Chickasaw Nation Museum,2
who are often involved in the Native American Grave Protection Act
proceedings in much of the South, and neither they, nor I, are familiar
with the arguments that the author makes. We have always thought
of “Appalachia” as a place name, and apalachee, being the name of the
Apalachee Indians from whom the word derives, as a proper noun. As
such, it is a tribe’s name, and therefore has no descriptive meaning. In the
notes, there is a very interesting analysis of the word which might have
derived from a Creek or Choctaw phrase, and while we recognize the word
stem and the plausibility of its derivation, we’ve never seen it used like that
or used historically in our place names in the “old country”. (Old country
meaning the lands we left when everyone went to Okla3).
‘I note that a lot of the ethnological references that are cited are
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awfully old. This is not to say that they are inaccurate, but further research
has been undertaken that clarifies certain matters. For instance, the early
history of the Gulf coast has recently undergone extensive archaeological
examination. It has been found that after the initial confusion of European
arrival, which also brought disease and war, the Gulf Indian kingdoms
tried to reform. They developed three large kingdoms based upon the
old Mississippian domains that the Spanish and English had disrupted.
The one to the west was called Chicaza, the one located in the middle was
called Choflitaque and the one to the east was Appalachee, the principal
town of which was referred to as Apalachicola. Although these kingdoms
held out only a short while, their leaders were successful in engaging
many smaller groups, including those in the mountains, to support their
opposition to Spanish and English settlement, and especially the English
slave trade. From the Spanish and English view of the South at this time, I
don’t think it was unreasonable of them to label the whole of the southeast
and the mountains as Appalachia. It is also interesting to note that after
the English and French succeeded in subduing the Mississippi kingdoms,
the Muskogee speaking tribes, (the Creeks, Choctaws, Chickasaws and
others), began absorbing large numbers of refugees into their tribal
towns. The Creeks became a confederacy of tribes which further divided
into Upper towns in central Alabama, and Lower towns in Florida and
southwest Alabama. The Apalachees joined tribal towns in the Lower
region and their descendants (and their language) remain today as part of
the Creek Nation. After removal, the Lower towns began to congregate
around the Arkansas River near Tulsa. We (Muskogee Creeks) refer to
them as Hitchitees (pronounced hitch-EE-tees). The article was correct with
regard to the migration of the Apalachees, particularly the ones who lived
at the Spanish mission in Florida. There were also other Apalachees, and
perhaps some of their neighbours, who migrated to Louisiana in Texas and
Oklahoma.’
I was particularly fascinated by Brick’s observations, and it was good
to read the opinions of someone who not only has first-hand knowledge of
the topic but who is also closer to the mindset of the American Indian than
European ethnologists.
With regard to the etymology of the word apalachee, I would
certainly agree with Brick when he suggests that the academics might
have over-analysed it. It does indeed seem strange that the Apalachee
would have referred to themselves, as Gatschet suggested, by a name
presumably deriving from the vocabulary of the neighbouring Choctaw
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Brick Autry (left), together with Delius Society member Bonnie Brauer, standing
in front of the Fort Davidson area with Shepherd Mountain in the distance.
Brick is wearing a Cherokee braided belt over his shoulder, and Bonnie,
who is also of Cherokee extraction, is holding embroidery in the Iroquois style
made on a WW1 army blanket by her great grandmother Nellie Buck.
Photo: David Hilquist.

tribe. Furthermore, there are explanations from other ethnologists that
conflict with that of Gatschet. For instance, another report suggests that
apalachee may be cognate with the Choctaw word apelachi meaning ‘a
helper’. Considering the high esteem in which the Apalachee were held in
the Amerindian world, this seems equally unlikely, not to say absurd. It
is evident that apart from possibly over-analysing the origins of the word,
the academics may have been completely off the track in their attempts to
understand its meaning.
Nevertheless, by looking into the various statements of ethnologists,
I was attempting to establish whether there might be any descriptive
elements inherent in the word Appalachia that might help determine
whether, at some point in the past, it might have been used as a name for
North America. Not only did I fail to find any etymological evidence to
support the claim, but other factors (which I shall not repeat here because
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they already appear in my article) also led me to conclude that neither the
word ‘Appalachia’, which in any event is a modern European corruption
of the Amerindian ‘apalachee’, nor any indigenous word from which it
derived, was a generic Amerindian name for the entire North American
continent. The ethnological references that I cited may well be old, but no
recent research has emerged that might verify Delius‘s claim. Furthermore,
Brick’s contention that ‘Apalachee’ is a tribe’s name, which therefore has no
descriptive meaning, goes some way to supporting my conclusion.
Brick Autry writes; ‘Subsequent conversations among some of us
Chickasaws yielded only a suggestion on what the word Appalachia might
mean. We came upon the idea that perhaps the Chickasaw & Choctaw
verb apela (pronounced uh-PEL-uh) meaning “to help”, might, in times
past, have been extended to name their neighbours living east of the
Mississippi River delta, (that is, east of New Orleans). The noun apelachi
(pronounced uh-pel-AH-chee); meaning “helper” seems to be close enough
to “Appalachia” for consideration. We also considered the adjective apila,
meaning “over there”, when used in conjunction with certain verbs and
nouns, but we didn’t arrive at any firm conclusions, although we had a
measure of fun doing so.’
Despite my dismissal of ‘a helper’ as being the possible meaning of
apalachee, it seems that Brick and his team have presented some intriguing
etymological evidence that does indeed deserve serious consideration. In
any event, it further negates any proposal that Appalachia was the old
Indian name for North America. Throughout our discussions, nothing
emerged that would even remotely suggest that there is any truth in
Delius‘s statement.
Indeed, Delius himself may well have become aware of his error,
which could have been the reason for it being withdrawn from publications
subsequent to the original 1907 Harmonie edition of the score. Although
the statement appeared in some programme notes accompanying early
performances of the work, it did not appear when copyright of the score
was assigned to Universal Edition in 1921, nor did it appear in the Boosey
& Hawkes edition when the copyright was, in turn, assigned to them in
1939. Neither did it appear in their revised 1951 edition, which was edited
by Sir Thomas Beecham, or their 1989 edition. Therefore, as the reference
had completely disappeared from all published scores as early as 1921, it
seems strange that so many modern writers of programme notes, etc., have
continued to replicate it.
Whilst I am unable to state it as fact, my own theory for the continuing
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dissemination of the comment may have been due to a claim made by
Arthur Eaglefield Hull in his book Music, Classical, Romantic and Modern4
which was first published in 1927, a mere twenty years after the Harmonie
publication of Delius‘s score. In chapter XII (The English Tradition in
Music), Hull spends some time discussing Delius and makes reference to
the composer’s choral and orchestral work Appalachia. Without referencing
his source, he categorically states that ‘Appalachia is the Old Indian name
for North America’.
Arthur Eaglefield Hull (1876–1928) was an English music critic,
writer, composer and organist who lived in Huddersfield in Yorkshire. He
became editor of several music journals and also wrote books on harmony
as well as a biography of Alexander Scriabin and a living biography of
Cyril Scott, both of which were very well received. Although he was quite
a prolific writer on music, he was not an authority on the etymology of
Amerindian languages, even though his statement regarding Appalachia
appears in such a way as to suggest that he had some knowledge on the
matter. On the contrary, he was, almost without doubt, quoting from the
preamble that appeared in the 1907 Harmonie publication, consequently
resurrecting it six years after it had been omitted from the 1921 Universal
edition.
Unfortunately for Hull, his book, which was his last, met with severe
criticism. He was accused of plagiarism and constantly failing to cite his
sources. Many of the book’s reviewers realized that it was a pastiche
of borrowings from various English & American writers. Even though,
for these reasons, it was withdrawn by the publishers in 1928, copies
of the book would have remained in circulation. Furthermore, it was
actually reprinted in 1971, so it is quite possible that Hull‘s book could
have been one, if not the main source for the numerous replications of
Delius’s statement that have appeared over the years. In the past, Hull
had been a very successful and, it must be said, sincere writer, but the
harsh criticisms and public denunciations of his book proved to be too
much for him. He became extremely distraught by the accusations, and
the book’s withdrawal led directly to him throwing himself under a train
at Huddersfield railway station. Sadly, he later died from his injuries.
In concluding I would like to thank Brick Autry most sincerely for
taking the time and trouble to respond to my article, and for sharing his
specialist knowledge on various aspects of the subject. My thanks also go
to Bonnie Brauer for her enthusiasm and interest, and for providing the
means for Brick and myself to correspond. Mvto5 to both of you!
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Notes and References
1
Fort Davidson was the site of the Battle of Pilot Knob which was fought between
Union and Confederate forces on 26th September, 1865 during the American Civil
War. Today, the Fort Davidson State Historic Site preserves and interprets the
running battle through the Arcadia Valley.
2
Chickasaw Nation has its headquarters in the small south central city of Ada,
Oklahoma.
3
Okla. is the older abbreviation for the State of Oklahoma, the modern version
being “OK” which is used for postal addresses. The word Oklahoma was made
up of two Choctaw words; okla (meaning people) and homa (meaning the colour
red). It was suggested by a Choctaw Baptist minister by the name of Allen Wright
in 1889. In the 19th century the eastern half of the present state of Oklahoma was
called Indian Territory. It was the home of several tribes of Indians, but primarily it
was the home of five tribes from the South; the Cherokees, Choctaws, Chickasaws,
Seminoles and Creeks. In the 1830s these five tribes moved from the South to the
area west of the Mississippi River. This is how my family came to live there. Nearly
all the Indians left the South except for a few who remained. Although these folks
are still there, they are no longer tribal citizens. In 1889 the western half of the
present State of Oklahoma was opened up to settlement. As this new territory did
not have a name, Allen Wright suggested “Red People” in order to commemorate
the Native American population. From 1889 until 1907 the area was called
Oklahoma Territory, but in 1907 the Indian Territory and the Oklahoma Territory
were combined to create the State of Oklahoma we know today.
4
Hull, Arthur E. Music; Classical, Romantic & Modern. London, 1927. Reprinted by
Ayer Publishing in 1971.
5
Brick often used this word at the end of his correspondences. He later explained
that Mvto (pronounced muh-toe) means “thank you” in Creek.
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NEWS FROM MEMBER SOCIETIES
RECIPROCAL MEMBERSHIP
Links with all of our member societies are provided on our website at www.
delius.org.uk where there is a section dedicated to our Reciprocal Member
Societies Scheme. We aim to highlight joint meetings, activities and
other relevant links with member societies. With our 150th Anniversary,
2012 is a very exciting year for Delians and one in which we continue
to be particularly keen to focus on Delius’s relationship with his fellow
composers and musicians.
Details of concerts and events will generally be found on member
society websites. Additionally, please refer to the excellent English Music
Festival Bulletin:
http://www.englishmusicfestival.org.uk/british-composer-organisations.
html. This is published twice per year and although only the latest issue
is on display earlier issues can be obtained by contacting Sue Parker:
composer.scheme.secretary@englishmusicfestival.org.uk.
Delius Society members are reminded that if they wish to join any
of our member Societies they can enjoy the benefit of a concessionary
50% reduction in the first year membership fee (£10 in the case of Finzi
Friends) by contacting Michael Green by telephone: 01299 400883 or
email: ViceChairman@TheDeliusSociety.org.uk; and your details will then
be passed on to the appropriate Treasurer/Membership Secretary. Our
member societies are likewise offering their members a similar concession
if they wish to join the Delius Society (£14 in the first year instead of £28)
and telling them about our meetings and events in their newsletters and
journals.
CONTACT DETAILS
Berlioz Society
Annual Membership is £15.00 and the Society is very active with
publications, conferences, weekends and meetings. Website: www.
theberliozsociety.org.uk.
Arthur Bliss Society
Members of The Delius Society may join the ABS at a reduced subscription
of £7.50 (normally £15.00). Upon joining they will receive the last two
published copies of the Society’s substantial Newsletter. To join please
see the ABS website www.arthurbliss.org or telephone Mrs Jill Smith on
01242 578688.
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Havergal Brian Society
Annual membership is £12.00 (£150.00 Life). Members receive a bi-monthly
Newsletter and discounts on a wide range of Brian books and memorabilia.
Website: www.havergalbrian.org.
Elgar Society
Membership is £30.00 Single; £17.50 Joint UK and Europe. Members
receive three copies per year of the Elgar Society Journal, discounts on
CDs and free entry to the Elgar Birthplace. The Elgar Society has nine UK
branches and a Canadian branch. Each branch has its own programme of
meetings, usually in the form of a lecture, and these are open to members
of the public. The lectures are given by eminent Elgarians and members
of the Society. Further details can be found on the Society website: www.
elgar.org which also lists a wide range of performances of Elgar’s music
both in the UK and abroad.
The Elgar Birthplace Museum is located at Broadheath, Worcestershire
and is open daily from 1st February 2013 – 23rd December 2013 (inclusive)
11 a.m. – 5.00 p.m. The Museum stages a variety of exhibitions and
events throughout the year. Details will be found on their website: www.
elgarmuseum.org.
Finzi Friends
Annual membership £15.00 The Friends produce a Journal twice a year,
hold occasional workshops and study days, organise a lunch and lecture
at the Three Choirs Festival, and a triennial Weekend of English Song in
Ludlow. Website: www.finzifriends.org.uk.
Percy Grainger Society
Annual Membership: £14.00. Further details via www.bardic-music.com.
Grieg Society of Great Britain
Annual subscription is £12.50 (Individual), £18.00 (Joint) and £7.00
(Student). £100.00 (Life membership). Members receive a Journal and
meetings are held which are open to non-Members. Website: www.
griegsociety.co.uk
Ivor Gurney Society
Annual membership is £14.00 (individual) £18.00 (Joint). Website: www.
ivorgurney.org.uk. The Society produces a substantial annual journal and
newsletters throughout the year, has undertaken considerable work in
cataloguing and conserving the Gurney archive, and has organised and
facilitated a number of recordings on the Somm and Naxos labels. Society
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events are normally held each spring.
Holst Birthplace Trust and Museum
All Holst events can be found on the Composer Societies page of the
English Music Festival website (www.englishmusicfestival.org.uk/society.
htm). Annual Membership rates are £15.00 (Single), £20.00 (Joint) £25.00
(Family), £50.00 (Corporate), £60.00 (Benefactor), £100.00 (Joint Benefactor),
£300.00 (Corporate Benefactor). Website: www.holstmuseum.org.uk.
Ralph Vaughan Williams Society
Benefits of membership include a regular Journal which contains scholarly
articles as well as interesting news, events and reviews of the latest
concerts and CD releases together with a select discography. There are
opportunities to meet socially, with invitations to special events and
advance information on future concerts, as well as concert ticket discounts
and discount purchasing of RVW-related materials. Upon joining, new
members receive a £5.00 voucher towards any Albion CD or publication.
Society Journals issues 1 - 17 are now available as free downloads from the
RVW website, providing a user-friendly way to locate previous articles:
www.rvwsociety.com/journallist.html. Annual Membership is £20.00
£12.00 (Concessionary). Website: www.rvwsociety.com
Sir Arthur Sullivan Society
UK Membership is £15.00 (Adult), £10.00 (unwaged student, OAP) £20.00
(two people at the same address). Overseas $US50/£25.00; Couples
$60/£30.00. The Society publishes a Magazine twice yearly. Website:
www.sullivansociety.org.uk .
Peter Warlock Society
Membership £15.00 (full), £5.00 (Students), £180.00 (life). A Society
Newsletter is published twice yearly and the Society arranges various
events, partly for the benefit of the membership and partly with an
element of outreach. The Society is pleased to help members gain access
to Warlockian material. Further information will be found on the Society’s
website, www.peterwarlock.org

Michael Green


51

DSJ 152 Autumn 2012.indd 51

29/10/2012 10:45

SONG OF SUMMER
1862, as well being the year in which Debussy was born, also marks that
of another composer who, if not as ground-breaking, certainly spoke with
an intense, absorbing and original voice which I commend to you, if only
because it can provide such an incomparable distillation of ‘summer’,
evoking that matchless season countless times in the course of a substantial
output […]
In one sense Delius can be considered an exponent of the new
national school of English composers which, after its great flowering
during the Renaissance, went through a period of secondary importance
(as did that of Spain), overshadowed by the Italian and French schools and
dominated by such great German-speaking musicians as Handel, Haydn
and Mendelssohn, but which made a recovery during the Romantic age.
However, Delius (like Dvořák and, later on, Gershwin) came into contact
with the melting pot of American culture of the second half of the 19th
century, which blended not only home-grown influences but also those
of immigrants and Afro-Americans. So, as is the case with Dvořák’s New
World Symphony, it is not all that rare to find off-shoots in Delius of an older
melodic tradition allied to the newer stylistic developments of Wagner or
Grieg, witness the tender prelude to Irmelin of 1890 […]
In the course of his wide-ranging musical journey, Delius was as
much influenced by Afro-American music as by that of the late romantics
and impressionists, whilst still keeping firm hold of an impressive stylistic
unity, together with the distinctive features of a very English sound-world
that fuses a certain weightiness of sound with tenderness and elegance.
This is especially evident where the composer draws on programmatic
elements or on depictions of nature. Above all, Delius is the highly
appealing creator of tone-poems and lyrical miniatures; he was also, in his
way, an innovator, albeit one who did not set out to follow an agenda or
cause a revolution. He dealt in new sonorities, avoiding, but not totally
ignoring, the heritage of the classics and he imbued his works with a sense
of the beauty of life and of nature, never giving up the struggle, even in the
final, difficult years of his life. As Eric Fenby emphasised, he was one of
those men who discover new ways of making our existence more beautiful
– as well as embellishing summertime for us with his music.
Cesare Marinacci
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This brief article is a translation of part of a longer piece which first appeared in
the Italian publication, Flashback Magazine earlier this year. I am grateful to
Paul Guinery for his translation of this piece. (Ed).
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100 YEARS AGO
It appears that the summer of 1912, rather like the summer of 2012, was
less than glorious, or so it seems from what Delius has to say. In a letter
dated August 1912 from Arcachon on the Atlantic coast, Delius tells
Heseltine that ‘the summer has been abominable − The weather here is a
little better but very unsettled…’. That summer began with more work
on The Song of the High Hills. Delius and his wife travelled to Arcachon in
August for a holiday. A month later they returned to Grez and at the end
of September Delius travelled to England for the Birmingham Festival and
a performance of Sea Drift. He also heard the Dance Rhapsody and the Piano
Concerto performed in London. Once Delius returned to Grez in midOctober he stayed for only a short time before travelling to Germany for
a performance of Lebenstanz in its revised form, by Oskar Fried, in Berlin.
Delius was delighted to be back in Grez in December, as he told Philip
Heseltine in a letter at the end of the year.
In a letter to Philip Heseltine dated September 1912, Delius spoke
most interestingly about his approach to music. He asked Heseltine
to ‘….bring what you have to Birmingham and we will go through it
together…..’ Delius compliments Heseltine for his article on Schoenberg.
Later in this letter Delius tells Heseltine ‘I don’t believe in the music you
have to get accustomed to – that is what puts me out about Schoenberg −
You say yourself you cannot make head or tail of it − …’ He goes on to
say ‘I never once remember having made a mistake vis à vis a new work
of music – When I first heard Chopin as a little boy of 6 or 7, I thought
heaven had been opened to me – When also as a little boy – I first heard
the Humoresken of Grieg – a new world was opened to me again – When
at the age of 23 I heard Tristan – I was perfectly overcome – also when I
heard Lohengrin as a schoolboy.’ These are obviously major musical events
which Delius is referring to and it would be wonderful to have chapter
and verse regarding all of these performances which remained important
memories for the composer. He follows these memories with dismissive
remarks about Beethoven and Brahms, and only a lukewarm opinion of
Bach. Earlier in the month Delius had written to Heseltine and speaking
of Schoenberg, he said ‘I should very much like to hear Schoenberg’s music
– He seems to be very academic à rebours – He writes after a system – He
is perhaps the first musician whoever consequently wrote after a system
that is perhaps why it sounds so awful – No musical genius ever wrote a
treatise on musical harmony.’ Later in the year Delius wrote to Heseltine
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again, and spoke of Schoenberg’s Harmonielehre: ‘I have read some of it & it
is by far the most intelligent Harmony I ever read – His theories are alright
it’s his music that is wrong.’
Delius will have been pleased by the news of Beecham’s first Berlin
concert at the Hochschule on Monday 16th December. Beecham wrote on
18th December ‘Your Brigg Fair and Dance Rhapsody went splendidly and
had a great reception’. Paris and the Entra’acte (The Walk to the Paradise
Garden) followed in a second concert on Saturday 21st December. The
orchestra was The Beecham Symphony Orchestra.
Paul Chennell

Arcachon Today
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LAWRENCE OF ARABIA
AND THE MUSIC OF DELIUS
‘Later when we were often riding inland my mind used to turn me from
the direct road, to clear my senses by a night in Rumm and by the ride
down its dawn-lit valley towards the shining plains, or up its valley in
the sunset toward that glowing square which my timid anticipation
never let me reach. I would say, ‘Shall I ride on this time, beyond the
Khazail, and know it all?’

It was these words by T.E. Lawrence (of Arabia) that ran through my
mind at the recent concert given during our Society AGM weekend in
Cheltenham. In particular it was as a wonderful, evocative performance
of Hassan ’journeyed’ towards its conclusion with the repeated chorus of
‘We’ll take the Golden road to Samarkand’ gradually fading away to the
sound of tinkling camel bells drifting ever further away (and beyond ‘the
Khazail’).
The reason such an image comes so readily to me is that I was told
from a first-hand source that Lawrence loved the music of Delius and
that mental link with Hassan has stayed with me ever since. It is well
documented that Lawrence had a passion for classical music especially
Elgar,1 whom he met and corresponded with but what is probably not
widely known is that he also was very fond of the music of Delius.
I have had an interest in Lawrence practically all my adult life and
as a member of the T.E.L Society, it was through that association during
the late 1980s that I became personally acquainted with a man named
Arthur Russell, then in his late 80s and who lived relatively close to where
we were then living. We met several times around that period and he
came to tea at our house on occasion and together he and I even went to
a screening of David Lean’s 1962 epic film Lawrence of Arabia which was
being re-shown as a one-off at a cinema near to both of us − a portrayal
incidentally that Arthur expressed to me as something he considered
powerful but found difficult to reconcile with the Lawrence he knew.
Anyone familiar with the story of Lawrence will know that after his desert
exploits he tried to ‘disappear’ from public view into the ranks of the
armed services, joining the RAF then the Royal Tank Corps and then back
into the RAF until he was tragically killed in a motor cycle accident in 1935
whilst travelling back to his cottage at Clouds Hill (now a National Trust
property) from the nearby Bovington army camp in Dorset. Arthur knew
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him (as much as anyone could get to know Lawrence, an enigmatic and
deeply complex man who seemed to live his life experiences and personal
relationships almost as all things to all men) from his time in the Royal
Tank Corps. Arthur became part of Lawrence’s very small circle of friends
serving in the ranks, and it was a friendship that lasted until Lawrence‘s
death. Indeed such was Arthur’s close friendship that through Lawrence
he met several ‘society’ and literary people including Thomas and Florence
Hardy, Bernard and Charlotte Shaw, E.M. Forster and Siegfried Sassoon.
After Lawrence’s death he was asked by the family to be one of the six
pall-bearers at his funeral, the others representing the various phases of
Lawrence’s life. During one of Arthur’s visits to our house I asked him to
sign a copy of a book of Lawrence’s letters2 just then recently published
(and containing letters to and about Arthur) and he wrote ‘ There is never a
day goes by without I think of him; also I never eat a piece of toast without
thinking of our times in that cottage’ and he signed it ‘A Russell - Patroclus’
a nomenclature given to him by Sassoon who described him as ‘Little
Russell: the Patroclus of the piece’, Patroclus being the constant companion
of Achilles. I relate all this simply to underline my confidence in the
sincerity and veracity of the memories Arthur related to me of his times
with Lawrence. In particular I recall vividly his account of travelling from
Dorset to London with Lawrence as a pillion passenger on his motorbike
to see the Proms and other musical events including a trip to see Hassan on
its opening night.
Lawrence’s initial interest in Hassan was almost certainly not because
of the music of Delius but rather his personal acquaintance with the
author of the play, James Elroy Flecker. They had first met in 1911 and
formed a mutual liking and friendship during Flecker’s time in Beirut as
part of the British Consular Service. Lawrence was at that time travelling
around the Middle East and also to Syria to take part in an archaeological
expedition. They subsequently kept in touch and it seems that Flecker’s
poem of Hassan was something they had discussed and had inspired the
imagination of Lawrence. He wrote to Flecker in 1912:
‘Aleppo is all compact of colour, and sense of line: you inhale Orient
in lung loads, and glut your appetite with silks and dyed fantasies of
clothes. Today there came in through the busiest vault in the bazaar a
long caravan of 100 mules of Baghdad, marching in line rhythmically to
the boom of two huge iron bells swinging under the belly of the foremost.
Bells nearly two feet high, with wooden clappers, introducing 100 muleloads of the woven shawls and wind-coloured carpets of Bokhara! Such
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wealth is intoxicating; and intoxicated I went and bought bells. “You
hear them”, said the mukari, “a half-hour before the sight.” And I march
in triumph home, making the sound of a caravan from Baghdad: “Oah,
Oah” and the crowd parted in the ways before me.’3

It’s those bells again and one wonders if this letter from Lawrence inspired
that element for Flecker and, as a consequence, Delius. After seeing Hassan
in London Lawrence wrote of his enjoyment of it to Flecker’s widow and
said ’The closing chant of Samarkand was fine and Delius throughout as
superfine.’4
Lawrence was a prolific letter writer and perhaps his longest and
most intimate correspondence was with George Bernard Shaw, the
writer, and his wife Charlotte. In these letters Lawrence makes several
references to the music of Delius: ‘Delius was kind to Flecker’s memory
in Hassan; better, that, than the play.’5 In describing the music of Ethel
Smyth Lawrence wrote ‘Her music really isn’t worth the fuss she makes
about it. At least I’ve never heard anything which moved me deeply. You
can’t compare it to Elgar or Delius or even Holst, surely?’6 Further, in 1930
lamenting a musically barren period, he wrote ‘I have been less fortunate,
having got to hear no new thing of great moment to me. Only I hear so
little music that perhaps I should not expect it. A Delius cello sonata, an
Elgar Symphony, a Brahms Double Concerto; one cannot go on hoping for
wonders indefinitely. These were my three years’ joy.’7
Lawrence’s final period of service in the RAF saw him posted to a
remote corner of India and a barrack room friend of that time described
Lawrence owning the only gramophone in the hut and ‘entertaining
everyone’ (if they liked it or not) ‘with the music of the ‘immortal masters’:
Beethoven, Wagner, Schubert, Brahms, Purcell, Delius and Bach. He voted
‘The Entrance of the Gods into Valhalla’ Wagner’s greatest work. He was
inordinately fond of an Idyll by Delius, the strange harmonies of which he
was wont to say sent’ cold shudders down his spine.’8
After the death of Lawrence an inventory was made of the many and
varied recordings found in the Clouds Hill cottage and these contained
a considerable number of works by Delius including several Sonata and
song recordings and those issued by the then ‘Delius Society Records’
set up as a subscription only record purchasing scheme. Among those
recordings were Koanga, Paris, Eventyr and of course, Hassan.
In a 1937 publication of essays about Lawrence by others that knew
him, Warwick James gives a lengthy and considered opinion of Lawrence’s
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T. E. Lawrence by Augustus John

taste in music and says; ‘…his choice was affected by his sensitive
temperament and his hatred of vulgarity, particularly when expressive
of ostentation or coarseness of mind. Delicacy in all forms made a strong
appeal to him.’9 To me this almost sounds like the aesthete in Delius.
As a footnote to this story and returning to my introduction to this
article, my wife Jean and I took our own ‘Golden Road to Samarkand’ a
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few years ago travelling to Jordan to see the ‘red rose city’ of ancient Petra
and on to Wadi Rumm which as the frankincense trail of antiquity was
indeed a golden road for the ancient Nabateans who ruled this land so
long ago. For anyone who reads Lawrence’s book Seven Pillars of Wisdom,
an account of his time in Arabia and his vivid descriptions of
this ’vast and silent landscape of childhood dreams’, that place is still there
to be found today much as it was in his day. A modern and sympathetically
styled visitor centre guards the approach but to take a journey into this
stunning landscape is a breathtaking and humbling experience, and if
ever a scene evokes the Flecker poetical image and Delian sounds of that
‘Golden Road‘, there it is.
A final and poignant touch to this story and that wonderful
performance of Hassan which took place in Cheltenham is to note that
Flecker and his wife Helle are buried together in that town.
Stewart Winstanley
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THUS SPAKE ZARATHUSTRA
Roy Henderson in conversation with Stephen Lloyd
As part of our celebrations of fifty years of The Delius Society and The Delius
Society Journal, we are including this interview which first appeared in Number
92, Winter, 1987. Roy Henderson was interviewed by Stephen Lloyd, the then
editor of The Delius Society Journal (Ed).
On 18th August 1986 the Editor talked with distinguished baritone Roy
Henderson at his home in London. The following is an edited transcript
of that conversation. From 1925 until 1944 Mr Henderson sang the part
of Zarathustra in all British performances of A Mass of Life. Born in
Edinburgh in 1899, he studied at the RAM from where he leapt to fame in
the 1925 Mass under Klenau, and within a year Musical Opinion was asking:
‘Is he the long looked-for soloist for Delius’s Sea Drift?’ The conversation
ranged over many aspects of an outstanding career, but it began with that
notable debut in 1925.
Can we start at the very beginning when you sang the part of Zarathustra
in A Mass of Life at a Royal Philharmonic Society concert in April 19251, with
Paul Klenau conducting? Were you still a student?
Yes. They say I was 24, but I was 25. I’d won some prizes at the
Royal Academy and two members of the Philharmonic committee had
adjudicated a couple of them. The trouble was the baritone [Percy Heming2]
cried off about a month before the concert. Unfortunately all the wellknown baritones couldn’t do the rehearsals or the concert. Nobody was
available, and they were considering sending to America for a replacement
when I think probably Percy Pitt said, ‘There’s a young baritone at the
Academy I gave a prize to a month or so ago ...’ − and they risked it. I got a
telegram from John Tillett (I was singing in Manchester at the time) asking
me if I would sing this part for the noble fee of 10 guineas! Fortunately I
was able to find a copy in the Manchester library and I looked through it
and sent a wire (six pence in those days) accepting the engagement. I took
the copy out of the library and lived with it for the three-and a-half weeks
I had left. I was singing in a number of concerts during that period so I
hadn’t got all the time to study it. I took it to bed with me (I was unmarried
at the time!) and I used to go to sleep looking at it. To me it was quite
modem music for its day. I’d never known any Delius before except for
the odd song, but I was very lucky with Paul Klenau,3 the conductor, who
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was exceedingly helpful. He took me through the part. We had perhaps
three or four rehearsals with piano and he taught me a good deal about
the work. When it came to two days before the concert and we rehearsed
for the first time with the orchestra, I found I could sing it without needing
the score. I’d always been taught by my professor, Thomas Meux, never to
look at the book, always to learn everything from memory. I still believe
that’s the only thing to do. I don’t think you know a work unless you can
put the book down. Anyway, when it came to the concert I put the book
down, thinking nothing of it. As a young man you don’t have the nerves
you have when you are 40. It was only in the middle of the first solo that
I felt a tiny bit of nerves, an anxiety. Fortunately I knew it so well that I
could go on; for about six bars I felt very awkward. After that I had no
trouble whatsoever; I’d finished with nerves and I thoroughly enjoyed
myself.
You made a tremendous impact on the critics.
I didn’t realise that I had done anything special until the next morning
when I saw the press and I was astonished. Mind you, all the other soloists
had their noses in their books, and it’s not very easy stuff for them; that trio
with the chorus is very difficult. And there I was, standing up and looking
as if I know exactly what Nietzsche was talking about. Actually, I’d read
his book, in translation – then I couldn’t fully grasp what he was talking
about! Ernest Newman wrote that I was a philosopher, but I’m no more a
philosopher than anyone. But I always believed that the first responsibility
of a singer is to the poet – he’s got to make the words tell, and he has to live
those words in the context of the music. So the diction was very important
to me; that was a matter of practice. Being a Scot probably helped me
to make the words clear. The next day I went back to the Academy as a
student, not realising what I’d done.
Until then I was only slightly known in London. I had given a
Wigmore Hall recital to let the agents, Ibbs & Tillett, know me. That was
the sort of thing you had to do in those days. I had just got engaged, and
my fiancée had got all sorts of friends to come, and I cleared £34 on that
first recital which was marvellous. But it didn’t particularly do me any
good musically; a couple of notices, perhaps, that was all. It was the Mass
that did it. That made all the difference in the world; in one night it put
me on 7 or 8 years.
Did Beecham attend that concert?
He must have done because he said afterwards to me that it was
terribly slow. But I didn’t realise that, of course; I just enjoyed it. I got to
62

DSJ 152 Autumn 2012.indd 62

29/10/2012 10:45

love Delius’s music during that time, not knowing anything about him.
You went on to sing Sea Drift for the first time, I think, in 1927, with
Beecham?
I enjoyed doing Sea Drift as much as anything, and when in 1929 I
went to the Decca Company (they had asked me to join them as a baritone
in their first recordings) I asked if we could do Sea Drift and they agreed.
So we recorded Sea Drift − a dreadful record, you can hardly hear a word
anybody is singing! Decca then had little idea of how to record a choir and
they only used one microphone as I remember. Anthony Bernard was the
conductor.
Your next Mass was with Charles Kennedy Scott, in 1928. What was he
like?
Well, he was a choral conductor, and a splendid choral conductor.
He trained his choir marvellously. It was a good ordinary performance, not
one of those electric performances.
There was a very odd one I took part in, in Wales.
The 1933 Eisteddfod performance?
In an enormous tent! I’d never seen such a big tent in my life! I don’t
know how many thousand people were in it; it was rather like the inside
of Alexandra Palace, a huge place. The conductor T. Hopkins Evans, was
very keen on the work. After the performance people wanted to go on
singing, to have a party! It was dreadful – you were up to goodness knows
what hour of the night. The next morning I got up as early as I could
because I was playing in a cricket match that afternoon in London. I did
a performance of the Mass in Liverpool, in St. George’s Hall, I remember
[1936], and there was another one in Glasgow with Wilfred Senior. I
persuaded him to do it. I used to sing every year for his Glasgow Choral
Union and I told him that we had to do the Mass!
That was the first Scottish performance of the Mass of Life. In 1934
you sang at the Leeds Festival in Songs of Sunset and An Arabesque under
Beecham. You sang Songs of Sunset with Olga Haley.
Yes, I enjoyed Songs of Sunset, a lovely work. I think that was the only
time I sang it.
Both Songs of Sunset and An Arabesque were recorded, but never issued.
Yes, Beecham was naughty there. He said, ‘We’ve got the recording
people here ... just a rehearsal.’ I didn’t sing out. I wasn’t going to sing
out for the recording people unless we came to a financial arrangement.
Goodness knows what it came out like!
Was that recording actually made at rehearsals before the concert?
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Yes. We weren’t paid a thing for it. It was done at a rehearsal, without
any sort of announcement. He said, ‘Some people are recording this.’ And
that was that!
I believe you sang in A Mass of Life with Beecham six times, including
one BBC performance in 1934 that had originally been intended to be sung in
German?
We had a bit of a row together over that. Beecham had engaged
Hermann Nissen as Zarathustra, and they were to sing it in German.
The choir and everybody else had to learn it in German, and I think it
was 4 days before the concert when Nissen conveniently had a cold − I
say conveniently because I am not certain that he had learnt it properly.
Possibly Beecham wanted him to sing it from memory and I don’t suppose
Nissen had ever thought of that. Anyway, he cried off. Then the BBC
wanted me to do it and they rang me. I said that I would do it but not in
German, because I wasn’t going to have my nose in the book having learnt
it from memory. Also, for two of the days before the concert I was singing
elsewhere and I wouldn’t have time to learn it in German in four days. So
the BBC got on to Beecham and told him that it was no good. Beecham
got in touch with me and said, ‘The BBC say you’ll sing it in English. But I
want it in German. I told them you can learn any damn thing at any time!’
And I replied, ‘Well, I can’t, Sir Thomas. I’ve got two concerts that I have
to do.’ He said, ‘Oh, we can cancel those and the BBC will reimburse you.’
But I said, ‘I don’t do that sort of thing. I’ll be glad to sing it in German if
you’ll give me a month and postpone the concert. Otherwise I’ll sing it in
English.’ The BBC said that they couldn’t postpone the concert, to which
Beecham said, ‘Suppose I don’t conduct this concert ...’
‘Well, we shall get Adrian Boult to conduct.’
‘I’ve yet to hear of Boult conducting Delius!’
In the end Beecham conducted it, and the choir had to change over
to English from German. Beecham and I got on very well when he came
back from America. He asked me if l could send him soloists for Irmelin
[in 1953]. I went up to Oxford to hear it.
Did you always sing the Mass of Life in English?
Yes, and it had always been sung in English at that time in this
country. The performances I enjoyed most of all those were with Harty.
I persuaded him to do the Mass. I knew him well by then because I used
to train a choir in Nottingham for him, the Sacred Harmonic Society. One
day I happened to be in Nottingham when Harold Williams was singing
Sea Drift the next night, and I asked Harty, ‘Shall I come and give the leads
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to the choir?’ and he said, ‘Do.’ He was conducting his Mystic Trumpeter
as well and it was the first time he’d conducted in Nottingham. We got
through the rehearsal of Sea Drift with a lot of effort; the choir weren’t
really prepared for it. When it came to The Mystic Trumpeter he said to me
after 3 or 4 pages, ‘They don’t know it, Roy!’ It ended with him conducting
something else with the orchestra instead.
The next thing I heard from Nottingham was that Harty had been
engaged to conduct all the concerts, and he asked me if I’d come and train
the choir. I had been at school in Nottingham, my parents lived there, and
I also did a little teaching there. I thought it was a good chance to learn
something from someone like Harty so I took it on. After my first rehearsal
(Harty had chosen Berlioz’ Damnation of Faust) the committee met and
decided to drop the word Sacred, so it became the Nottingham Harmonic
Society. I stayed there for a few years until Harty left and then I founded
a little choir, the Nottingham Oriana Choir, with mostly my own pupils.
Constance Shacklock was in it. We just made music and didn’t think about
concerts. We did the St John Passion and after about two years we knew it
more or less from memory and I got the BBC to let us perform it for them
in Birmingham. We got a rather nice notice: Scott Goddard said that it was
the performance by which he would judge every other choir in the future.
Then all the men went to the war and it became a ladies’ choir. We sang
in the National Gallery and made some records for Decca. The choir is
disbanded now.
There is a rather unusual record of you conducting your Oriana Choir in a
Brahms choral song, with Dennis Brain and Norman Del Mar as horns.5 How did
that record come about?
We did it at the National Gallery during the war and then we went
on to record it. The Times gave us a very good notice. It said: ‘One of the
blessings of this war is the Nottingham Oriana Choir.’ There again, I made
them sing from memory.
You said a moment ago that you persuaded Harty to do the Mass of Life.
Yes, I got Harty to do the Mass. He looked at it and liked it immensely.
He was such a great accompanist and I felt with Harty that there was a
sort of joint effort whatever I did he responded to, and whatever he did I
responded to. I enjoyed that performance and so did Delius. He wrote me
a letter afterwards saying that it was the best performance he had heard.
The Hallé repeated it again the next year [1933].
Which parts of the Mass did you particularly cherish?
I used to like ‘Night falleth; now awaken all the songs of lovers’ [Part
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One, V] and I loved ‘As eve descended’ [Part Two, Ill]. Klenau made me
sing that very softly and he got the orchestra right down. That’s a lovely
phrase. I also sometimes sang the ‘Lyre Song’ at recitals with piano.
What were the main differences between Beecham’s and Harty’s approach to
the Mass?
Beecham treated the singer rather like a member of the Orchestra. He
said to me, ‘You may not notice any of my beats, but the first beat of the
bar you’ll always know. I’ll always give you the first beat - the rest might
do anything!’ You had to be with Beecham absolutely. You weren’t quite
the individual you could perhaps be with Harty. But there was something
else. Perhaps it was because I was more attuned with Harty. I knew him
better, he was a friend. He was Hay and I was Roy, and so on, while it was
‘Sir Thomas’ (though he’d call me Roy later). I knew too what Harty felt,
having worked with him a lot. I felt we were together.
Another man I felt ‘together’ with was Fritz Busch, at Glyndebourne.
He and Harty were the two conductors I felt most at home with. Adrian
Boult was one of the real gentlemen. ‘Is this tempo all right for you?’ he
would always ask the singer. Beecham of course would do nothing of the
sort but he was a great conductor of Delius. In my opinion there is no-one
after Harty’s time that has come near Beecham.
Very often there seems to be something missing in modern Delius
performances? Can you suggest what it is?
It is that ability to be flexible. You can’t be completely a tempo all the
time. There are one or two places where you must be, but there should
be a flexibility and a phrasing allowing the orchestra to phrase when they
have the chance, which comes so many times in Delius, especially with
the woodwind. But it’s that change of tempo which is not marked that
makes such a lot of difference. And even in the songs it’s just the same. I
used to find that in a song like To Daffodils, for instance, a strict tempo is
impossible; it needs great flexibility.
With Henry Wood you sang in the first performance of the Idyll in 1933.
I remember that very well. Beecham was at the back making a few
suggestions at the rehearsals. I rehearsed it with Beecham and Dora
Labbette in Dora’s flat in Belsize Park Gardens.
So Beecham had a hand in that first performance even though he wasn’t
conducting?
Yes. I don’t know why it wasn’t Beecham conducting. But it was done
at the Proms, of course.
You did the Idyll again at the next year’s Proms, and I believe you sang
66

DSJ 152 Autumn 2012.indd 66

29/10/2012 10:45

Cynara in the 1935 Winter Proms season?
Yes, I sang that several times at concerts. I enjoyed it very much. I did
it with piano mostly, but I think it was done with orchestra at the Proms.
What was Sir Henry Wood like to work with?
He was very keen on young people and a great help to them, always
giving them a chance. He was a good accompanist − that was a big help
for singers. He breathed with you. His firm beat might have been a little
difficult for the singer at his side in forte passages. Every beat seemed to
be a down beat. However, the first in the bar started so far back, at either 4
or 8 o’clock, dependent on which side of him you were standing, that there
could be no mistaking it for any of the others.
Conductors’ ways are sometimes funny. I remember with old Dan
Godfrey, you could always tell his last beat of the bar because he gave a
terrific sniff on the up-beat. If it was in 4 it was a bigger sniff than when it
was in 3; he took a bit longer over it!
Henry Coward was an amazing chap. He was wonderful with his
choirs in the North;, he really made them sing, there was no doubt about
that. But he wasn’t quite so hot when accompanying with the orchestra,
especially in a work he wasn’t quite sure of with soloists. I remember
when he was performing one work, I think for the first time, he turned to
me during the performance and said, ‘Now listen to this!’ and the choir
came in and sang magnificently. But at the end he forgot to turn over and
he lost his place. He put his stick up in the air on the last beat of a bar and
the orchestra petered out entirely. He turned over his pages and then said
to the second fiddle, ‘Is there a cut?’
‘I beg your pardon, Doctor?’
‘Is there a cut?’
‘No, Doctor. You beat 3 and you’ll be all right!’
Did you ever sing under Elgar?
Yes, the last concert he gave in Manchester, in 1933. It was a
wonderful performance and a wonderful occasion. That was possibly his
last Gerontius and it was John Coates’ last Gerontius. Muriel Brunskill was
the contralto, and when Elgar came on to the platform the whole audience,
choir and orchestra rose up and applauded. I thoroughly enjoyed the
performance.
Were you both the Priest and the Angel of Agony?
Yes, and that was the first occasion on which every soloist sang
without a book. I’d sung it with John Coates before: my first performance
was with him about 1926, and I knew he’d do it from memory, so I learned
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it from memory, but the contralto didn’t. But at Manchester for the first
time all soloists sang it from memory. It was a most moving performance,
especially when the old man conducted.
Elgar had a special way with his own music, had he not?
Oh yes. He knew his music so well and knew exactly how much
ritenuto to make, and so on. Some didn’t agree with all those ritenutos.
Dame Ethel Smyth couldn’t bear it. She said, ‘No rits, no commas in my
music!’ I had a bank manager who was a very good accompanist and I
went with him to sing some of Dame Ethel’s songs to her (I was going to
sing them at one of the Festivals), and in the
middle when he was playing he got a little bit faster, and Dame Ethel said,
‘You must have a very go-ahead method in your bank, but, you know,
never any faster for me!’
Elgar’s music needs the ritenutos and so on that are so carefully
marked, though not perhaps so much as some people do it. Delius, on the
other hand, can do with the tremendous amount of flexibility.
There is, it seems, a tendency today to conduct with a rigid beat.
It depends on what you are doing. If it’s Mozart then it’s exact; if
you’re doing romantic composers then it isn’t. It goes with the heart really.
The heart-beat goes faster in certain romantic moments, therefore the beat
perhaps moves on a bit; sometimes it slows down. This is especially true
in Delius.
Another composer/conductor with whom you had a great deal to do was
Vaughan Williams. You sang in the first performances of Five Tudor Portraits,
Sancta Civitas, Serenade to Music ...
The Tudor Portraits I did the first performance, and Sancta Civitas the
second performance (the first in London).
And Dona Nobis Pacem?
The first performance, in Huddersfield, under Albert Coates. A
wonderful work, I love that work, and I once conducted it at Bournemouth
when I used to conduct the Bournemouth choir.
In an existing tape of Vaughan Williams conducting his Dona Nobis
Pacem, he brings out a strength and an urgency that is not always present in
modern performances. Were these qualities evident in his conducting?
Oh yes, he was a very vital person. He looked very leisurely himself,
but he was a very vital person, especially when he did his own works. I
remember doing the Sea Symphony with him in Edinburgh, and that was a
very, very fine performance. Vaughan Williams was always ‘Uncle Ralph’.
He was one of the most lovable men I’ve ever met. He was an absolute
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Ralph Vaughan Williams (1872 - 1958) aged 81,
conducting the Boyd Neel Orchestra in rehearsal.
© (Photo by Keystone/Getty Images)

dear, a charming person, always so kind to the people who sang his works.
He sent me a photograph, and on it he wrote ‘With much gratitude and
admiration’. Now, gratitude, from a man of his stature to an ordinary
singer! How many composers would say that?
Did you perform at any of the Leith Hill Festivals?
Only about two. I wasn’t there often, I can’t think why. But it was
more ‘Royal College of Music’ there and I was ‘Academy’! On the other
hand I was always his first choice for the Sea Symphony, Dona Nobis Pacem,
Tudor Portraits, and so on. There’s an enjoyment about doing a work with
the composer. I did a lot of first performances in those days, all as a result
of that first Mass of Life performance. I always did first performances from
memory. I thought it was only right to give the composer the best he could
possibly have.
Did you ever sing under Julius Harrison?
Oh yes.
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In any of his own works?
Not in his works. First of all I sang Ford in Falstaff as a student [in
1924] with Julius conducting, and they repeated it the next year. Arthur
Fear was a very good Falstaff. I used to sing with Julius at Hastings in the
summer season. Singers would go down there for a week. I did that until
Glyndebourne came along, and I didn’t do any more after that.
Were you with Glyndebourne from the very start?
Yes, the very first night, as the Count in Le Nozza di Figaro.6
What was your favourite operatic role?
It’s between Guglielmo in Così fan tutte and Papageno in The Magic
Flute; not the Count which I didn’t enjoy particularly. It’s an angry, jealous
part and I’m much more inclined to comedy. I was in no other opera
company except I did a little at Covent Garden earlier on in the German
season when they had people like Friedrich Schorr, Lotte Lehmann
and Elisabeth Schumann. I did Kothner in Meistersinger, the Herald in
Lohengrin and Donner in Rheingold with Bruno Walter.
What was Bruno Walter like?
A most sensitive conductor. I liked him very much. I didn’t get to
know him when I was in those operas, but I knew him better when he was
with Kathleen Ferrier.
Wasn’t she a pupil of yours? How did that come about?
I think Malcolm [Sargent] heard her somewhere in the North of
England and said she ought to come to London. Then one day I was in
Ibbs & Tillett’s and John Tillett said to me, ‘You’re singing with a young
contralto. I’d like to hear what you think of her.’ We were performing
Elijah in Runcorn, and I took notice of what she was doing. On the way
back to London the next day by train, Kathleen came down too − this was
her first day in London, just before Christmas 1942, and we talked on the
way down. About a month later a pupil of mine was singing with her and
said that she was looking for a teacher. He persuaded her to come to me,
which she did at the Academy and asked for some lessons. That was how
it began and we went on to the very end. I’m not sure which was the first
record she made but I rather think it was for Columbia. They wanted her
to sign a contract and before she did that I got her to sing in the Pergolesi
Stabat Mater for me. She was not very happy at Columbia, so I persuaded
her to come to Decca and I went with her to make the contract. She was
there ever after and enjoyed it.
The tragic thing was that one day we were doing for the first time the
Four Serious Songs of Brahms. She was singing them in English and she
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got to the words ‘O death, how welcome art thou’ when she broke down
and began to weep. I could see it wasn’t emotion, and I wormed it out of
her that she had a lump on her breast. I said that the lesson was over and
asked if she knew a doctor. She said she did so I sent her straight there. She
came out with a beaming face, saying, ‘The doctor said it’s OK. I’m not to
worry at all.’ Then about 5 or 6 years later when I was at her flat she said,
‘Remember what I had here? [pointing to the place] Well, I’m afraid it’s
cancer and I’ve got to have a breast off.’ Now, if that doctor had sent her
straight away to hospital she may have lost a breast but she would still be
alive. Absolutely tragic. There’s been nobody like her since.
Many like myself will only know her from her records.
Oh, the records are nothing like her. It was her personality, her eyes,
her look, her sincerity. She had comedy as well; she could make you roar
with laughter.
Didn’t she sing the Angel in Gerontius?
The first time she did it we worked at it very hard together. I got
her to learn it without a book. She went to Leeds and I happened to be in
Yorkshire so I went to the rehearsal. She put her book down and she went
wrong in the first solo. The tenor was not very kind and said she had to
have her book. Kath and I had lunch together and I pinched her book so
she had to go on without it! She sang marvellously. The tenor was furious
..... he hadn’t learnt it well enough to put his own book down!
How do you rate The Apostles?
I love it, especially, of course, the part of Jesus. When I decided to
retire, Alan Kirby was going to do it next year at the Croydon Elgar Festival.
He was very keen on Elgar and he was about the best amateur conductor
I’ve come across. He rang me up and said, ‘Won’t you reconsider and
come and sing it?’ I’d done The Apostles with him the year before. I said
I’d need two days to think it over, but I decided against it. I think once
you’ve retired, you’ve retired. I didn’t announce my retirement. I chose
the Matthew Passion at Southwark Cathedral for my last performance. I
couldn’t have ended up with anything better. My last professional words
were ‘Eli, Eli, lama sabachthani’ ...
Gradually I resigned from my choral conducting and devoted the rest
of my life to teaching until 1985. I am truly deeply grateful for so many
years of being privileged to make music.
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Notes
1
This was only the work’s third performance in this country, the two earlier
Performances, in 1909 and 1913, having been conducted by Beecham.
2
Percy Heming (1883-1956) was the Dark Fiddler in Beecham’s 1920 Covent Garden
production of A Village Romeo and Juliet.
3
Paul von K1enau (1883-1946), Danish conductor and composer (works include
3 symphonies, several operas and an orchestral score Bank Holiday: Souvenir of
Hampstead Heath). Worked with Max Schillings at the Stuttgart Opera. Noted on
the Continent as a champion of Delius’s works. In Frankfurt on 1st March 1923
conducted first German performances of North Country Sketches, Cello Concerto
(with Barjansky) and Song of the High Hills (for which Grainger prepared the chorus)
in a 60th birthday·concert for Delius. Conducted the Mass on 23rd & 24th February
1925 in Vienna, Eventyr at a RPS concert on 25th February 1926, and Paris on 13th
December 1927 with the Liverpool PO.
4
Newman wrote in the Glasgow Herald: ‘The great thing in the performance after
the conducting, was the singing of the baritone music by Mr Roy Henderson... In
him at any rate we had someone who was both artist and philosopher: it would be
difficult to imagine better Delius singing. ‘
5
Brahms Op.17 No. l and Holst Hymn to the Waters, Decca M560.
6
Roy Henderson’s roles at Glyndebourne included Count Almaviva in The Marriage
of Figaro (1934, 1935), Masetto in Don Giovanni (1936, 1937, 1938. 1939). Papageno in
The Magic Flute (1935, 1936, 1937), Guglielmo in Così fan tutte (1936, 1937, 1938, 1939),
and Peachum in Frederic Austin’s realisation of The Beggar’s Opera in 1940 on tour
and at the Theatre Royal, Haymarket. Recordings were issued of the Glyndebourne
Company’s performances of Figaro, Don Giovanni and The Beggar’s Opera with Roy
Henderson.
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REMEMBERING ERIC FENBY
As part of our celebrations of fifty years of the Delius Society and the Delius
Society Journal, we are republishing here some of the wonderful tributes to and
memories of Eric Fenby published in The Delius Society Journal No. 121 which
appeared in the Autumn of 1997, a few months after he died. It is not possible to
republish here all of the tributes included in that edition, but I have chosen some
which I find most moving and memorable: I hope you agree. (Ed).

Lord Menuhin
Eric was the gentlest intermediary between creator and man. He did not
ascribe to himself a title – ‘vicar’, ‘oracle’ − he was simply a human being
of great sensitivity, driven by love and respect, to serve and to interpret a
particular fount of creation.
The extraordinary degree of identification he achieved with Delius
not only assured us and all musical and human heredity the scores of
beautiful music which would otherwise have been assuredly lost, but as
long as Eric lived provided us with the ‘Echo’ of Delius’s actual presence.
It was quite wonderful to work with Eric on three sonatas and on the
two concerti. Even more than with the living composer himself, who often
remains wrapped in the dream and is usually undemanding and content,
acceding to wide margins of interpretation, even in matters of tempi, here
was authority itself from one who knew.
The meeting with Delius, which I lost out of shyness when Elgar,
staying with my family at Ville d’Avray, when we presented his concerto
to Paris in the spring of 1933, went to visit him and I could have asked to
come along and did not dare, I made up with the unforgettable sessions
with Eric Fenby when we rehearsed and recorded his sonatas, and again
at the recording studio (Abbey Road), when Tortelier and I did the double
and the violin concerto.
Eric was a wonderful soul, fulfilling that rarest of functions of total
identification with the object of your love and of a quality of serving and
devoted loyalty, which transcends and inspired the interpreting musician,
a living example and a sublimation of our own role.
I write these words for the Delius Society, at the request of my dear
Tasmin Little, with humility, reverence and gratitude.
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Felix Aprahamian
My first memory of Eric Fenby goes back to 1929, the beginning of a period
opening up musical horizons which still seem to extend before me in
1997. Inevitably, I became aware of Eric soon after I became aware of the
music of Delius; this was through an article in John O’London’s Weekly, the
earliest cutting in my Delius collection. Today, when I subsist on cuttings
sent by friends, (subscribing only to The Oldie, and getting wonderful
journals free as the bonus of life memberships), I think it strange that my
first knowledge of Frederick Delius should be from that article sent to me,
quite fortuitously, in 1929, by an old Birmingham Armenian friend of my
father’s. I was fifteen at the time, musical but musically illiterate. I had yet
to discover what Lennox Berkeley used to call ‘naughty chords’. That spell
was cast by the Beatrice Harrison and Harold Craxton recording of the
Delius ‘Cello Sonata. Philip Heseltine’s Delius was the first book on music
that I bought, understandable to anyone for whom lush harmonies open
up a new world of sound.
In the early 1930s, a pullulating musical world seemed to surround
me in London. One musician whom I hoped to meet was the Delius
amanuensis Eric Fenby. Through my friend Ernest Chapman, who
worked at Boosey and Hawkes, this became possible, but not in fact until
after I had actually met Delius himself. Ernest, Donald Peart and I visited
Grez-sur-Loing together in 1933, the year before Delius died. By that time,
Fenby was back in England. He returned to Grez at Jelka’s call to be with
Delius while she was in hospital. From 1929, as a perfervid Delian, I had
known about Fenby, but not until sometime after the Limpsfield funerals
of Frederick and Jelka did I actually speak with him. Through Ernest
Chapman, I had regular news of his Delian activities. I well remember
the day Ernest asked me to call at 295 Regent Street before we went on
to a concert; a new Delius score had arrived from Grez, and we could try
it over before it was locked up in the safe. It was the Idyll. So, months
before the vocal score was published, Ernest and I were reading the full
score beginning with its Margot La Rouge Prelude, as soon as it arrived in
London.
It was not until wartime and Beecham’s return to England that I
became aware of Sir Thomas’s wish to ‘edit’ the Idyll, although at its first
performance under Sir Henry Wood, which I well remember (3rd October
1933, Queen’s Hall Prom, BBC Symphony Orchestra with Dora Labette
and Roy Henderson), it was given as printed in Fenby’s vocal score. I took
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this with me to Grez earlier that year when I visited Delius, but by then he
was beyond signing anything. For years, Mrs. Delius had been writing his
letters and signing them for him. When Beecham decided to include the
Idyll in his second Delius Festival, he delegated Richard Austin to conduct
it (Central Hall, 18th November 1946), by which time Sir Thomas had
edited the music as he thought best.
I think that any consideration of Fenby vis-à-vis the Delius Trust
must take into account Beecham’s views of the works dictated to Fenby or
prepared by him. As Sir Thomas asked me to write the programme notes
for the 1946 Festival, I had occasion to consult him about the Idyll and also
the Songs of Farewell, which he elected to conduct himself at that same
Central Hall concert. These, too, he edited, so my note read, ‘The fifth
song will be omitted at this performance.’ When, score in hand, I dared
to question his decision, he pointed out the ostinato formula in the basses
and bassoons of the final twenty-one bars; ‘Whenever did Delius write
anything like this?’ So, regrettably, all of ‘Depart, Old Sailor’ had to go.
I was sorry, not only because of Fenby’s account of its dictation in Delius
as I Knew Him, but also remembering its thrilling first performance under
Malcolm Sargent at the Queen’s Hall on 21st March 1932 (at a CourtauldSargent Concert by the LSO and Philharmonic Choir).
After the death of Mrs. Delius, according to her wishes, Sir Thomas
Beecham became the Delius Trust’s sole adviser. It was not until after Sir
Thomas’s death in 1961 that Eric Fenby reverted to play a more significant
role in the Delius saga. In a previous tribute to Sir Thomas Armstrong,
who became Chairman of the Trust’s advisers, I explained how this came
about. It was Armstrong’s respect for Fenby’s musicianship that had
led him to invite Eric to teach at the RAM and so, during that London
period between his youth in Scarborough and his retirement there, Fenby
became a more familiar metropolitan figure in the Delian activities of
Trust and Society. He was now the Delius ‘conscience’ to whom the
Advisers advised the Trust to refer whenever appropriate. The result was
a sequence of rewarding services to the cause of Delius: arrangements,
revisions, publications and finally the Trust-sponsored recordings which
will remain authentic and as valuable as Beecham’s.
How I wish Eric could have been with us in Kiel to see the first-ever
staged performance of The Magic Fountain (22nd June 1997). I would
have been fascinated by his remarks and hopeful approval. At ninety,
Fenby had come a long way. Half a century ago, he was the Delian purist.
Anything that Delius himself had not released, Eric would have left alone.
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Beecham, on the other hand, with his sheer musical genius of making, as it
were, silken purses out of sows’ ears, willingly scraped the bottom of the
Delius barrel – if a Delius Trust-promoted recording would help pay the
cost of his orchestra. I had witnessed the diverging views of the two men
on the Idyll and Songs of Farewell. Having also lived to hear Eric’s praise
for the Norman Del Mar recording of The Magic Fountain, the Delius score
that Beecham happily added to his approved canon, I feel sure that Kiel
would have further reconciled Eric to the revelation of an opera that Delius
himself understandably regarded as superseded. Happily, Eric’s relations
with the Delius Trust were increasingly cordial and he lived long enough
to see its work flourish.


Charles Barnard
As a founder member of the Society 35 years ago, I was privileged to know
Eric and Rowena over all those years. Many recollections come flooding
back, but two in particular stand out.
The first occurred in 1967. For some time the Committee had been
trying to persuade Eric to return to Grez. In the end, he agreed provided
the party was small, so it was restricted to members of the Committee.
I organised accommodation at the Hotel Corneille in Montcourt where,
as Eric pointed out one evening during our fascinating conversations,
many of Delius’s friends had stayed during their visits to Grez. To my
surprise, I find I still have the bill for that stay. For the seven of us, it comes
to 685 francs: about £70. And that was for two nights’ bed and breakfast!
The first morning dawning fine, we were happy to walk the mile or so
into Grez. I walked ahead with Eric, and it was a most moving experience
for me – as well as for him – as we crossed the bridge. There were certainly
tears in his eyes. Strange to think that he was returning after 32 years, and
it is now 30 years since our first visit. Apart from traffic, Grez still appears
relatively unspoilt. I wonder if that will be the case in 2027!
My other recollection is of a visit to York Festival in 1973, at which Sir
Charles Groves was to conduct A Song of the High Hills. Again, I organised
accommodation for our party at an inn in Cawood, south of York.
After a most pleasant afternoon visiting Sledmere, a house near
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Scarborough which Eric had visited as a boy, we arrived for the concert. I
was sitting next to Eric, facing the west door, and the moment came for the
start of the performance.
Even I felt that it was far too slow. After a few bars, Eric sat bolt
upright, and in his ringing voice exclaimed, ‘Oh no. This won’t do at all.’
A man immediately in front of us turned round and said, “What do you
know about it?”
Eric, of course, took no notice of his remark!


Derek Cox
It was an unforgettable trip. It happened early in my Society membership,
in 1969. Eric had returned to Grez for the first time in 1968, with a small
group, a highly-charged, emotional experience which plunged deep into
the well of memory, yet left him drained. By 1969, he was ready for
another trip, again with a small party, organised by Rodney Meadows. We
lived in Sussex at the time and I felt honoured, as a very new member, to be
appointed chauffeur for Eric, Rowena and Rodney, in our newly-acquired
VW motor caravan, comfortable, spacious and reasonably speedy. Over
the Channel – Newhaven-Dieppe, I think – and up the old RN13 to Paris,
where we stayed the night. No memories here – did we see old Delius
haunts? – except that Eric unfortunately lost his wallet. Then my first
approach to Grez, through its narrow ‘high street’ (rue Wilson), left across
the old bridge over the Loing (then unrestored) and out to the old inn on
the canal at Moncourt, where we were based. Many friends and visitors
to Delius had stayed there during Eric’s years, so it was a ready-made
backdrop for his affectionate reminiscence, penetrating observation and
charming wit. Felix arrived the next day – then we had double ration! It
was the great Quatorze Juillet and Rodney and I drove him endlessly round
the area, in search of a hotel room, when the Ile de France was flooded
with people escaping from Paris. Eric felt more relaxed, he told us; some
of the ghosts had been laid to rest. He was open and available and full of
humour; Rowena rejoiced quietly. We had a delightful picnic somewhere
in the forest, near Barbizon, I think, at which Felix introduced us to vin
blanc cassis. We had a wonderfully warm welcome from Madame Merle
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d’Aubigné and listened to taped Delius in her garden in the gathering
dusk. On the home run, Felix sat up front, as navigator, as we raced to
reach Montfort l’Amaury in time to see Ravel’s house, where Felix charmed
madame la gardienne to let us in, with chat about Marcel Proust. She had
been his housekeeper and Felix is a Proust enthusiast. No problem!
Eric was ‘open and available and full of humour’. That trip set the
pattern for my membership. He was always there, available to us, at
meetings, AGMs, by letter and phone, always giving, always revealing.
No Society deserves such a President, but we had him and enjoyed him,
revelled in him, loved him and look back on his wonderful life with such
joy and thanksgiving. As a retired priest of the Church of England, I
sometimes help in our parish church here in Blockley. It so happened that,
on the day last February when Eric’s requiem took place in Scarborough, I
was celebrating our weekday Eucharist. We offered our own requiem for
Eric – musician, writer, broadcaster, friend and amanuensis of Delius. It
was an unlooked-for pleasure and privilege I shall never forget.
We must never forget the sustaining religious dimension of Eric’s life.
He could not have survived the arduous, enriching years at Grez without
his faith. Neither must we forget what this meant for that old pagan
Delius. Don Gillespie, near the end of his fine book on Thomas Ward,
writes:
‘It was Delius’s great fortune that his artistic life was framed at its
beginning and near its end by strong devout Catholics: Thomas Ward
and Eric Fenby. One added discipline to the confidence and raw talent
of youth; the other nurtured the late masterpieces of old age. Fenby, on
learning of the circumstances of Ward’s death, wrote to me on March 6,
1989: “Delius would have been shocked, though perhaps not surprised,
to hear of his neglected fate. I am glad that now I can pray from my heart
with confidence for his soul.” ‘

As to Eric’s work with Delius, all has been said that needs saying.
Except perhaps this, from his son, Roger, after his death:
‘I think he dedicated his life to the music of Delius because nothing
that ever happened to him after those years quite compared. Everything
flowed from that time He once said there was no one who could compare
with Delius.’
Equally, there was no one who could compare with Eric Fenby. What
he was and what he did flowed out into this Society and will remain with
us always as a priceless legacy. Requiescat in pacem.
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Elena Duran
Soon after my arrival in England in 1976, I was taken to tea with Eric and
Rowena Fenby by Michael Emmerson, who was a great friend of theirs. I
was naturally taken with Eric’s enthusiasm and his passion for all things
Delian. As a Mexican-American growing up in California the work of
Delius was almost unknown to me but when Eric mentioned Delius’s
American connections it really aroused my interest.
At the time Michael was managing James Galway, who was my
teacher. I was Jimmy’s assistant at the time, helping him with both editing
and teaching. One day Michael gave me some music to look over, which
Eric had arranged for flute and piano, which turned out to be by Delius,
including an arrangement of La Calinda.
To be honest, I really didn’t know La Calinda but I knew one thing: the
transcription of an orchestral piece for flute and piano was very difficult
indeed! But since I knew that Jimmy was going to play it I was rather
naughty and said: ‘Sure it’s playable – it’s not so difficult...’, and off to
Boosey’s it went, returning some months later in the nice red-and-whitecovered Boosey and Hawkes Edition.
I was very surprised when Michael said that he and Eric had been
discussing the possibility of recording it, and would I like to play it?
Plans went ahead for a complete Delius album and EMI booked the
Bournemouth Sinfonietta, with its leader, Ronald Thomas.
Practice, practice, practice. Then off to Bournemouth to make my first
recording. The rehearsals went fine, but what I hadn’t quite realised was
that it was also Eric’s first recording ever as a conductor.
With experience, certain agreements and rapport get worked out so
that you can do the job with confidence. Well, we went in with none of
that and I think that both Eric and I felt rather like lambs to the slaughter.
There was a great deal of pressure and that didn’t worry me so much, but
one thing happened that I shall never forget: it was one of the best lessons
any musician could learn.
Things were going well and we had most of the other pieces in the can
and now it was time for La Calinda. I had done all the homework and all
the listening – in fact everything possible to deliver a good recording. Then
came the moment which is stamped on my soul forever.
I can’t remember exactly where, but I got to a bit in the flute part
where I decided very spontaneously to just change it because it felt both
right and good for the moment. I was really startled and shocked when
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Eric suddenly stopped dead cold in spite of the fact that the red recording
light was still on. ‘My dear,’ he said, ‘if you persist in playing it that way
I shall have to rewrite my entire book on Delius.’
I was taken aback and tried to fight my corner but I knew it was a
losing battle. Eric was amazing because he was absolutely not going to
budge from his viewpoint. And he had both age and experience on his
side, things I have always valued and respected in another musician.
Ronald Thomas knew exactly what to do; he took me to his camper for tea
and a little advice which enabled me to go on and find joy in the rest of the
recording session. I was left with an important lesson: when there is a rule
and precedent of how something should be played, the only thing to do is
to respect the convention especially when the source is so great and he’s
standing directly in front of you with many witnesses!
When the recording was released Eric was thrilled with it. He thought
it was perfect and could not have been better. I had the best and most
practical introduction to the world of recording and Eric and I went on
to collaborate on several very successful volumes of music for flute and
piano. You can bet that whenever we worked together in the future I was
absolutely on top of it as far as rules and details were concerned.
I am forever grateful to Eric Fenby for setting me on the best path to
make music: Go for it, but respect the text!


Roland Gibson
As is well known, it was not only his hearing On Hearing the First Cuckoo
in Spring over the wireless but also seeing a vocal score of the Mass of Life
in his early twenties that led Eric Fenby to write to Delius in France, and
thence came his offer of help as an amanuensis.
Yet, ironically, much later he said of the Mass, ‘Despite its undeniable
grandeur, its strength, its moving passages of ravishing beauty when the
poetry of both poet and composer is at its most musical, I have never come
away from a performance of the Mass of Life without feeling depressed.’
(Fenby, quoted by Paul Guinery in a broadcast talk preliminary to the
performance at St Paul’s Cathedral on July 3rd 1996.)
The ambivalent position which enabled him not only to tolerate
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Delius’s constant attacks on religions and creeds but also to come to terms
with Nietzsche’s work, by attaching importance mainly to its poetic aspect,
was a remarkable characteristic of Eric’s personality. It was remarkable
in that it reflected Delius’s own ambivalence, shown by the very fact that
Delius, though a self-styled atheist, nevertheless made such a point of
attacking Eric’s Christian position; also that Eric himself later on stated
more than once that Delius was at bottom religious in his own way.
It seemed that the association of Delian music with Nietzschean
philosophy was made more acceptable for Eric when, on the occasion of
a Delius lecture at Holborn Library, the lecturer played a recording of
the opening chorus of the Mass of Life while simultaneously projecting a
painting of a sunrise by Munch. For it was obvious from Eric’s tone of
voice when he proposed the vote of thanks to the visiting lecturer that
the substitution of the less explicit aesthetic of the painting for that of
Nietzsche’s words had been very meaningful.
A particularly amusing manifestation of Eric Fenby’s unforgettable
sense of humour was the way in which he related, during one of his table
talks, how that morning, when he was reaching for a big book up on a shelf
in the Royal Academy of Music library, it fell on his foot, injuring a toe. He
added dryly, ‘I’ve no need to tell you which composer’ the book concerned.
I remember being very interested in some remarks made to me by
Eric, at the dinner following a Delius Society AGM, on the subject of
Delius’s Arabesque, in reply to my asking him some questions about the
low pitch string vibrato at the beginning. He explained that in that work
Delius, who had sometimes been regarded as a musical ‘impressionist’,
came close to composers of the ‘expressionist’ movement.


Patricia Labistour
My association with Eric Fenby goes back to 1956 when I became one of
his ‘personal’ students at the North Riding College of Education. My two
years under Eric’s tutorship were a wonderful and privileged experience.
I have never forgotten the thrill of actually handling some of the original
manuscripts, nor his kindness and endless patience in furthering my
musical studies. Nothing was too much trouble for him to explain. His
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encouragement extended my love and knowledge of music very widely,
and I hope I have been able to pass on much to the many children I have
since taught. Being now involved in music lecturing to adult students at
university level, I am able to promote my love of Delius’s music, and Eric’s
unique contribution. During a personal visit to Grez-sur-Loing in 1963 with
my late husband, a hot June day spent in Delius’s garden at the invitation
of Mme Merle d’Aubigné was one of the most memorable days of my entire
life. Thank you, Eric, for years of countless pleasure in my music.


Stephen Lloyd
I remember well the first time I saw Eric Fenby. It was in November 1964.
I was a student in London, and a friend who sang in the Royal Choral
Society suggested that before joining their ranks I might like to attend the
Monday evening rehearsals at the Royal College of Music. That season’s
works included A Mass of Life conducted by Sir Malcolm Sargent and for
that there was, unusually, an extra choral and orchestral rehearsal at the
RCM. I had not heard the Mass live before so I sat expectantly upstairs
with other listeners. As one can imagine, the sound in that college hall
was overwhelming, especially the opening chorus. At the end of that first
section I distinctly saw someone in the front row turn round and remark:
‘Just as the old man would have liked it!’ It was then that I identified
Eric. This led before long to my joining the Delius Society, and my first
meeting with him was probably at a Society function, being introduced by
dear Estelle Palmley who was always so good at making new members
welcome.
In due course there were other opportunities of seeing Eric. In 1967
he gave an absorbing lecture/recital at the Westminster Theatre in London.
I also remember going to St Albans to hear him talk. One detail stays
in my mind. I was captivated by his playing of the Hassan Serenade by
way of an example, and how he distilled the magic from so small a piece
with a touch unlike any other. He was, of course, regularly present at the
Society’s annual dinners, and there were those memorable talks he gave to
the Society, of which most of the later ones have been fully reported in the
Journal.
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It would not, I hope, be unkind to say that Eric was not a good
speaker, but he was a fascinating one. Rather awkward, quiet and hesitant
in his delivery − how often in his last years, with that characteristic clicking
of the fingers, would he lose his thread and have to be steered back on
course? – he nevertheless held us all spellbound by the authority with
which he spoke. Many of the priceless gems of information came in asides
or as the result of questions, or when – to our great pleasure – he would
join us when we adjourned afterwards to a hotel or pub for refreshment.
It was then, in relaxed mood with a twinkle in his eye, that he would relate
further delightful anecdotes.
Yet Eric remained a very private and very sensitive person. When
I was writing a biography of Balfour Gardiner, he agreed to meet me
at the Academy to talk about Delius’s great friend. While we chatted, I
could sense a reserve, a guard that made him appear cautious, perhaps
in divulging too much information. It was later that I realised that this
reserve was only a manifestation of his loyalty to a good friend. After all,
how would that information be treated? Eric was ever loyal, to his friends,
and to our Society especially. We could hardly have asked or expected
more from him as our President. Nowhere, of course, was this loyalty more
greatly extended than in his upholding the cause of Delius. He once said
that Delius had told him, in confidence, several things that he would never
disclose – and, to my knowledge, he never has. What they concerned we
shall never know. This was the strength of Eric’s loyalty. This same loyalty
led him to be perhaps over-protective of the early unpublished works of
Delius which Eric, regarding himself not unreasonably as guardian of
Delius’s wishes, felt were too unrepresentative to merit performance.
When one cautiously raised the question of Delius’s will and his
dying wishes, it was clear that Eric had been deeply upset by the way
Beecham had intervened and acted contrary to those wishes. Eric, after
all, was to have taken charge of the music. [See Journal 85, p.15, where the
pages from Balfour Gardiner’s pocket-book in which those wishes were
jotted down have been reproduced.] Yet what could better exemplify
the humility of the man that within a year he put aside any feelings he
may have harboured against Beecham and was working for him in the
preparation of the Covent Garden performance of Koanga.
In 1986, as Journal Editor, to mark his 80th birthday I assembled an
issue (the first of two) specially devoted to Eric. The deadline for that
particular issue was particularly tight and it was only ready for collection
from the printers on the afternoon of the actual birthday. So that Eric
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would not be late in receiving these special greetings, I decided to drive
up to London and post it myself through his own letterbox. I had not
intended to disturb him but somehow I met an apologetic Eric at the door.
He could not invite me in as his flat was flooded because of a leak from the
upstairs apartment, and he and Rowena were obviously distressed at the
damage it was causing. A little later, however, by way of thanks for that
Journal issue, he took me to lunch at a London hotel. I learned afterwards
of the trouble he had gone to, finding a hotel where there would be no
canned music blaring from all quarters. His great sensitivity made him
very selective in the music he exposed himself to.
Five years later, for his 85th birthday, I had wanted to assemble an
issue of the Journal consisting entirely of Eric’s writings on Delius. I had
already started to gather together his record sleeve notes, his programme
notes and other articles, including the scripts of some fascinating radio
talks he gave as far back as 1946, many fortunately preserved at the BBC
Written Archive Centre at Caversham. Very soon this amounted to enough
material for a good many Journal issues, so I planned to use only a selection
for this birthday issue. It was then that I heard by chance that Eric was
himself wanting to publish a collection of his writings in a more substantial
form. I had no alternative but to approach him with my plans and find out
if what I had heard was true. It was. Perhaps he had realised that he was
never going to complete the book he had always wanted to write on the
music and that bringing together his substantial writings on the composer
was his only alternative. So for his 85th birthday issue I changed tack
and, with a few other items, compiled a bibliography of his writings, a
catalogue of his recordings, and a summary of his work on Delius’s music.
It was soon after this issue of the Journal had appeared that Eric rang
me to ask if I would work with him by editing his proposed collection of
writings on Delius. I felt delighted and honoured. With most of the spade
work already done, I was able before long to send him a bulky ring file
of all that I had assembled, arranged in a form suitable for publication.
Regrettably, it was then that he had a period of poor health as a result
of which he was not able to work on the book. Aware of his frailty, for
about two years I pressed him for a foreword to this volume, but sadly it
was not forthcoming. The book seemed to be indefinitely held up. But it
was with the approach of his 90th birthday that John Bishop of Thames
Publishing and I decided to go ahead and publish it as a birthday greeting.
It appeared as Fenby on Delius.
A month after his birthday, with the book published, I happened to
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be staying near Scarborough for four days. As Eric’s telephone seemed
to be continually ‘off the hook’, I dropped a note through his letter-box;
saying that I was in the area and would welcome an opportunity to call on
him, but only if it was convenient. That evening I was delighted to receive
a telephone call from his daughter Ruth, saying that the home situation
did not really make it convenient for visitors. But Eric wanted to speak.
Against the background noise of the bar in the hotel where I was staying,
I heard Eric’s faltering voice repeatedly saying how much he appreciated
the book. After about two minutes it was obvious that that was all he
could manage so I reluctantly brought the conversation to an end. I did
not hear his voice again. Sad though it was not being able to see him, there
was great satisfaction in the knowledge that he had been pleased with the
fulfillment of the project.
Now, the Society has not just lost its President but, as all those who
had the great privilege of knowing Eric must feel, a true friend.


Rodney Meadows
Fenby was a severe critic whenever the music of Delius was played. People
tended to assume that he had no desire to conduct, or like most critics was
only marginally capable. The opposite was true; he would take up the
baton, if asked. As he said thirty years ago: ‘My Haydn, with the Southern
Command Orchestra during the war, was praised.’
Only in his seventies was any move made to ask him. I had the
pleasure of watching him record a radio concert with the BBC Concert
Orchestra in 1978, rehearse and conduct the London Symphony Orchestra
at the Barbican, and undertake commercial recording sessions at the
Southampton Guildhall, Watford Town Hall and Barking Town Hall.
Unlike Beecham, who would usually perform a work in concerts around
the country before going into the recording studio, Fenby was given one
afternoon/evening per recorded work, or works. To record the Fenby
Legacy he had the Royal Philharmonic Orchestra, who were almost total
strangers, as were the Ambrosian Singers. The results were amazing.
Even so, as he modestly remarked: ‘If only they had asked me twenty years
earlier.’
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Felix Aprahamian warned me, before ever Fenby was approached,
that orchestral players might ‘take him for a ride’. But it was just possible
that they would find themselves playing for him as they would for the
composer (Walton, Elgar, Bliss come to mind) and it could work. It did.
He conducted in a rather scholarly way, with conventional gestures,
always ready to stop and explain when the orchestra were puzzled. The
players recognised complete mastery of the score, especially the movement
of inner parts. Recording A Song of Summer ran into difficulties, partly
because Fenby spent twenty minutes at the start reminiscing about
composition in the garden at Grez. There were incidental mishaps. The
horns were at cross-purposes. After an argument the conductor discovered
that four horn parts had been cued into two by some predecessor. A tea
break was called and Fenby, who should have been resting, amended the
errant scoring. In the end all came right.
During Songs of Farewell I managed to half conceal myself behind the
choir and observe Fenby head on. It was a revelation. As with all great
conductors, from Toscanini onwards, the magic was in the blazing eyes.
Players and singers just had to go with his inspiration.
Two of Beecham’s former players still in the orchestra were generous
in their praise. ‘We saw something today that we have not seen since
Tommy.’
By way of postscript, when the Delius Society attended the Keele
Festival, Elgar’s 2nd Symphony was conducted by Norman Del Mar in
the Victoria Hall, Hanley. Afterwards Fenby said to me: ‘I would love to
conduct that Symphony. I knew all the ‘leads’ from beginning to end.’
Remembering how Benjamin Britten emerged as a brilliant interpreter of
other composers’ music, one can only wonder what we missed.


Tony Noakes
At the 1962 Bradford Festival, my mother, a long-time Delian who had
sung in Sea Drift and other Delius works in choirs under Beecham in the
1930s introduced herself (and me) to Eric after one of the informal events,
to thank him for his work for Delius, and for his wonderful book. She and
I became early members of the Delius Society.
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Like other members, I treasure memories of Eric’s delightful
reminiscences of his life in music, which illuminated our understanding of
so many of the great performers he knew or worked with. But my most
personal memory is of a Society event at which my wife Ruth and daughter
Julia were present. Julia, then aged about three, had just discovered how
to take an adult’s hands in hers, walk up the person’s body and then turn
a somersault. She spotted in Eric a likely victim. I shall never forget the
surprise and delight in his face when she subjected him to her party trick.
What the whole world of music owes to Eric is now a matter of history.
His great gift to the Delius Society was the way in which he made all of us,
its ordinary members; feel as though we were his personal friends. It has
been an honour and a joy to know him.


David Tall
It is strange to think that when I first met Eric Fenby over thirty years ago
he was to say that he had just retired on his doctor’s advice because he was
‘prematurely aged’ (in his mid-fifties) and should ‘enjoy what little time
he had left’. This was not long after the 1962 Delius Centenary Festival
and before he came out of his brief ‘retirement’ to become Professor of
Composition at the Royal Academy. The rest is history – his many new
contributions to the Delius canon, his magnificent Faber book on Delius,
still the clearest insight into the muse of the composer ever written – and
his playing and conducting on record.
In 1964 I had the impudence of youth to ask him to arrange the Delius
Five Pieces for my college orchestra at Oxford. I could not pay him a fee (or
even his train fare to come for the performance), but was willing to write
the parts out for him to keep. (They are now part of the Boosey & Hawkes
Hire Library.) I remember having the gall to suggest to him that we could
provide any instruments he required, including harp, but suggesting that
if he included the latter instrument it might not be so easy for other small
orchestras to add the piece to their repertoire. He took all this youthful
tactlessness with his usual courtesy and set about the task with a will,
writing on 13th February that he had that day orchestrated the first two
and was already working on the third.
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He came to Oxford for the concert in May 1964, full of vigour, and
had a wonderful time being feted by the students and dons. The orchestra
– which included Roger Buckley, Editor of the Delius Society Journal, in
the ‘cello section – gave a most satisfactory performance. What Eric did
not know was that it was my first occasion as a conductor, and he spared
none of the full force of his critical faculties in rehearsal. ‘You are enjoying
yourself too much,’ he scolded me, ‘it is your job to think ahead of the
orchestra, not to enjoy it! You must take the First Cuckoo in two, otherwise
it will drag.’ Having heard a tape of the orchestra rehearsing Lullaby for a
Modern Baby, with a beautiful solo flute, he was distraught to hear it played
differently at the final rehearsal and remonstrated with the soloist. We
dared not tell him that we had a substitute flute player for the last rehearsal
and concert.
We kept in touch over the years and he was ever a generous and
vivacious correspondent, painting delicious word pictures of his activities.
What a command of the English language he had – such directness, clarity
and passion!
In 1977 he agreed to allow me to question him about his work with
Delius and the interview was used as the basis for an article entitled The
Fenby Legacy in the Delius Society Journal. The title took the fancy of
Christopher Palmer, who used it for the memorable Fenby recordings of
the Delius-Fenby collaboration. Such momentous performances! At last,
his perception of their musical partnership was given a permanent record
in sound.
In 1978 it was my privilege to see his name put forward for the award
of an Honorary Doctorate in Letters at the University of Warwick. Once
again I remember his joy and verve. Another honorary graduand was Jack
Jones, honoured for his work with the unions, and I well remember the
bonhomie between these two Northerners as they enjoyed swapping yarns
together.
What a legacy he has left us! How fortunate we are that he willingly
gave several years of his youth selflessly serving the music of Delius, and
how doubly fortunate that in the ‘few years he had left’ he was able to do
so much and share so much with the members of the Delius Society.
Joy, shipmate, joy! Depart upon thy endless cruise old sailor!
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Robert Threlfall
In the mid-1960s the Delius Trust’s music manuscripts had found
a temporary home in one of Sir Thomas Armstrong’s rooms at the
Royal Academy of Music. By a perhaps appropriate coincidence, the
corresponding room on the floor below was the studio used by Eric Fenby.
Hence, as I was working at that time with the Trust’s then Archivist, Rachel
Lowe, it was fairly easy to discuss any of our queries with Eric, whom I
then met for the first time.
During the ensuing 30 years we always remained in touch; of our
many shared incidents and meetings I shall here recall just two. First, in
1981 Eric and Rowena visited the Jacksonville Festival at which my dear
Joan and myself were also guests. The four of us stayed in the same hotel
at Jacksonville Beach, on the very edge of the Atlantic; after breakfast each
morning, Eric and I always walked along the strand for half an hour in
deep conversation – not only on Delius, and not only on music. At the
other end of the day, we all four gathered in one or other of our rooms and
a relaxed session rounded the evening off, with clinking of glasses and
shared reminiscence. I never saw Eric more light-hearted; for months, or
even years, afterwards we could never meet without the very thought of
those hours banishing any effort to look too serious.
My second recollection comes from several years later. Work on the
Collected Edition volume to contain the ‘Cello Concerto had raised many
musicological problems, chiefly due to discrepancies between the original
manuscript and the printed score, and some efforts to resolve these by
correspondence between us threatened to set us at cross-purposes. To
settle such problems, Eric came to the Trust’s office – on his way to the
Middlesex Hospital – and we spent several valuable hours comparing
the manuscript (which Eric had never seen, curiously enough), the (very
faulty) copyist’s copy used by the engraver and the printed first edition.
It was quickly realised that the manuscript, though in Delius’s shakiest
pencil (it was about the last one he wrote down himself), was to form
our definitive text. We also agreed on the layout of this edition, which
was newly engraved to include Withers’s suggestions for the soloist and
Eric’s authentic if surprising (to some) indications of speeds. Thus to have
shared study of the score of a piece so very dear to both of us is one of my
outstandingly happy memories of work on the Edition. Needless to say,
humour tempered our editorial labours; one of us kept a tally of notes that
should be rests, the other of rests that should have been notes. ‘I’ve already
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got twelve,’ said Eric at one stage, ‘how many have you got so far?’
I feel sure that anyone who knew him at all well can picture Eric from
these fugitive memories here affectionately recalled.

The artist Jackie Fenton Elliott presenting one of her four silkscreen
Delius impressions to Eric Fenby on the 50th anniversary of the composer’s
death in 1984.
©Photo; Yorkshire Television.

Copies of the recent Eric Fenby 1984 Radio Programme CD, in which we learn
much of how Delius and Fenby worked together, are still available from:
Peter Watts, Treasurer & Membership Secretary, via Email:
peter.watts@bournerbullock.co.uk (Ed.)
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LETTERS
From Tony Noakes
I was pleased to read, on p100 of DSJ 151, that the meeting of the Delius
Society on 14th April 1962 at Lancaster Gate was indeed the first. I
remember going there with my mother, struggling through traffic from
the Tube, but recall little of the meeting itself. We had just returned from
the excitement of the Bradford Festival. Since there seems to have been
no other public meeting until the end of that year, I am delighted that I
can now affirm that I really am a Founder Member! The Society became
a reality for us when meetings started at Holborn Library. I am forever
grateful to Estelle Palmley for her dedication to the Society − and glad that
she became a close friend of our family to the end of her life.
Reading of David Simmons’ part in the story brought back merry
memories. I have just borrowed from Subiaco Record Library a CD of
music by David’s friend Bernard Herrmann − a good symphony and a
song cycle, both unknown to me. Am I right in thinking that Delius had
contemplated an opera on Wuthering Heights, related perhaps to North
Country Sketches, and that’s why Herrmann, a Delius admirer, wrote his
Wuthering Heights opera as a tribute? It has been broadcast here.
I was glad to read in DSJ 151 of so many Delius performances. Sadly,
I can report none this year in Western Australia, but things may be better in
Sydney or Melbourne. Do we have any members elsewhere in Australia?
WA has about 30% of Australia’s land mass, but only 10% of its population.
Delius’s works, mainly short ones, are appearing more often on ABC
Classic FM’s programmes. ABC’s Limelight Magazine published in full,
Julian Lloyd Webber’s excellent article (as seen also in DSJ 151, p 39), and
with good illustrations.
Earlier in the year I had contacted Graham Abbott, the Classic FM
presenter of a weekly program Keys to Music, and suggested that Delius
would be a timely subject for one of them. He did this, and covered
Delius’s achievements in one hour, most skilfully. I thanked him. In reply
he wrote, ‘Discovering the Mass of Life and the Requiem while preparing
that program were among the real joys of the exercise. It is a tragedy that
they haven’t been done here. Here’s hoping!’
There are two Delius works that I’ve never heard: Folkeraadet, and
an orchestral song cycle on Tennyson’s Maud. Has Maud ever been
performed? If not, is there a reason?
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From Tony Augarde
The obituary of Ken Russell (DSJ 151) notes that Russell said that Song of
Summer was the best film he ever made and he wouldn’t edit a single shot.
It also notes that Russell got Eric Fenby to improvise on the organ to a
Laurel & Hardy film, because Eric had once had to deputise for a cinema
organist. The film which Fenby accompanied was actually Way Out West,
which was made in 1937, well after the silent movie era. When I first saw
Song of Summer, I was immediately struck by the anachronism of Eric being
depicted as accompanying a film which already had its own music. When
Song of Summer has been shown on the BBC more recently, that scene has
disappeared, as though someone realised the mistake that Ken Russell
made. On the other hand, Wikipedia says that copyright permission for the
Laurel and Hardy film could not be obtained.
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THE FIRST DELIUS FESTIVAL IN NORWAY
Norway has been slow to show any of the passion for Delius that he
showed for its nature and artists. But the anniversary is being marked
by a festival in Lesjaskog in September. Behind the initiative are two
extraordinary people.
It’s many years since I last took the dirt road from my trekking
grounds in the Jotunheim Mountains over to Lesja. The track drops away
like a swooping bird from an eye-bursting view of the Dovre peaks to
the north, down into the valley carrying the E136. Running northwest it
eventually reaches the Romsdal alps, then the fjord at Åndalsnes, but first
it has to pass through Lesja’s grazing pastures.
Convoys of overloaded cars are returning south, drivers with scowls.
For many Norwegians it’s the last day of the hols and, stuck behind
German and Dutch motorhomes, they’re impatient to be taking bites out
of the seven hour trip to Oslo.
A single car going north; it’s mine. Twenty minutes up the road
from Lesja is the village of Lesjaskog and, arriving a bit early, I park
by the church. People are being discharged in solemn groups from the
small timber chapel, dressed in national costume or, at worst, Sunday
very best. It’s one year to the day since Anders Behring Breivik put every
Norwegian’s hold on personal and national identity to the test; up and
down the country sermons are being digested about the values of openness
and tolerance. Stop the changes! demanded Breivik, he doesn’t like where
we’re going. Walking around the village I get the strong feeling that the
forces of change pack a lot more subtlety and power than any lost, angry
terrorist can resist. Oil has happened, also to Lesjaskog, since last I was
here. Oil has partly paid for the new school and the new Elderly People’s
Home, and for the bypass which took the E136 away from the village. Oil
has nurtured material and urban values in young people born into rural
communities like this one; they’re migrating south in flocks, and farms are
going under the hammer. It’s Wales all over again, with fewer sheep and
language difficulties.
On the hillside rising high behind the church is the Øverli farm, on
whose land Delius built his mountain cottage in 1921-22. Worked by the
Øverli family for generations, the farm had to be sold five years ago to a
wealthy industrialist from Ålesund, who is developing it as his summer
retreat.
I drive up the mountain track behind the church to the cottage which
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replaced Delius’s Villa Høifagerli. I have been invited here by the owners
of the cottage, who astonishingly are also the couple behind the first Delius
Festival in the land of his soul, Norway. Yes, it’s true: by an extraordinary
stroke of blessed good fortune the people who ‘inherited’ the Delius plot at
Lesjaskog are not only culturally aware and resourceful people who have
worked in the arts all of their lives, they have also nurtured a growing
desire to see Delius’s name better known. Through their persistent
lobbying Lesja Municipality is funding the festival on September 22nd and
23rd, and I have been invited as the keynote speaker.
I am greeted at the cottage door by Jon Faukstad and Gudrun
Haraldsen Faukstad. The name Jon Faukstad is well known to every lover
of traditional music in Norway. Only this summer he retired as professor
of accordion at the Norwegian Academy of Music. He has been appointed
director of the Lesja Delius Festival in September. But it is his wife Gudrun,
a distinguished linguist, who is the heir to the Delius cottage at Lesjaskog.
Delius and Jelka used their new cottage on the Liahovdane hillside
in the summer of 1922 and 1923, then had to put it up for sale; all their
resources were poured into alleviating the composer’s condition in the
spas and medical centres of Europe. ‘When it was sold on again in 1939
my family bought it as a summer cottage,’ she tells me. ‘My parents had no
idea of the fame and significance of Delius, so, when they wanted a holiday
cottage they could also use in winter, the Delius place was pulled down in
1959 and the present cottage built in its place.’ Some of Delius’s furniture
has been inherited by Jon and Gudrun. ‘And pretty much every part of the
Delius cottage was reused in the new building.’
Delius had passed through Lesjaskog on his very first mountain
holiday in Norway in 1887. In 1921 Delius and Jelka had a longer stay at
the hotel there, calling the village ‘the nicest little place we’ve ever been
in.’ The plot for the cottage was found, and Villa Høifagerli commissioned.
But Gudrun believes it was not only the natural beauty that was decisive:
‘I think Delius chose Lesjaskog because his legs and eyesight were failing,
and the railway line had just been extended this far into the valley’, she
tells me.
That the 2000 good citizens of the Lesja region are footing the bill for
two days of wall-to-wall Delius is pretty remarkable, as there will be very
few of them that have ever heard a note of his music. ‘But almost everyone
has heard the story of the composer who was carried up the mountain in a
chair to see his last mountain sunset,’ Jon assures me. He hopes to tap into
this curiosity with the Festival. In addition to concerts and film viewings,
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Gudrun Haraldsen Faukstad and Jon Faukstad seated on two of the chairs
from Delius’s cottage at Lesjaskog.

the mythical trip to the top of Liahovdane will be re-enacted. The rest of
the programme is still being finalised, but the Norwegian pianist Wolfgang
Plagge will be playing a key role.
We go out on to the grass in front of the cottage. Down in the valley
the white spire of the church breaks the tree cover. But across the valley
the mountains of Reinheimen (The Home of the Reindeer) and Romsdal
rise up and fill the horizon. Snow has already fallen on the highest peaks.
Some words of Andrew Davis come to mind from John Bridcut’s recent
film, where the conductor is talking of the Song of the High Hills:
‘You feel yourself looking up, in ecstasy really, at the beauty and
grandeur of the high hills. I felt it completely overwhelming.’

Andrew J. Boyle
Andrew J. Boyle has lived in Norway since 1980. He wrote his Ph.D. thesis on
Delius, and has made two films about Delius for Norwegian State Television. He
is a member of the Writers’ Guild of Norway. (Ed).
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AN INTERVIEW WITH MARK WHITMIRE
Elsewhere in this edition of the Delius Society Journal we include a review of
Songs of Farewell, conducted by Mark Whitmire on 31st March and 1st April,
2012 in Washington, USA. (Ed).
The effectiveness and musicality of these performances given by Mark
Whitmire in Washington and Virginia earlier this year left an impression
on me, especially in view of how challenging the vocal writing can be in the
scores of Delius. There is the incident, reported by Sir Thomas Beecham,
for example, of how the conductor George Witte proposed altering some
of the choral parts of Sea Drift when rehearsing the work for its 1906
premiere, for the purpose of removing what he thought to be unnecessary
difficulties, (arousing the ‘frenzied wrath’ of Delius)1
An examination of the score to Songs of Sunset reveals what one
can safely assume to be similar challenges, evidenced by the extensive
chromaticism in the vocal parts. Though the instrumentation includes
much doubling of the chorus, thus providing some assistance to choristers
trying to find their notes, an effective performance still requires confident
intonation. Therefore, out of admiration and curiosity I approached Dr.
Whitmire for an interview in order to discover how he navigated the
rehearsal process for Songs of Sunset with an amateur chorus.
Mark Whitmire is well equipped for such a challenge, having written his
dissertation on Benjamin Britten and John Ireland, completed a scholarship
for post-graduate studies at the Britten-Pears School at Aldeburgh, and
conducted at Gloucester Cathedral, Westminster Abbey, and Canterbury
Cathedral. Affable in manner and generous in sharing his knowledge
and experience, my discussion with Mr. Whitmire was both pleasant and
informative.
He admitted that ‘when I gave it to the chorus, they were just
completely baffled, singing all these consecutive half steps, so it was a real
trial. Most of them had been with me for a long time so they did have
a certain amount of faith, but I tested the faith at the beginning. I had a
very, very sceptical group of singers when I introduced the Songs of Sunset,
but to a person, every one of 85 singers is now completely involved with
the piece − it was a 100 percent success in terms of being endorsed by the
musicians.’
1

Sir Thomas Beecham, Frederick Delius (New York: Vienna House, 1973), p135.
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A key to the success of the NOVA chorus in learning Songs of Sunset
was a generous allotment of rehearsal time. While normally scheduling
six weekly rehearsals when preparing a major orchestral piece, Dr.
Whitmire scheduled ten for the Delius. The additional rehearsals were
required because the difficulty of the music was especially challenging
to the capabilities of the all-amateur chorus. And in order to get
‘maximum contribution’ from his singers he prepared web-accessible
practice materials for the chorus, including a vocal score and audio files
for each part, insisting that his singers learn their parts before rehearsals.
Although he uses this same method for each work he prepares, Whitmire
noted that it was particularly necessary for this music.
Dr. Whitmire also encouraged his choristers to listen to a recording of
Songs of Sunset in order to understand how their parts fit into the orchestral
texture, and explained during rehearsals what specific instruments to
listen for to help them find their notes when making an entrance.
The instrumentation, in fact, proved more helpful to the chorus than
anticipated, Whitmire asserted.
When discussing the orchestration he remarked that he found the
writing ‘quite idiomatic’, that it was relatively easy for the musicians to
play their parts, and that the wind writing in particular was rewarding
to the players, offering wonderful solo lines. The problems posed by
the unusual instrumentation in Songs of Sunset were solved by simply
transcribing parts for unusual instruments to modern ones -- the bass oboe
part was transcribed for an English horn, and the sarrusophone part was
transcribed for a contra-bassoon.
I appreciate the opportunity I had to conduct the interview, and to step
for a moment into a choral conductor’s workshop to learn how a favorite
work of mine was prepared for performance.
Michael Ridderbusch
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DELIUS
The eyes that saw his last sunset without a tear,
Dazzled by the horizon on fire above the clouds defying.
Sublime beyond the word of God
The star fell.
A hymn to nature singing in the air,
Giving voice to his muse.
The enlightenment that crowns the brow as weightless as a dream.
A still summer evening in the garden cooling gently after the heat of day,
Inspires melody that is balm to the souls repose,
In a Zarathustra song for all creation.
A life lived.
Music of subtle passion his legacy.
Like the falling petals of numberless flowers,
In a fragrant benediction.

© Paul Carpenter 2012
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CD REVIEWS
FREDERICK DELIUS: ENGLISH MASTERWOKS

Songs of Sunset. Three Songs (orch. by Bo Holten): Love’s Philosophy,
Indian Love Song, To the Queen of my Heart. North Country Sketches.
A Late Lark.
Henriette Bonde-Hansen (soprano), Johan Reuter (baritone),
Aarhus Cathedral Choir and Aarhus Symphony Orchestra Choir,
Aarhus Symphony Orchestra, Bo Holten.
Recorded October and December 2011.
Danacord DACOCD721
Duration: 74.27
£15.25
This Danacord series goes from strength to strength, and after CDs
devoted to Delius’s ‘Danish Masterworks’ and ‘Norwegian Masterworks’
comes this latest release entitled ‘English Masterworks’. Yet to come are
discs that reflect Delius’s association with America and France. His English
nationality was a topic hotly disputed in John Bridcut’s recent BBC4
documentary, Delius: Composer, Lover, Enigma, and much time could be
spent discussing what constitutes Englishness in music. Lionel Carley, in
his excellent notes to this new CD, quotes Jelka Delius asking in 1929, with
regard to Brigg Fair and North Country Sketches, ‘what can be more English
in feeling?’, and the latter work is to be heard on this disc. Brigg Fair, an
obvious candidate, is perhaps too familiar to merit inclusion when space
is such a premium.
The main work here is Songs of Sunset, a setting of verses by the
London-born ‘decadent’ poet Ernest Dowson, completed in September
1907. ‘Songs of Twilight and Sadness’ was a title that Delius had earlier
considered using. Dowson’s death in 1900 at the early age of 32 from a
combination of tuberculosis and alcoholism gives extra pathos to the last
lines in the cycle: ‘They are not long, the days of wine and roses: / Out of a
misty dream / Our path emerges for a while, then closes / Within a dream’.
Although Dowson was a Francophile, knew Verlaine, spent much time
in France and apparently even translated erotic French novels, he was a
regular frequenter of London literary and drinking scenes, and his verses
and this song-cycle can fairly be regarded as English.
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Quite why it is so little performed is hard to understand, especially
when heard in such a fine performance as this one. Could it be too emotional
for some tastes? No wonder that 17-year-old Etonian, Philip Heseltine,
was in ecstatic mood after hearing the first performance, conducted by
Beecham at Queen’s Hall in 1911, when he also first met its composer.
Songs of Sunset featured prominently in John Bridcut’s documentary,
performed by Aarhus forces and conducted, as on this CD, by Bo Holten.
In that film it was taken to exemplify what, in Delius’s view, were the
essentials of life, and Holten described how in the second song the work
suddenly erupts with two singers, a man and a woman, singing about
love and sex. The passionate rendering of that song in the documentary
is well matched by the performers on this CD, Henriette Bonde-Hansen
and Johan Reuter, with excellent support from the Aarhus Symphony
Orchestra and Aarhus choirs. Bo Holten brings a fine sense of flow to the
work whose eight settings are performed more or less continuously. The
mezzo-soprano solo ‘Exceeding sorrow’ is taken here a shade slower than
in other recordings, but Bonde-Hansen brings great dignity to such lines
as ‘Let us forget tomorrow, / This one day!’, and Holten shapes especially
well the climax to the final setting that dies away ‘within a dream’, with the
clarinet echoing the four-note motto theme heard throughout the work.
In some ways it is a pity that space could not be found for Delius’s
other Dowson setting, Cynara, that he had originally intended to include
in Songs of Sunset but did not complete until 1929, with Eric Fenby’s help.
But that should in no way lessen our enjoyment of this recording.
Songs of Sunset is followed by three songs orchestrated by Bo Holten.
The posthumous orchestration of a composer’s works is a questionable
occupation. When the instrumental colouring of a work is such an
essential part of the composer’s voice, to what extent does the work remain
the composer’s after the transformation? There are probably as many
reasons why this should not be tackled as there are in favour of it being
done. Fortunately, Bo Holten is well enough ‘inside’ the works of Delius
to provide orchestrations that have some feeling of authenticity, and these
three Shelley songs are given a fine face-lift and a new life – a sort of
musical Botox - supporting and never obscuring the voice. In these and
A Late Lark which concludes the disc, Henriette Bonde-Hansen is a most
sympathetic interpreter.
The penultimate work is another one that is too infrequently heard,
North Country Sketches, of which Bo Holten gives a sensitive, unforced
reading, especially notable for a moody, misty ‘Autumn’ and a spirited
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‘Dance’. This CD deserves to be in everyone’s collection.

Stephen Lloyd


DELIUS AND HIS CIRCLE
Paul Guinery, piano
Stone Records,
506019280130
Duration: 72.38
£13.00

On 6th April 2006, I was privileged to be present at a recital given to the
Society’s Midlands Branch by Paul. This was at Richard Kitchen’s home
in Weston Underwood and was entitled Music by Delius and those who knew
and loved him. Paul described, in detail, his search for sheet music and his
joy at finding some in unusual places.
This year I was thrilled to learn that, with funding from the Delius
Society, he had recorded Delius and his Circle on the Stone Label. In the
very substantial booklet provided with the CD, he notes one piece – Lotus
Land by Cyril Scott – as being ‘wildly popular in its day − the score being
found in many a piano-stool’!
This most enjoyable recording reflects many compositions which
wouldn’t have easily been revived. It starts, naturally, with Delius – The
Three Preludes from 1923, a transcription by Peter Warlock of the Intermezzo
from Hassan, two rarities in Valse and Rêverie and a curiosity − Dance for
harpsichord. To follow, the friends are: Roger Quilter, Cyril Scott, Frederick
Austin, Arnold Bax, Percy Grainger, Ernest John Moeran, Norman O’Neill,
Peter Warlock and Henry Balfour Gardiner. They and their compositions
are very well described by Paul in the notes; the appended historic
photographs are most interesting as well. The disc gives us over 72 minutes
of what my family described variously as charming, joyful, atmospheric
and uplifting music.
My personal favourite tracks are Percy Grainger’s The Merry King, E J
Moeran’s trilogy of Irish love song, Summer valley (dedicated to Delius) and
Bank holiday and the final flourish of the disc - Balfour Gardener’s Mere.
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Absolutely splendid playing from Paul, with his delightful lightness of
touch.
We must be very proud to have such a brilliant, consummate musician
and musicologist in our ranks! Well recommended. A disc which all
Delians should have in their collection – particularly in this anniversary
year!
John Rushton


EVENING SONGS

Delius And Ireland Songs Arranged For ‘Cello And Piano By
Julian Lloyd Webber.
Julian Lloyd Webber, ‘cello; Jiaxin Cheng, ‘cello;
John Lenehan, piano.
NAXOS DDD 8.572902
Duration: 63.28
£6.26.
I must confess that I am not normally a great enthusiast of instrumental
arrangements of vocal music. Even though it was a popular tradition at the
beginning of the last century, it seems to me that the composer’s original
intentions are totally lost when the very feature, the text, that inspired
the music in the first instance is absent However, there are exceptions,
and this CD certainly ranks amongst those exceptions. Here we have
arrangements for ‘cello and piano of 10 songs by Delius and 11 songs by
Ireland. All arrangements are by Julian Lloyd Webber, except for Delius’s
Birds in the High Hall Garden which was arranged by Robert Threlfall,
John Lenehan and Julian Lloyd Webber, Irleand’s The Holy Boy which was
actually arranged by the composer himself, and Delius’s Serenade from
Hassan which was arranged by Eric Fenby. Three of the pieces on the CD
also receive their world première recording; Delius’s Birds in the High Hall
Garden and Ireland’s Evening Song and In Summer Woods. On two of the
songs by Ireland, (Evening Song and In Summer Woods), Julian is joined by
his wife, the Chinese cellist Jiaxin Cheng.
First and foremost, it must be said that this CD is a most welcome
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addition to the recorded catalogue of Delius and Ireland, both of whom
have anniversaries in 2012. Despite initially not knowing quite what to
expect, upon listening to the CD, I was not only pleasantly surprised but
also totally captivated by the varying moods of the arrangements and
the manner in which the performers were able convincingly to create a
new dimension for these charming and poignant songs. The enjoyment
that they obviously experienced in performing these lovely pieces fully
emerges. In his thoughtful programme note, Julian explains that when, in
2010, he chanced upon a copy of Delius’s early song cycle Maud, he could
hear the solo line singing beautifully on the ‘cello in the first song Birds in
the High Hall Garden. Indeed, Julian’s ‘cello itself becomes an exquisitely
singing voice throughout the entire album, which is fully complemented
by the colourful tonal graduations of John Lenehan’s accompaniments.
Although I was familiar with the majority of the Delius songs, those
by Ireland, with the exception of Sea Fever, were totally new to me. Now,
having heard Julian’s beautiful arrangements of these songs, I am eager to
explore them in their original versions. The album also provided me with a
wonderful opportunity to hear four rare songs by Delius that I was totally
unfamiliar with: Birds in the High Hall Garden, Over the Mountains, Slumber
Song and With Your Blue Eyes. The two part songs by John Ireland in which
Julian is joined by his wife, are particularly delightful, especially Evening
Song. Not only are the melodic gifts of both composers fully revealed and
exploited but, in spite of my earlier misgivings, I found that I was able to
concentrate on the rich, intricate harmonic textures of the music without,
dare I say it, the distraction of the words. Such qualities are also enhanced
by a crystal clear and superbly balanced recording.
This may not be a CD for the adventurous, neither is it really a CD
for the purist, but it is certainly a CD with which to become familiar with
some little known music that is truly absorbing and wonderful to listen to.
It is full of warm, romantic pieces that should appeal to everyone. The CD
has the added advantage of not necessarily being overly demanding upon
the listener’s undivided attention. Rather than listening to the entire CD in
one sitting, it is equally enjoyable to listen to it in portions, choosing tracks
at random, or simply allowing the music to soothe and relax.
The accompanying booklet contains some informative notes by
Lyndon Jenkins, and Bruce Phillips of the John Ireland Trust. As usual
with Naxos, it is available at a bargain price.
David Eccott
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DELIUS: FOUR PART SONGS

Elgar: Ten part songs. Parry: Songs of Farewell. Stanford: Six part
songs. Traditional songs arr. Grainger and others
Louis Halsey Singers, Elizabethan Singers, Owen Brannigan (bass),
Wilfrid Parry (piano). Decca Eloquence 480 2077 (2 discs)
£28.00
Decca’s Eloquence label has for some time been the arm of the Universal
Music Group that reissues repertoire from the catalogue of the old Decca
Record Company Ltd. The CDs are made and marketed in Australia and at
first were generally unavailable in the UK, but now, with their distinctive
yellow packaging, they are a familiar sight in our record shops. This new
issue draws on three former Decca-Argo label LPs for a programme of
unaccompanied choral music by Delius, Elgar, Parry and Stanford, all
recorded under the baton of Louis Halsey with his estimable singing
groups between 1965-77.
To pay out for a couple of discs merely to obtain some Delian
miniatures may not strike everybody as worthwhile, but anyone who does
so will acquire performances of Midsummer song, On Craig Dhu and The
splendour falls on castle walls besides those perennial favourites To be sung
of a summer night on the water that are, in my opinion, among the best ever
recorded. In the last the tenor soloist is Ian Partridge, properly light and
airy and deliciously rhythmic, while elsewhere he lavishes all his art on
Grainger’s setting of Brigg Fair, taking it more slowly than some singers do
and investing it with a most attractively thoughtful air.
Anyone tempted by this album might find the balance tipped by the
prospect of acquiring Parry’s magnificent Songs of Farewell, a masterly score
rarely heard these days but very well worth getting to know especially in
this greatly admired performance from 1977. Parry’s six motets, it may
be remembered, were completed only a few years before Delius began
work on his Whitman settings under the same title, which he put aside for
Hassan and then became ill; ten years later their completion was one of the
high points of the Indian summer made possible by the arrival in Grez-surLoing of Eric Fenby.
Lyndon Jenkins
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FREDERICK DELIUS ORCHESTRAL MUSIC ARRANGED
FOR TWO PIANOS VOLUME 1
A Dance Rhapsody No. 1,
On hearing the First Cuckoo in Spring,
Brigg Fair,
Poem of Life and Love,
A Song of Summer,
La Calinda.
Simon Callaghan, Hiroaki Takenouchi, pianos.
Somm Celeste Series. SOMMCD 0112.
Duration: 68.04
£11.00
When hearing A Dance Rhapsody No. 1 performed on two pianos, one is
immediately reminded of the arranging style of Percy Grainger who is
indeed the arranger here of this well-loved Delius score. In this piece we
hear beautiful, imaginative playing from both pianists. It seems to me
that much of this music sounds rather more restrained than when it is
performed by the full orchestra. Here Grainger has imparted some of his
musical personality into this arrangement. As Penelope Thwaites says in
The New Percy Grainger Companion; ‘Delius’s haunting Dance Rhapsody is
surprisingly effective in this medium’.
This is followed by an arrangement of On hearing the First Cuckoo in
Spring made by Rudolf Schmidt-Wunstorf, a minor composer and arranger
of whom I can find no further details, beyond the fact that he was born
in 1916. Inevitably this piece works best played by a full orchestra, as
it depends on the orchestration for its full impact. However, it must be
admitted that it is well played by these artists. Sadly they can never obtain
the exquisite, static beauty achieved by the string section of a well-trained
symphony orchestra, however well they play on two pianos.
Next we have Brigg Fair arranged by Philip Heseltine in 1911. This
I think is a wonderfully atmospheric performance. Our two pianists
certainly know how to keep the music moving along. It is very clear that
both of these pianists understand this music. In this, as in all of these
arrangements there is excellent recording of performances and good stereo
sound. This arrangement of Brigg Fair is I think one of the best presented
on this CD. In November 1911 Delius wrote to Heseltine to say that he
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thought the arrangement was exceedingly well done. He expressed the
view that an arranger needs to ‘…interpret rather freely in order to try and
re-give the orchestral effect …’.
This arrangement is followed by the rarely heard score Poem of Life and
Love composed by Delius in 1918 and arranged by Balfour Gardiner and
Eric Fenby. This score is really a musical failure but beautifully played
here by these two fine pianists, and it is the subject of one of Eric Fenby’s
most vivid anecdotes of his time in Grez, to be found on pp34-35 of Delius
As I Knew Him. Gardiner had begun the work of arranging this piece for
two pianos and this was finished by Fenby soon after his arrival in Grez.
As Stephen Lloyd relates in his biography of Balfour Gardiner:
‘The arrangement was unfinished by the time of Fenby’s arrival at Grez
that October (1928), and his first task there was to complete it. This he
had not quite done when Gardiner came again en route for home after
his Spanish holiday, but between them they finished the transcription
and several times played the work through to Delius. When he left for
England Gardiner still had doubts whether anything would come of it.
But in due course the best material was extracted from the score and
used as the basis for a new work, A Song of Summer, which was then
sent to Gardiner for his inspection. “I was astonished at what I found”,
he wrote to Jelka after receiving a parcel containing the manuscript. “I
thought there would be numerous sketches all pieced together, with
some parts scored and others not, and a great mass of material for me
to deal with. Instead I find a short work practically completed and
ready for the copyist…”’

It has to be said that the Poem of Life and Love will really only be of interest
to the Delius specialists and is after all much less satisfying than A Song of
Summer which follows it on this CD.
Now turning to A Song of Summer, one of the most successful
achievements of Delius with Fenby’s assistance, we have another very fine
performance by our pianists. But once again, one has to say this music is
diminished when it is not heard played by a full symphony orchestra. Two
pianos, however successful, cannot compete with the glorious warm lyrical
sound of a first-rate string section.
Finally La Calinda, arranged by the Irish composer Joan Trimble,
works very well. A highly skilled arrangement makes for very enjoyable
and entertaining music which finishes off this group very pleasingly.
Delians will certainly not be disappointed by this CD because the
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performers are on excellent form. However, such arrangements will
always be second-best compared to the possibility of performances by a
well-trained orchestra.
Paul Chennell


SIR JOHN BARBIROLLI – Boston Concerts, 1959

CD1: arr. Barbirolli An Elizabethan Suite; Delius The Walk to the
Paradise Garden; Walton Partita; Brahms Symphony No 2. Symphony
Hall, Boston 30 January 1959. CD2: arr. Barbirolli An Elizabethan Suite;
Delius The Walk to the Paradise Garden; Walton Partita. Symphony
Hall, Boston 31st January 1959.
The Barbirolli Society: SJB1057-58
Duration: 122.55

SIR JOHN BARBIROLLI – DELIUS:
Studio and live performances

CD1: The Walk to the Paradise Garden, Irmelin Prelude, On hearing the
first Cuckoo in Spring, Intermezzo from ‘Fennimore and Gerda’, Idyll.
Sylvia Fisher, Jess Walters, Hallé Orchestra. Recorded 22nd June
and 29th December 1956. A Song of Summer*, Two Aquarelles*. Hallé
Orchestra. Recorded 4th February 1950 and 1st May 1948. A Song
before Sunrise*. New Symphony Orchestra. Recorded June 1929.
CD2: Idyll*. Sylvia Fisher, Jess Walters, BBC Symphony Orchestra.
BBC broadcast 1950s. The Walk to the Paradise Garden (2 perfs.).
Boston Symphony Orchestra. 30th & 31st January 1959. The Walk to
the Paradise Garden*. Vienna Philharmonic Orchestra. Salzburg 20th
August 1947. Appalachia (excerpt)*. Schola Cantorum of New York,
New York Philharmonic Society Orchestra. 17th April 1938.
Items* in mono.
The Barbirolli Society; SJB1059-60
Duration: 134.l2
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Both CD sets are available to Delius Society members at a specially reduced price
of £10 each, plus 75p UK post and package. Order from The Barbirolli Society,
11 Cranbrook Drive, Kennington, Oxfordshire OX1 5RR. This reduced price for
Delius Society members is available until 31st December 2012. (Ed).
‘Duplication . . . duplication . . . duplication’ seems to be the order of the
day with many CD releases, and these two interesting sets, issued by the
Barbirolli Society, are no exception. Between them we are offered no fewer
than six recordings of The Walk to the Paradise Garden – all conducted by Sir
John Barbirolli, with two performances on the first set given a day apart
appearing again on the second set. A walk too far, perhaps?
Barbirolli in Boston, in 1964, was well documented on a now rare
Music & Arts set issued way back in 1987. It included, besides another
Walk to the Paradise Garden, a Purcell Suite arranged by Barbirolli, Vaughan
Williams’ Sixth Symphony and Elgar’s Second. (Works by Berlioz, Haydn
and Sibelius from those concerts were not issued.) This new Barbirolli
Society 2-CD set takes us back a further five years to January 1959 for
more concerts given by Sir John with the Boston Symphony Orchestra.
The programme remained the same for each concert: his Elizabethan Suite
for strings and horns, Delius’s Walk to the Paradise Garden, Walton’s lively
Partita and Brahms Symphony No 2. On this set, on separate discs we are
effectively given two concerts from Symphony Hall on successive days
– but without the second performance of the Brahms. No explanation is
given for its absence. Instead we are given the brief broadcast introductions
to the three other works, so the second disc has a considerably shorter
playing time than the first.
The Walton is of special interest as Barbirolli never recorded the
Partita commercially (although another live performance, from the 1969
Proms with the Hallé Orchestra, is available on BBC Legends). Brahms 2
seems to have been a favourite calling card of Barbirolli’s when abroad
as recordings exist of him conducting this work with the New York
Philharmonic Orchestra in 1962 (not generally available) and with the
Bavarian Radio Symphony Orchestra in April 1970 (issued by Orfeo), three
months before he died. These Boston performances have all the Barbirolli
trademarks: passion and fire, and warmth of strings.
Three days after the second concert on this set, Sir John took the
Bostonians through the same programme in the Sanders Theatre; Harvard
University under the television cameras, and this live telecast was issued
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on DVD eight years ago, VAI4304, and is still obtainable. This adds yet
another Walk. With so little of Sir John conducting available on film, this
release is an invaluable complement to the Barbirolli Society set, even
though the sound quality is inferior, and one has to endure the director’s
annoying habit of superimposing camera shots during The Walk (and
rather oddly in that work only).
The second historical set is a Barbirolli all-Delius issue. The first CD
duplicates Dutton/Barbirolli Society CDSJB1005 that consisted of all the
Delius recordings he made (in stereo) for Pye in 1956, together with three
earlier HMV recordings that first appeared on 78s.
The second CD repeats the two Boston Walks (either in the wrong
order or with the announcement placed before the wrong performance),
followed by an even earlier performance of the Walk from Salzburg in
1947, with Sir John conducting the Vienna Philharmonic Orchestra, and
first issued on the ‘Glorious John’ 2-CD set SJB1999. With this plethora of
Walks, instead of one of the Boston performances it would surely have been
preferable to issue Barbirolli’s 1945 HMV recording that was released on 78
but has not since been reissued in any other format.
For those who already have the earlier Delius/Barbirolli collection, the
reason for purchasing this duplication will be two items of special interest
on the second CD. The first is an undated broadcast (with introduction)
of the Idyll from the 1950s, with the same soloists as those in Barbirolli’s
commercial recording but this time with him conducting the BBC
Symphony Orchestra. The sound quality is remarkably good for a noncommercial recording of this vintage. Sylvia Fisher is in excellent voice,
Jess Walters marginally more secure in the 1956 Pye recording which this
broadcast possibly predates. Out of interest, the National Sound Archive
(British Library) on-line index lists another Barbirolli recording of the Idyll,
from August 1956. But this Prom performance (with Sylvia Fisher and
Ronald Lewis) was actually conducted by Basil Cameron, Barbirolli being
absent, probably for reasons of health, from the Hallé Orchestra’s concerts
at that year’s Proms.
The other item of unusual interest is an extract of just over 11 minutes
from a performance of Appalachia given by Sir John at Carnegie Hall in
1938, during his second season as principal conductor of the New York
Philharmonic. One is almost tempted to say that it is the final section of
Appalachia, but there is an unexplained cut (in the recording, not in the
performance) that comes as some surprise to those who know the work.
We join the performance at 9 bars after letter Y in the seventh, boisterous
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variation which leads into the funereal march that Barbirolli invests with
all the grandeur that he used to bring to the slow movement of Elgar’s
Second Symphony. The pacing here is slower even and weightier than
in his EMI recording of the work (Appalachia and Brigg Fair were the last
recordings he was to make). Then, after the chorus’s entry with ‘After night
has gone comes the day’ and the Misterioso lento orchestral passage that
follows, there is a cut of the 8 bars marked Lento at Dd before the baritone
enters with ‘Oh Honey, I am going down the river in the morning’. Perhaps
this break was the result of having to change acetates while recording the
performance on one machine. Whatever the reason, it should have been
mentioned in the accompanying documentation.
Barbirolli is generally consistent here in his performances, as the
timings of the two readings of the Idyll show; likewise with the four
performances of The Walk, with the commercial version being marginally
the swiftest. A Song before Sunrise is the only uncharacteristic performance,
the pace having been somewhat quickened to meet the restrictions
of 78 rpm recording. Quite why the listed timings of the two Boston
performances of The Walk should fractionally differ when repeated is not
clear, but these are all typically loving performances that one associates
with Barbirolli and no-one should be disappointed with these sets for all
their oddities.
Stephen Lloyd
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DELIUS: A MASS OF LIFE; PRELUDE AND IDYLL
Janice Watson, soprano; Catherine Wyn-Rogers, mezzo-soprano,
Andrew Kennedy, tenor; Alan Opie, baritone; The Bach Choir,
Bournemouth Symphony Orchestra, David Hill, conductor.
Naxos 8.572861-62 (2 CDs).
Duration: 118’19
£9.52
A Mass of Life, or Eine Messe
des Lebens as Delius entitled
the work, was first performed
in 1909. As readers will no
doubt recall, the centenary
year of 2009 saw no fewer
than three major professional
performances
in
this
country. David Hill conducted
the Leeds Festival and
Philharmonic Choirs and the
BBC Philharmonic Orchestra
with Alan Opie in the major
solo baritone role (replacing an
indisposed James Rutherford)
at Leeds Town Hall in March. The same conductor and baritone were
involved again at the Royal Festival Hall in May, joined on that occasion
by The Bach Choir and the Philharmonia Orchestra. The forces were rather
different at Huddersfield in October, when we heard Martyn Brabbins
conduct the Huddersfield Choral Society and the BBC Phil (again), with
Roderick Williams as the solo baritone.
Katharine Richman contributed a most interesting and entertaining
account of the recording of the performance now under review to the
previous issue of the Journal (DSJ 151, Spring 2012, pp 77-85). This is well
worth re-reading for its insights into the military-style discipline needed
when so many people are involved in such a vast and complex undertaking,
and working within strict time constraints. There could never have been
any question of simply starting at the beginning and playing the work
through, but the extent to which it was, in the event, broken up and the
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sections taken out of sequence is rather startling. That a coherent mood and
a natural flow were achieved in the final recording is a tribute not only to
the producer Andrew Walton and the engineers but also, and one imagines
mainly, to the grasp of the score and sheer concentration of the performers,
and particularly of the conductor David Hill.
The Cornish baritone Alan Opie, who is a near contemporary of the
evergreen Sir Thomas Allen, is much better served by this recording than
he was by the acoustic of either Leeds Town Hall or the Royal Festival
Hall. Katharine tells us that it was necessary to record the last section of
Part One (‘Nacht ist es’) in two sections because of the enormous demands
that it makes of the baritone soloist. ‘Seamless welding’, as Katharine calls
it, undertaken in the editing room, makes it quite impossible to tell; but
of course one could not get away with anything of the sort in the concert
hall. Alan Opie’s tone and delivery are magisterial rather than beautiful or
subtle, and that may be difficult to avoid when one is called on to project
the writings of Nietzsche.
Something of the same comes over in the Idyll; but, again, Whitman’s
verse, with its uncompromising, declamatory tone, rather invites this
approach. Alan Opie’s tone is, however, generally warmer in this much
more intimate work, and Janice Watson responds beautifully in her frankly
subservient role. It is extraordinary to reflect that the elements of this
score were originally composed for an entirely different work, as Lyndon
Jenkins reminds us in his sleeve note.
To return to the Mass: Andrew Kennedy makes the most of the small
tenor part; for example, ‘In dein Auge’, a gift of a solo, is quite lovely.
‘O Zarathustra’, another gift, this time for the mezzo-soprano, is beautifully
rendered by Catherine Wyn-Rogers. The Bach Choir is simply magnificent
throughout. The Bournemouth Symphony, the same orchestra that took
part in Richard Hickox’s recording of 15 years earlier, sounds familiar with
the work, as one would dare to hope.
When listening to this work, Delius’s greatest tour de force, first
impressions do count. Thank goodness, one feels, that it is being sung
in German (no more ‘I’m a temulent dulcet lyre’ and the like); and the
tempo, intonation and energy of the opening chorus, if convincing, lead
one into the work feeling both involved and expectant. From the start, all
augurs well with this performance. Orchestra and choir alike perform with
sensitivity and care. Listening is always a pleasure; there are no awkward
moments. The sound is as open and clear as one would hope and full
justice is done to this vast and sumptuous score.
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On the subject of tempo, it may be of passing interest to compare the
running times of a number of recordings:
Beecham (1952/3): 102.58
Groves (1971): 97.25
Hickox (1996): 98.27
Hill: (2011): 98.24
Though this recording is a spin-off of the 2009 A Mass of Life
centenary, it is timely that it has emerged in this year of 150th anniversary
celebrations. At bargain price and widely distributed by Naxos, it is, like
the two solos mentioned above, a gift, and a most welcome one that we can
all share.
Roger Buckley
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CONCERT AND OPERA REVIEWS
ROMANCE; CAPRICE AND ELEGY; CELLO SONATA
Raphael Wallfisch, ‘cello, John York, piano.
Wigmore Hall, London
Sunday 8th January 2012

On this chilly January afternoon it was a great pleasure to be in the
Wigmore Hall for a concert which was a great opening performance in this
year of Delian celebrations.
Raphael Wallfisch and John York began with the Romance for ‘cello
and piano, a rather unfamiliar Delius piece. This Romance dates from 1896
but was not published until 80 years later by Boosey & Hawkes. This
music was well realised by both artists, with elegant playing from Raphael
Wallfisch who succeeded in clearly presenting both the form of the piece
and its attractive content. I greatly enjoyed the music which is, I must say,
a really interesting discovery. Both artists made the best of this early score
by Delius.
Next we heard the Caprice and Elegy which sometimes receives harsh
criticisms from some commentators. In this concert both Raphael Wallfisch
and his accompanist gave us a characterful performance which had the
effect of transforming the work into something finer than we often hear in
the hands of others. As Eric Fenby remarked ‘These miniatures are gems;
simple as only genius would dare to offer in old age. They are object
lessons, too, in skilful writing in the medium.’ The simplicity and skill
were clearly shown in this performance.
Next we were on much more familiar Delian ground with the ‘Cello
Sonata given here in a masterly and pleasing performance. It seemed to
me that both artists scrupulously followed the requirements that Delius
indicated and Eric Fenby never tired of reiterating, for example when he
observed in a programme note: ‘No work by Delius has been more misread
through failure to grasp the sense of flow in the subtle inflections of the
cello lines which he found he could not convey on paper, but left to the
soloist’s intuition. The pianist’s role upholds the flow and underlines its
musical sense in a rich poetry of chordal textures characteristic of Delius’s
art.’
Grieg’s Cello Sonata was then performed, and this is a vigorous,
lyrical piece. This was a most enjoyable performance of music with which
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clearly both artists are very familiar. This sonata dates from 1883 and
was performed by Grieg and Alfredo Piatti in London in 1889 as Grieg
told Delius in a letter at the time. Whilst Grieg was rather dismissive of
this work and did not have a high opinion because he thought it did not
represent a step forward in his development, this performance was very
much welcomed by an appreciative audience.
We enjoyed two encores at the end of this concert: a cello transcription
of Delius’s setting of Chanson d’Automne and a transcript of Grieg’s song Last
Spring, which was the more successful of the two in these performances.
We were indeed lucky to hear this fine concert at the beginning of
this year of celebration. If all of the concerts in 2012 celebrating Delius’s
anniversary are as successful as this – and I am sure they will be good – this
will be a vintage year for Delius.
Paul Chennell


STRING QUARTET

Quartet Pro Musica
The Great Hall, Bishop’s Palace, Hereford
Sunday 11th March 2012
This afternoon concert took place in the splendid Great Hall of the Bishop’s
Palace in Hereford. It was a fine and sunny spring day and a buffet lunch
could be enjoyed in the delightful gardens bordering on the River Wye.
The programme commenced with a warm performance of Purcell’s
Chacony in G minor, an early work, originally for viols, making a fine
overture to the music to follow. The Delius Quartet dates from 1916
although the second movement was not added until the following year
and the first complete performance had to wait until 1919, just one month
after the first performance of the Elgar String Quartet which we heard after
the interval. Delius had abandoned several earlier attempts at writing a
string quartet and may not have been entirely comfortable writing in this
medium but, as with other works in which a ‘classical’ approach might
be expected, such as the sonatas and the concertos, the composer follows
his own path and provides us with a work of originality, harmonically
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personal and with all the characteristic changes of mood which mark his
style. This was a most enjoyable performance, the Pro Musica finding the
lightness of touch required for the second movement and in the wistful
Late Swallows third movement, inspired by thoughts of the swallows
darting about the eaves of the studios at Grez-sur-Loing, bringing out the
nostalgic ‘Florida’ influence in the central section.
It was especially interesting to hear a performance of the Elgar Quartet
(1918) in the second half of the programme. Cast in three movements and
more formal in structure than the Delius, we again enjoyed a committed
performance culminating in an exuberant allegro molto Finale.
For an encore, there was a sparkling performance of Grainger’s Molly
on the Shore which brought this delightful event to a happy conclusion.
The players were warmly applauded and we were very pleased to hear
that they will be performing the Delius and Elgar Quartets at St John’s,
Smith Square, London on 1st June and the Delius and Debussy Quartets at
Riverhouse Barn Arts Centre, Walton-on-Thames on 27th October.
Michael Green


SEA DRIFT

Roderick Williams,
London Philharmonic Orchestra and Choir, cond. Sir Mark Elder
Royal Festival Hall, London
Saturday 24th March 2012
The expectations for this concert were high, and they proved not to have
been misplaced. One of the four finest London orchestras, a world-class
baritone, perhaps the best large London choir, and a conductor in total
sympathy with the two major works in the programme – Sea Drift and
Elgar’s First Symphony.
After a new piece, Julian Anderson’s The Discovery of Heaven – a pretty
hard nut to crack – had been given its première under Ryan Wigglesworth,
Sir Mark took over. As someone said after the concert ‘Delius brought us
a little closer to Heaven’ and, from the first bars, this Sea Drift was clearly
going to be very special. The LPO has no passengers, and every department
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delivered truly magical phrasing and the greatest sensitivity throughout
the evening. Roderick Williams clearly enjoys his performances, and this
one was no exception. Few singers these days seem to learn their parts by
heart, and are glued to their scores from start to finish, but if he uses one
at all he barely glances down at it; hence he is able to ‘project’ his words
throughout the hall (or opera house) far better than most of his colleagues.
His voice is, however, not particularly powerful and, Sir Mark’s firm
control of the dynamics notwithstanding, it was quite often difficult to hear
him over the orchestra in the louder passages. Nevertheless, his sincerity
and sensitivity to the music and the poem were, as in everything he does,
beyond question.
One of Sir Mark’s many virtues is his ability to see where he is going in
whatever he conducts, and the end is always firmly in sight – he thinks in
long paragraphs and can judge the relative importance of every climax. So
the slow build-up to the great cry of ‘You must know who I am, my love’,
and a momentary holding-on to the baritone’s ‘am’ were perfectly judged,
as were the slowing-down and diminuendo to the two little phrases on the
flute before the chorus’s magical ‘O rising stars’. That was breathtakingly
beautiful, and, indeed, the LPC’s whole contribution to the performance
was magnificent. It will last in my memory as one of the finest Delius
performances in the whole year.
Sir Mark understands Elgar’s music like few other conductors: on
the one hand the subtle accelerandi and ritardandi, the nobilimente passages
and the intimate moments with which the scores are peppered, and on the
other the huge span of the great choral and orchestral works. This was a
truly magnificent performance, with the great tune of the first movement
as noble as Elgar must have imagined it; a heart-stopping, but never
sentimental slow movement; the scherzo perfectly detailed and poised,
and the finale surging towards its climactic end. An extremely satisfying
concert!
Martin Lee-Browne



117

DSJ 152 Autumn 2012.indd 117

29/10/2012 10:45

SONGS OF SUNSET

Grace Gori (mezzo-soprano), Rex Gori (baritone), NOVA
Community Chorus, and The Washington Metropolitan
Philharmonic, conducted by Dr. Mark Whitmire
Church of the Epiphany, Washington, D.C.
Saturday, 31st March 2012
Bishop Ireton High School, Alexandria, Virginia
Sunday, 1st April 2012
The performances of Songs of Sunset conducted by Dr. Marc Whitmire are a
testament to how a combination of amateur and professional musicians can
produce beautiful and inspired renderings of difficult and unusual repertoire.
The tempos chosen were natural, in the sense that they allowed the lyricism of
the music to unfold without drawing attention to the beat; the soloists were a
pleasure to listen to; and opportunities for the orchestra to shine, particularly
in the wind writing, were not missed. Brass lines in the ‘cease smiling, dear’
duet, for example, projected clearly within the thick Wagnerian texture; brass
choir chords in the ‘sad waters of separation’ were well balanced, delivering
full harmonies in rich tone; and the ingratiating woodwind writing, so
characteristic of Delius, was performed with sensitivity throughout. The
‘pale amber sunlight’ movement is perhaps the best opportunity in the entire
work for a chorus to showcase its capabilities, and the 85-member NOVA
Chorus really delivered the goods -- its solid intonation and balance of
voices brought to life Delius’s expressive harmonies. Particularly impressive
for me was the performance of the concluding movement, ‘they are not
long’, where all resources, including soloists, chorus, and orchestra, are
deployed for a culminating effect − each component of vertical harmony in
the kaleidoscopic horizontal stream of chords was rendered with discipline
and clarity by the massed forces, thus catalysing the momentum of Delius’s
harmonic progression, driving the work home. Clearly Dr. Whitmire
understands this music and how to effectively convey his understanding to
his musicians. Since they were mostly amateurs a few missed notes are to
be expected, as in these performances, but they were rare events, few and far
between to the extent that I noticed, and hardly detracting from the listening
experience. Overall, these were enjoyable and satisfying concerts that would
delight those familiar with Delius’s music, and likely engage the interest of
those who are not.
Michael Ridderbusch
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BRIGG FAIR

Philharmoniker Hamburg,
Ragna Schirmer, piano,
Ivor Bolton, conductor.
Hamburg, Laeisz-Halle. VIII. Philharmonisches Konzert.
15th April 2012
The last time I heard Delius in a concert hall was about 25 years ago (the
magnificent Fennimore and Gerda by John Dew in Bielefeld). So my ears
filled with Brigg Fair – from listening to many recordings during the last
days – and my heart full of anticipation I arrived at the Laeisz-Halle in my
hometown Hamburg. It was a matinée (beginning at 11 a.m.) and therefore
the hall was only two thirds full. The title of the concert was ‘English Folk
Tunes’, but the programme was not really a commitment to English music
as Beethoven and Mozart were mixed with Britten and Delius to catch the
normal classical concert-goer.
The concert started with Benjamin Britten’s fine Suite on English Folk
Tunes which was played all in all very well. The strings sounded a little
harsh and would remain so during the whole program, but in the haunting
Lord Melbourne the English horn was played with great beauty. Listening
to this music I could see why I have a soft spot for most English music and
not only for Delius: in contrast to continental avant-garde English modern
composers don’t fail to reconcile the reason with the emotion – Britten’s
often dissonant but nonetheless touching music being a good example.
A fine reading of Beethoven’s first (actually second) piano concerto came
next and was well received by the audience – and deservedly so regarding
Ragna Schirmer who gave a powerful performance. But again I was less
happy with the orchestra which sounded harsh – this might be appropriate
for Beethoven, but also for Delius? So with many hopes (and some fears)
I went into the break.
Alas, the fears, not the hopes came true. Ivor Bolton didn’t interpret
Brigg Fair in a sublime manner (in which he would have elaborated the
large scale of colorful sounds, differentiated carefully the dynamics and,
most important, realized a steady flow of the music). Instead he and
the orchestra gave a vigorous, sort of ‘Straussian’ performance – in my
opinion (but I may be wrong) obviously to avoid under all circumstances
the impression of English ‘pastoralism’. Throughout the playing was
too fast and too loud so that the two climaxes came to nothing, and the
sound became sharp and muddled. The quiet passages also suffered from
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the conductor’s chosen point of view and the principal horn player’s
performance was disappointing during a long and otherwise haunting
variation. The result was rather tired applause from the audience which
did not call Ivor Bolton back to the stage. Mozart’s symphony which
closed the concert went by unnoticed by me. It seems that it is not easy for
a conductor and an orchestra to convey the very special qualities of Delius.
But in the end I pulled myself together and appreciated the day I had the
joy of hearing some Delius in my hometown’s concert hall.
Harry Fröhlich


PIANO CONCERTO
FENNIMORE AND GERDA (CONCERT PERFORMANCES)
Ardente Opera, St John’s Church, Waterloo, London.
18th & 19th May 2012

With no staged presentations of any of Delius’s operas being offered in
England in this anniversary year, concert performances might seem a rather
poor second best. But with Ardente Opera’s two concert performances of
Fennimore and Gerda, any minuses were more than compensated by the
pluses, resulting in a memorable and most exciting presentation.
St John’s, Waterloo is a spacious open-plan church, but the absence of
any curtains and other fabrics results in a very reverberant acoustic. This
posed some problems on the first night with the balance of both the Delius
Piano Concerto that was given in the first half of the programme, and the
principal singers in Fennimore and Gerda that followed after the interval.
However, these difficulties were largely resolved on the second night.
Alexander Soares, the soloist in the Concerto, had clearly taken the work to
heart and gave a bravura performance that was all the more commendable
because he had committed the score to memory – despite there being no
immediate offers of further performances. His was both a very dramatic
and a poetic reading, and he was well supported by the conductor Julian
Black who proved himself a sympathetic Delian throughout the evening,
especially for his pacing of the music and the way he phrased the melodic
lines.
With Fennimore and Gerda, perhaps more than any other Delius opera,
120

DSJ 152 Autumn 2012.indd 120

29/10/2012 10:45

the action on stage is by and large of lesser importance compared with
what is sung and what goes on in the orchestra. Indeed, without any
stage frills, the listener could concentrate more on the great beauties and
strengths of the music that is almost symphonic in scale in the way that
the eleven ‘pictures’ are unified. The singers were placed on two raised
rostra in front of the orchestra, one either side of the conductor. Whether
intentionally or not, the gap between the rostra emphasised the divide
between Niels on one side, and Erik and Fennimore on the other, while
later on the coming together of Niels and Gerda was underlined more
strongly than might be possible on stage. Kathryn McAdam proved,
especially on the second evening, a confident Fennimore, adjusting well
to the changing aspects of her character. Thomas Elwin was a suitably
moody Erik, and Ashley Riches’ strong baritone voice underpinned the
performance as a convincing Niels. Only the smaller characters fared less
well, being placed farther away on floor level.
Instead of following to its tragic conclusion the story of Jens Peter
Jacobsen’s novel Niels Lyhne on which Fennimore and Gerda is based, with
Gerda’s early death and Niels dying in the Franco-Prussian war, Delius
ends the opera with Niels meeting once again his childhood sweetheart,
Gerda, whom he marries. How odd that Delius, who ranted against
marriage in the presence of Eric Fenby, should choose such a union with
which to conclude this opera! Many commentators have seen the last
two pictures as an unsuitable tagged-on happy ending. However, in this
presentation it seemed to work remarkably well, particularly with the
humour injected by Gerda’s three friends who tease her, across the gap in
the rostra, of being in love with Niels.
There were many fine moments in this concert performance, not
least the extra gravitas that was given to the funeral march as Erik’s
body is brought home across the frozen fjord. Ardente Opera are to be
congratulated on presenting such an enterprising programme in this
special Delius year.
Stephen Lloyd
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PARIS: THE SONG OF A GREAT CITY

Debussy: Pagodes (orch Caplet)
Ravel: Piano Concerto in G
Holst: Beni Mora – Oriental Suite
Debussy: La Mer
Orchestra of the Music Makers, Melvyn Tan, piano,
Chan Tze Law, conductor.
Cheltenham Town Hall
6th July 2012
The Orchestra of the Music Makers is a Singapore-based symphony
orchestra composed entirely of young players. This concert was one of
several they were giving for the Cheltenham Festival as part of their first
European tour. They played a truly innovative programme, marking the
joint 150th anniversary of Debussy and Delius, and including some real
rarities, not least of which was the performance of Paris.
The orchestra played with youthful energy and enthusiasm combined
with considerable technical skill, but they were not helped by the awkward
layout within Cheltenham Town Hall. Wind, brass and timpani were
placed on steeply raked platforms at the back and a good deal of detail was
lost under the proscenium arch and this inevitably led to some balance and
ensemble problems.
Paris: The Song of a Great City opened the concert and from the first
mf bass clarinet solo (marked p in the score) it seemed likely that this
was not going to be a subtle performance. Despite much impassioned
and impressive playing, plus many beautiful woodwind and horn solos
this was regrettably a rather superficial interpretation, rushed through
without much lingering at important moments and with many of Delius’s
exquisite details lost – this was not helped by the acoustic problems due
to the orchestra layout. The orchestra was clearly not entirely at ease with
what must have been a totally unfamiliar work but it was a reminder as
to how difficult it is to bring off a really satisfactory performance of Paris:
to maintain the flow yet reveal the work’s contrasts without it seeming
sectional is a real skill that, unfortunately, was not really evident here. But
it was wonderful to be reminded how well Delius writes for the orchestra!
The orchestra seemed more at home with André Caplet’s orchestration
of Debussy’s Pagodes, the first of his three Estampes, originally for piano.
Probably the pentatonic orientalism of the music was a more familiar
idiom. Caplet’s orchestration is for a large orchestra, yet handled with
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consummate skill and sounding just as Debussy might have written it – not
surprising when you consider that Caplet helped Debussy complete the
orchestration of several late works.
The first half ended with a distinctly idiosyncratic performance of
the Ravel G major Concerto by Melvin Tan. Slow, plodding tempi in the
outer movements effectively robbed the work of much lightness, sparkle
and high spirits but at least one could hear every piano note clearly!
And in place of the classical restraint one might have expected in the
middle movement from a soloist whose reputation was established on
the fortepiano (Ravel said that Mozart was the inspiration here) it was
played like a Chopin Nocturne – plenty of rubato and with the irritating
habit of playing the tune in the right hand slightly before the left hand
accompaniment. The orchestra accompanied pretty well despite being
ridiculously spaced out across the back of the hall. So many pianists
manage to capture the essence of this concerto that it is surprising to find
such a disappointing performance from such an eminent soloist.
It was in the second half that the orchestra really came into its own. After
a compelling performance of Holst’s Beni Mora suite the evening ended with
a technically impressive performance of Debussy’s La Mer – a work with
which the orchestra sounded familiar and confident. Despite a tendency for
the conductor to ignore Debussy’s cédez markings the first movement really
captured the surge of the sea and Jeux de Vagues was taken at an exciting speed
which must have taxed the technical capabilities of these young players to the
limit. But despite a few rocky moments they coped well and took the piece
to a thrilling climax. Right at the end we had a surprise encore – a new piece
by a Singapore based composer (not named) which aimed to combine British
and Eastern qualities and could be described as a sort of energetic fanfare
subsiding into oriental contemplation, complete with pentatonic harmony,
woodwind solos and ‘eastern’ percussion (bells, rain-stick etc.). This was an
effective and appropriate end to a fascinating concert that combined two
150th anniversaries and Eastern and Western themes.
The musicians of The Orchestra of the Music Makers are young
and enthusiastic but we did not hear them in the best acoustics and their
performances probably need to acquire more maturity. It was unfortunate
that Paris – arguably the hardest work to bring off successfully – was first
on the programme but it is to be hoped that this orchestra which shows
such promise might play more Delius in the future, and in a more flattering
acoustic!
Tony Summers
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DELIUS AT THE PROMS 2012
Royal Albert Hall
Below we give a critical round up of performances of Delius’s music at the BBC
Proms this year. Whilst neither of our reviewers heard the performance of On
Hearing the first Cuckoo in Spring on 27th August, it is hoped that this will
have encouraged younger concert-goers and listeners into the Delian fold, as this
work was part of A Family Matinee: A Journey to the Far Corners of our
Musical World. (Ed.)

Sea Drift
The Proms season began on 13th July with a performance of Sea Drift
included in the First Night of the Proms and this was given by the
beautifully balanced BBC Symphony Orchestra directed by our Vice
President Sir Mark Elder. There was plenty of animation and movement as
well as much eloquence in the choir and orchestra. I particularly admired
the fine woodwind playing in this piece.
On this occasion Bryn Terfel was better than I had expected singing
the solo in this work, but his performance was not wholly satisfactory
because of his stifling vibrato. This was the only disappointment in an
otherwise excellent performance of this beautiful score.
Clearly this performance as a whole is Sir Mark Elder’s view of Sea
Drift, and a most interesting interpretation given what he has to say about
discarding the amendments made by Beecham and finding one’s own way
with this beautiful score. What we had here was just a different way with
this score from that of Sir Thomas Beecham whose markings are only a
suggestion of how the work might be presented. The music will always
benefit from a different approach in the hands of a conductor who is
sympathetic and understands the Delian idiom.
PC

The Walk to the Paradise Garden
On 31st July, Tadaaki Otaka and the BBC National Orchestra of Wales gave
a fine performance of The Walk to the Paradise Garden, which was the only
non-English work in this concert. It is worth remembering that this work
is a most attractive piece which might attract people to Delius for the first
time; a Delius calling card. The audience seemed well pleased with this
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intermezzo from an opera which was inspired by a Swiss retelling of the
Romeo and Juliet story; a long way from England.
PC

Eventyr
On 20th August we heard Delius’s Ballad for Orchestra. If one were to
listen to Eventyr without knowing anything about it, it would seem a
confusing and very un-Delian work: little chirrups of woodwind, bars of
jagged semiquavers not unlike the critics in Strauss’s Ein Heldenleben, a
galumphing theme for the lower strings and then the heavy brass, in many
places quite Wagnerian – and the sub-title Once upon a time would seem
quite inappropriate.
As soon, though, as one reads the background, all becomes clear. It is
in fact a brilliant musical realisation of an unspecified Norwegian folk-tale
– complete with peasants, trolls, demons, giants pursuing people through
dark and frightening forests, and a happy ending.
This performance realised all that quite brilliantly. The opening was
full of gentle mystery – a really ‘once upon a time’ feel – with contented
country folk and then suddenly the chase is on, a huge climax is reached,
but the pursuing horrors of the forest gradually melt away, and peace and
quiet return.
The BBCSO clearly enjoyed working with the Swedish conductor
Osmo Vänskä. The hallmark of the whole concert was stylish, beautifully
balanced and sharply etched playing – whether in Beethoven’s Egmont
Overture or Mozart’s Clarinet Concerto played by Michael Collins. In the
Delius, he brought an unusual clarity and luminosity to the score, with
beautifully moulded phrasing, a sure sense of pacing at the beginning and
end, and forward movement as the central section surged towards its huge
climax; the playing of the orchestra was sensitive to a degree. The only
slight disappointment was the two wild shouts: they had been pre-recorded
by what sounded like all the men of the BBC Symphony Chorus, although
Delius specifies just 20, so they were very loud (and in fact shorter than
shown in the score) and somewhat incongruous. The audience seemed to
enjoy the work – very encouraging! – and for this reviewer, this was one of
the highlights of the year’s ‘Delius’ concerts so far.
ML-B
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Cynara
A few days earlier on 9th August, this was another beautiful performance
– by Roderick Williams, the BBC Philharmonic and the Finnish conductor
John Storgårds. The Albert Hall is a great barn of a place, and (perhaps
surprisingly) for the most part the sound is marvellous, so long as the
music is of ‘medium weight’ and relatively lightly scored, or the detail
is subsidiary to the overall impression of the music. Being so far away
from the platform, however, makes it sound – well, far away. If, on the
other hand, it is thickly scored a lot of detail gets lost, so that solo singers
and string players have difficulty in projecting over it – or so it was from
the front of the stalls. Despite Storgårds’s efforts, it was sadly sometimes
extremely hard to hear Williams’s words, and occasionally even to hear
him singing at all. His voice is not huge, but it was obvious that he was
singing quite marvellously, totally in the spirit of the regretful yearnings of
Ernest Dowson’s very fin-de-ciècle poem. He has in fact recorded both this
piece and Sea Drift with Sir Mark Elder and the Hallé – the latter a superb
concert performance earlier this year, but when the same difficulty was
apparent – and no doubt the engineers will redress the balance before the
CD comes out.
It was satisfying programme planning to sandwich Cynara and Grieg’s
Piano Concerto between Sibelius’s Sixth and Third Symphonies – but Per
Norgård’s cacophonous Seventh could well have been left out altogether.
ML-B

Paris
Sadly on 14th August, Charles Dutoit’s performance with The Royal
Philharmonic Orchestra only succeeded in bringing back memories of their
glorious playing of it with Beecham at the helm. It lacked any magic in the
quiet bits, was raucous in the loud ones (with particularly rasping brass),
gave the impression of a lot of contrasting sections simply strung together
without any cohesion – Dutoit clearly couldn’t see the end of the work at
the beginning, and was frankly boring. What a pity, because in the right
hands the audience could have loved it – but they obviously didn’t.
ML-B
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Violin Concerto
I was shocked on 23rd August, when I first heard this performance of the
Violin Concerto in the Royal Albert Hall because Vasily Petrenko appeared
to be hustling Tasmin Little and his orchestra along in this most lyrical of
concertos. In the hall the orchestral balance did not sound by any means
ideal. For her part, Tasmin Little played beautifully as usual. The subtle
changes of mood were all there as was the ecstasy in the music. The audience
was moved, and this music provided a strong contrast to the terror and
drama heard in Shostakovich’s 10th and greatest symphony, performed
after the interval. Apart from the dull but worthy 9th Symphony by Peter
Maxwell Davies, this was a thrilling evening. Imagine my surprise when
I listened again to this concert on the BBC iPlayer, because this time the
same performance of the violin concerto did not sound rushed, and the
balance in the orchestra seemed much better. I put this anomaly down to
the oddity of acoustics in the Royal Albert Hall.
PC

Songs of Farewell
Delians will of course be delighted that Songs of Farewell was included
in the 2012 BBC Proms, however placing this work in the Last Night of
the Proms was a rather strange decision. This last concert in the series
is a large end-of-season party where artists and audience let their hair
down. This work is reflective, and finds Delius in philosophical mood,
responding to Whitman’s poetry concerned with death and departure.
Our pleasure in this performance was only spoilt by some members of the
boisterous audience clapping between the five movements of this work.
However inappropriate for this concert, we heard on this occasion some
really beautiful choral singing from the BBC Symphony Chorus which
had been thoroughly trained. The last few bars of the score in particular
were wonderfully performed; a moving and heart-rending close. The BBC
Symphony Orchestra was also superbly trained and sensitive to all the
subtleties of this most profound score. We must particularly recognise
beautiful playing from the woodwind and brass in this work. Clearly
Jiŕí Bělohlávek knows this score well and understands the Delian idiom.
Whilst there was a slight hesitation at the beginning of this work, he
eventually got into his stride and we were given a thoughtful and moving
account. One can only hope that Jiŕí Bělohlávek will conduct more music
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by Delius. This was indeed another success for Delius at the Proms.
PC
Martin Lee-Browne and
Paul Chennell


A MASS OF LIFE

Anna Christy, Pamela Helen Stephen, Robert Murray,
Hanno Müller Brachmann, Edinburgh Festival Chorus,
Royal Scottish National Orchestra, cond. Sir Andrew Davis
Usher Hall, Edinburgh
10th August 2012
Without any doubt whatsoever this, the opening concert of the Festival,
was the finest performance of any Delius so far this year. Sir Andrew has
now stepped firmly into the shoes of the much-lamented Richard Hickox,
Tod Handley and Sir Charles MacKerass, and I believe that we can expect
many more marvellous performances from him in the future. As he has
in his recent recordings, he showed his complete identification with the
music, and an ability to communicate his enthusiasm to the performers.
His pacing was absolutely right, and the Edinburgh Festival Chorus was
simply stunning, in both power and sensitivity, with the sopranos’ top
Bs and Cs ringing out as if they could have even gone a little higher: one
felt that they could all have easily coped with another half-hours’ singing!
Indeed, there seemed to be no reason why they should not have been on
just as good form by the end of the Festival, via Rachmaninoff, Symanowsi,
Debussy, Busoni and Walton! One of the main reasons for Sir Andrew’s
success as a choral conductor is that he is always in eyeball-to-eyeball
contact with the players and singers – unlike some of his colleagues who
can barely take their eyes off the score. A few ‘fluffs’ apart (a couple of very
small ones, unfortunately, by the horns in the magical Introduction to Part
II), the orchestra also played their hearts out, and, helped by the excellent
acoustic of the Usher Hall, the balance between them and the Chorus was
excellent.
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None of the soloists were known for singing Delius, but the baritone,
Hanno Müller-Brachmann, was a real ‘find’ by the Festival’s talent scouts.
He has a broad, warm and resonant voice, not unlike that of Dietrich
Fischer-Dieskau (with whom he in fact studied), and his words were so
good that reference to the programme note was hardly necessary: a real
successor to Bruce Boyce and Gordon Clinton! The other three were nearly
as good – Anna Christy has a bright, full voice, Pamela Helen Stephen sang
her gorgeous ‘O Zarathustra’ solo with just the right aching regret for his
faithlessness, and Robert Murray was the equally committed tenor.
The performance was infinitely more satisfying than any of the others
I have heard over the last couple of years, and brought home what an
incredible work it is – in its own way, worthy to be regarded as among the
20th century’s finest choral works.
Martin Lee-Browne
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TELEVISION REVIEW
DELIUS: COMPOSER, LOVER, ENIGMA
7.30 p. m.
25th May 2012
BBC4

However popular his music may or may not be, the life of Delius is a
fascinating story of a man who had artistic interests way beyond music
and musicians. In this well-crafted documentary we heard about his
friendship with artists, writers and his life in Europe and America. Whilst
John Bridcut may not be an expert on the life and work of Delius, his film
touches on many of the major areas of interest. Contributors by and large
were well chosen. Before examining the programme let’s look a little closer
at its maker.
John Bridcut is an award-winning film maker, with a string of varied
documentaries to his name. Much of his recent work has been with his
own company, Crux Productions, but he also works as a freelance director
and producer for other production companies. He has also published two
books and lectures on music and broadcasting.
His latest music documentary Delius: Composer, Lover, Enigma explores
the pleasures of Frederick Delius, and was shown on BBC Four in May. A
week later A Jubilee Tribute to The Queen by The Prince of Wales was shown
on BBC One three times, with a total audience of 10.3 million viewers. His
2011 documentary, The Prince and the Composer, a film about Hubert Parry
by The Prince of Wales, has now been released on DVD after its acclaimed
screening on BBC Four.
The third of Bridcut’s composer-portraits, Elgar: the Man Behind the
Mask, won the Czech Crystal Award for best documentary at the Golden
Prague TV Festival in October 2010, and went on to secure the 2011 BAFTA
Craft Award for Sound (Factual). The Passions of Vaughan Williams (2008)
and Britten’s Children (2004) have also won awards. He complemented the
Britten film with a book of the same title, which was published by Faber
and Faber in 2006. Since then, he has written the Faber Pocket Guide to
Britten, which was published in November 2010. He has also produced
film portraits of Roald Dahl, Hillary Clinton, Rudolf Nureyev, Mstislav
Rostropovich and The Queen.
John Bridcut began his career as a journalist on the staff of The Spectator,
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and moved into broadcasting as a BBC News Trainee. After twelve years
at the BBC, where he worked in national and regional newsrooms, and
produced programmes such as The World at One, Newsnight and The Money
Programme, he moved into independent production. With Viewpoint, and
later Mentorn, he produced a range of current affairs programmes for
Channel 4 and the BBC, as well as several series on subjects of contemporary
history. For a total of almost ten years now, he has produced programmes
through his own company, Crux Productions.
The circumstances of Delius’s life mean that there is much scope
for a variety of filming in various countries: Norway; the east coast of
the USA; France and England. This made for attractive and colourful
viewing. Sequences in the film ranged from the vaguely sinister and
slightly sensationalised recreation of the midnight reinterring of Delius’s
remains at Limpsfield to colourful and vivacious shots of Paris at its most
entertaining.
Another striking feature of this film is its use of music in performances
conducted by Bo Holten who directs the Aarhus Symphony Orchestra.
Each of the performances – mainly extracts of works it has to be said – was
most pleasing and successful. Bo Holten spoke eloquently about his concept
of the music and how it is often very sensuous and often erotic. Indeed his
enthusiasm shone through his contributions to this documentary.
Sir Mark Elder spoke most interestingly about his recent performance
of Sea Drift where he dispensed with the added directions provided by
Sir Thomas Beecham. Sir Mark went back to the original version which
was published before Beecham took the work up, and found it possible to
arrive at his own interpretation which brings out different features of Sea
Drift to enhance the musical effects.
In another part of the film David Owen Norris gave us a real insight
into On hearing the first Cuckoo in Spring, where he showed us that Delius
had an almost cinematic approach to the music. The introductory bars are
like a panning shot and then Delius focuses on the Norwegian folk tune
originally arranged by Grieg. This is most interesting when we remember
Delius’s interest in the visual arts.
Music included in the film represents a fine selection of Delius’s
scores from all parts of his career. This helps to give a full outline of the
life and works that does not concentrate on the later years. Inevitably some
important scores are not mentioned in detail or performed in part in the
film. Of course what one wants is to encourage audiences to be curious and
find out more about the man and his music.
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Commentary on the music and life is mostly provided by critics,
musicians and some prominent Delius Society members well qualified
to do so. There were I thought one or two contributors not obviously
associated with Delius, though the film contains no major gaffs. However,
there were one or two unusual observations which one might challenge.
It was suggested that Beecham never conducted Elgar, but, whether never
or hardly ever, he did perform some Elgar, and in fact gave the Elgar Cello
Concerto several times and the Delius Cello Concerto only once, I believe!
He did the Enigma Variations occasionally, as well as the Serenade for
Strings, and he recorded those two works together with Elgar’s overture
Cockaigne!
The archive film of Beecham himself in interview was of great interest.
We have probably seen this before, but on this occasion I was particularly
struck by the expressiveness of his face when answering questions. For
those of us who did not see and hear Beecham conduct live concerts, it
was wonderful to see how that extraordinarily expressive face conveyed
his message – whether musical or verbal.
The film was perhaps a touch too brief on the story of Eric Fenby’s
contribution (even though that, of course, was well covered in another TV
documentary!), and it was suggested that conductors either conducted
Elgar or Delius, not both. There are many examples to refute this: Barbirolli,
Sargent, Handley, Hickox, Del Mar and many others all championed both
composers! With regard to one meeting between the two composers at the
end of their lives, Elgar didn’t fly to France just to see Delius – he already
had a concert in Paris to conduct his Violin Concerto with the young
Yehudi Menuhin. Elgar took the opportunity to visit Delius who lived not
too far away − however, that’s a very small detail!
In this documentary it is also suggested that Beecham was
responsible for promoting Delius as an English composer, which of course
is true but we must remember that plenty of other musicians and critics
have chosen to do the same between the two world wars and afterwards.
The film certainly succeeded in presenting the composer as a cosmopolitan
artist.
What should we say is the value of the film? The best response to
this question is simply to remark: what a superb introduction to Delius
and his music we have in this excellent film by John Bridcut. I liked the
thoughtful contributions from all the speakers − although there are for me
one or two reservations as stated above − and we heard a very enjoyable
representative selection of the music. This film should be very attractive
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to anyone new to Delius and his music, who wants to find out more. For
the newcomer there are at the end plenty of interesting questions for them
to go away with and look into. Bravo John Bridcut!
Paul Chennell
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EXHIBITION REVIEW
IDA GERHARDI – 150TH ANNIVERSARY EXHIBITION
As much as a year before its opening it was clear that this new exhibition of
Ida Gerhardi’s paintings and drawings would be special, certainly a more
comprehensive collection of her works than that shown in the catalogues
of the earlier celebratory exhibitions of 1962 and 1977. Significantly,
included in the new showing were a number of fine works by other female
German artists who had studied in Paris during Ida’s 20 or so years there.
Jelka Rosen, Ida’s close friend and fellow-student, who married Delius in
1903, and Ottilie Röderstein, who gave Ida much help in her early years in
Paris, were well represented, not just by their pictures, but also by separate
chapters in the extensive new catalogue. Some of the works by Ida’s
near contemporary artists, especially Röderstein, Julie Wolfthorn, Maria
Slavona and Kåthe Kollwitz were a revelation.
Overall the curators of the project, backed by access to a wide
scholarship, managed their arduous task with purpose and a fine attention
to detail and are to be congratulated for an outstanding success. They were
aided also by valuable help and advice locally from Ida’s great-nephew
Wolfgang Steinweg. Sensibly and sensitively hung, the pictures were
spread over several rooms on two floors of the Lüedenscheid gallery.
Chronological order was not slavishly followed, since it was advantageous
to group together, for instance, several of Ida’s self-portraits and also the
substantial number of ‘Tanzbilder’ and ‘Lokalszenen’ (dance-hall and cafébar scenes) which date mostly from the period 1903-7.
Though born in Hagen and brought up in Detmold, Ida spent the last
fourteen years of her life in Lüedenscheid, where her brother practised as a
family doctor for almost the whole of his professional career. The small hilltown they would have known, and been well-known in, has become over
the years a thriving city, getting gradually bigger, busier and wealthier in
step with Germany’s ‘economic miracle’ of the 1950s and its industrial and
commercial dominance in 21st century Europe. Lüedenscheid regards Ida
Gerhardi as one of its own, and arts and music have never been neglected
there.
The exhibition ran from March to mid-July and will reopen in
Oldenburg in September, where it will remain until the new year. There
is the possibility of a further showing in Detmold after that, but this move
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is as yet uncertain. Sadly, few Delius society members will have visited
Lüedenscheid or will get to Oldenburg, but for anyone who would settle
for just a taste of what was to be seen, the very substantial catalogue,
splendidly illustrated, is available from Hirmer Verlag GmbH, München
(www.hirmerverlag.de) at around 40 euros.
E. E. Rowe
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DELIUS SOCIETY MEETINGS
DELIUS SOCIETY LONDON BRANCH MEETING
New Cavendish Club
21st February 2012
DELIUS 150th Anniversary Edition
A Talk by Lyndon Jenkins

Martin Lee-Browne chaired the evening, which began with Lyndon
Jenkins introducing Richard Bradburn of EMI with whom he had worked
jointly on this 18-disc project. They said the set of CDs had proved
extremely popular, having already sold more than 5,000 copies, no mean
achievement for a classical set these days. Both thought it would do the
Delius cause a great deal of good in this 150th anniversary year: to be able
to have (and to hold in one hand) virtually the whole of Delius’s output
was something that was likely to appeal to people at a time when such
multiple issues were proving extremely popular.
In summarising the box’s contents, Lyndon suggested that perhaps
the first thing to notice was the inclusion of the first recordings of three
of the operas, Koanga, A Village Romeo and Juliet and Fennimore and Gerda;
equally valuable was the incidental music for Hassan, and all the choral
works including A Mass of Life. One of the single discs neatly contained
all three string concertos (played by Jacqueline du Pré, Yehudi Menuhin
and Paul Tortelier), and all the violin sonatas were on another (Menuhin
again); all Eric Fenby’s arrangements plus his invaluable talk that came
originally with the LP set of A Village Romeo and Juliet had been placed
together. Other discs were devoted to conductors who increasingly
performed Delius after Beecham died in 1961.
There was some Beecham in the set of course: EMI had to turn to his
legacy where no alternative recording of a work existed. In fact Beecham
took the first disc, and he also turned up again on the disc of historic
recordings of Delius songs, some of them dating back to the 1920s. A few
of these had not been available since they were issued on LP in 1979 to mark
Beecham’s centenary. But the main emphasis was on those conductors
who took up the challenge after Beecham’s death: they occupied sixteen of
the eighteen discs. Three of them were then considered, beginning with Sir
Charles Mackerras’s performance of Paris (his only orchestral recording of
Delius for EMI) which Lyndon thought the best of modern performances,
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excitingly played and idiomatically conducted (as an extract showed).
We then turned to Vernon Handley who Lyndon thought became in
later years a fine Delius conductor; he chose an extract from In a Summer
Garden, which he suggested was less indulgent than the performance
by Sir John Barbirolli. The last of these three conductors was Sir Charles
Groves, who had told Lyndon in the 1960s that he thought all the Delius
conductors at that time felt they were under the shadow of Beecham,
from which it took them a long time to emerge. His own first major
Delius recording in 1968 was of Songs of Sunset with Janet Baker but for
illustration Lyndon chose part of North Country Sketches from 1974 with the
Royal Philharmonic Orchestra, a good interpretation expertly played.
After Beecham died Barbirolli became EMI’s preferred interpreter
of Delius. He was hardly in Beecham’s shadow, but even so it was 1966
before he recorded a complete disc of shorter Delius works. A few years
later Appalachia and Brigg Fair were his last recordings, only a week or
two before he had his final heart attack. The Hallé Orchestra was not on
top form for these, and so to illustrate Appalachia we heard the Ambrosian
Singers in the lovely unaccompanied music. Lyndon suggested that
this was memorable both for a fine group of singers and for Barbirolli’s
conducting.
There seemed little appetite at EMI in the 1960s for Sir Malcolm
Sargent to conduct Delius. He had wanted to do Songs of Farewell, which
was logical because he had given the first performance of it, and he wanted
to put it on disc himself. Eventually he did, in 1964, though the recording
was poor, and the Royal Choral Society was inferior and too large. Sargent
always thought there was safety in numbers, but the problem was that the
choir could not really cope with the work. Orchestral detail was almost
nowhere to be heard in the extract we listened to, and so what Lyndon
did was to contrast it with another choral work by Delius, so that we were
able to hear the difference, both vocally and orchestrally. One interesting
point mentioned here was that Eric Fenby was present at this recording
session, but when he came to record Songs of Farewell himself in the 1980s
for Unicorn, John Goldsmith, who was producing, said to him; ‘We cannot
hear the words very well, Mr. Fenby.’ Fenby replied; ‘Oh, Delius never
bothered about that. Don’t worry about the words; it was the effect he
wanted.’ So it may have been the same here.
We then turned to A Mass of Life, conducted by Charles Groves only
a few years later. It was astonishing because this was highly successful in
terms of sound. EMI had no track record then in recording these big Delius
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works, and very few people knew how to cope with them. Christopher
Bishop did this recording and, though he was not a great Delius fan,
orchestra and chorus were balanced most satisfactorily; the smaller chorus
was on very good form, and in the extract we heard the whole effect was
really impressive.
With the Double Concerto the original plan was to take Tasmin
Little’s CFP record with Raphael Wallfisch and to use that, as it was the
most recent. But then Richard and Lyndon thought about the MenuhinTortelier version which had only had a very small outing: few people even
knew of it. This was recorded in 1976 when it was coupled with Menuhin
playing the Violin Concerto. The compilers thought this recording should
be revived because it would be valuable to have two international names
playing Delius. Lyndon recalled speaking to the violinist Midori about
the Delius sonatas, but she only became interested when he mentioned
that Menuhin had recorded them. To have Menuhin and Tortelier in
this concerto now would be important musically and not unimportant
commercially. Lyndon said that it was a most interesting performance,
played differently from British players; although as a recording it had
required a lot of ‘takes’ to complete, it had been most carefully made.
Concerning the Cello Concerto we heard part of the 1965 recording
by Jacqueline du Pré which Lyndon said he had always felt should be
a dead certainty for this set. Its genesis was interesting because at the
time Sargent’s recordings of Songs of Farewell and A Song before Sunrise
were already complete and something was needed to fill the LP. The
Cello Concerto must have seemed an excellent choice and Sargent was
the obvious man to conduct it as he had a long association with the work,
conducting it for Beatrice Harrison as far back as the 1930s. Then du Pré
came into the picture: Sargent had conducted her in the Elgar Concerto
during three Promenade seasons 1962-1964 and so knew her well. It was a
combination of all these circumstances that brought them together for the
Delius, even though at that stage she was yet to make a concerto recording,
she didn’t know the Concerto, and she had to learn it at very short notice.
She told people afterwards she didn’t like the work at all, and if you look
at the pictures of the sessions, they are not happy ones. She is looking
absolutely glum, while Sargent is clearly enjoying himself; Eric Fenby is
seen in the background. It seems that at that moment she had no idea who
Eric was. (Why would she at 20? She already had a rushed career from the
last ten years doing nothing but playing; no time to learn anything about
musical history.) Yet there is one picture where Eric is saying something to
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her: Sargent, always the diplomat, is turning to intervene. She never played
the Concerto again. She was going to, with Sargent in the Albert Hall on
1st December 1966, an occasion obviously planned with a view to public
interest as by then Jackie was a big draw. (The other interesting thing
about that concert was that Sargent was planning to conduct the Requiem:
unhappily it never took place due to his final illness.)
Eric Fenby subsequently maintained (and is on record as saying so)
that Jackie played the final part of the Concerto twice as slow as Delius
wanted. He had heard Barjansky play this Concerto, but only once, on the
second night after he arrived at Grez; before that day he’d never heard it
nor even seen it. It could be conjectured that he was so busy keeping in
touch with Barjansky and looking after his own accompanying part to
notice terribly much about what Barjansky did. Later on, Delius said to
Beatrice Harrison that Barjansky always played it too fast. Concerning the
du Pré performance, Lyndon reminded us that in most dictionaries the
Italian term allegramente (the marking of this passage) is translated into
English as ‘joyous’ or ‘joyful’ His own feeling was that du Pré’s was a
legitimate tempo for the passage in question, which we then heard.
Turning to the operas, we began with Koanga. This was performed
at the Camden Festival in 1972 and recorded a year later with the same
soloists. The big point about it was getting the same two principal
singers, Eugene Homes and Claudia Lindsey, who gave the whole thing
authenticity. In the recording Charles Groves also had the John Alldis
Choir, and we heard them in that marvellously atmospheric passage with
the banjos that opens Act 2. Fennimore and Gerda seems rarely to have
attracted a worthy staging, and it was suggested that it may be a piece that
is best heard on record rather rather than staged. The problem is that it has
virtually no movement; Delius had little idea of how to handle the stage.
As to the recording, when Meredith Davies was asked to go to
Denmark to undertake it, the circumstances were that it was to be funded
by the European Broadcasting Union; they wanted it put on and they
paid for it. EMI possibly saw an opportunity from this though, oddly,
the commercial recording was made before the broadcast rather than the
other way about. Meredith Davies said that by the time of the broadcast
all the hard work had been done and it simply fell into place. (Lyndon
observed that it is a pity we do not have a recording of that broadcast.)
Of the three principal singers Elizabeth Söderström was Swedish, and the
other two were English: Robert Tear and Brian Rayner Cook. We heard
one of the most striking passages, at the end of the Fennimore section where
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the telegram comes to say that Eric is dead, and Fennimore turns on Niels,
sending him away for ever. Some of the music is undeniably lovely; even
if Beecham had little time for it as an opera (‘three dreary people with
nothing to sing’ was his verdict) he did write that ‘some of the music is in
Frederick’s ripest and most sumptuous manner.’*
Lyndon briefly mentioned one or two of the smaller pieces, notably
those conducted by Richard Hickox, and the talk by Eric Fenby describing
how he and Delius worked together, which he suggested was worth the
price of the set alone. Now our speaker turned to some of the songs. We
first heard Heimkehr (The Homeward Journey), conducted by Beecham and
sung by Marjorie Thomas. The effect of her voice and Beecham’s handling
of the orchestra turns what is quite an ordinary song into something
remarkable. Lyndon said it would be lovely to hear all Delius’s songs done
so well. He next drew attention to four more, sung by Dora Labbette and
not heard since 1979 when they came out in one of the Beecham Centenary
LP boxes; accompanied by Gerald Moore, we heard two, Irmelin Rose and
La lune blanche.
Lyndon then played us Heddle Nash singing To the Queen of my
Heart, sung with superb eager tone and brilliantly accompanied by
Gerald Moore; Lyndon thought it quite the best transfer of this 1934 disc
he had heard. We then heard I-Brasil which Beecham with the London
Philharmonic Orchestra (a very small ensemble, just enough) accompanied
exquisitely. Labbette makes a smudge at one point, but when we listen to
her singing the line ‘So why should I not listen to the songs you sing to
me’ in a perfectly controlled crescendo we are conscious of a wonderful
achievement; these are, Lyndon suggested, the moments that make
Delius’s songs so individual – and not only his songs. To round off came a
short piece of orchestral music – the end of the Dance Rhapsody No. 1 with
its magical solo violin.
Lionel Carley thanked Lyndon for bringing to life so many names
from the fairly recent Delian past and said that we should be very grateful
for the depth and breadth of his knowledge of our composer. The work
that both he and Richard had done, putting together this magnificent set
which few would want to be without, had resulted in a most valuable
contribution to the Delius discography, especially for newcomers to the
music.
*Frederick Delius by Sir Thomas Beecham, Severn House, 1975, p164.
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Recommended Recordings.
Delius: Paris; Royal Liverpool Philharmonic Orchestra,
Sir Charles Mackerras, conductor. EMI.
Delius: North Country Sketches, Royal Philharmonic Orchestra,
Sir Charles Groves, conductor, EMI.
Delius: Songs of Farewell, Royal Choral Society, Royal Philharmonic
Orchestra, Sir Malcolm Sargent, conductor, EMI.
Delius: A Mass of Life, Heather Harper, soprano, Helen Watts, contralto,
Robert Tear, tenor, Benjamin Luxon, baritone,
London Philharmonic Choir, London Philharmonic Orchestra,
Sir Charles Groves, conductor, EMI.
Delius: Double Concerto, Yehudi Menuhin, violin, Paul Tortelier, cello,
Royal Philharmonic Orchestra, Meredith Davies, conductor, EMI.
Delius: Cello Concerto, Jacqueline du Pré, cello, Royal Philharmonic
Orchestra, Sir Malcolm Sargent, conductor, EMI.
Delius: Koanga, Soloists, John Alldis Choir, London Symphony Orchestra,
Sir Charles Groves, conductor, EMI.
Delius: Fennimore and Gerda, soloists, Danish Radio Chorus, Danish Radio
Symphony Orchestra, Meredith Davies, conductor, EMI.
Delius: Heimkehr (The Homeward Journey), Marjorie Thomas, mezzo
soprano, Royal Philharmonic Orchestra,
Sir Thomas Beecham, conductor, EMI.
Delius: Irmelin Rose and La lune blanche.
Dora Labbette, soprano, Gerald Moore, piano, EMI.
Delius: To The Queen Of My Heart,
Heddle Nash, tenor, Gerald Moore, piano, EMI.
Delius: I-Brasil Dora Labbette, soprano, Royal Philharmonic Orchestra,
Sir Thomas Beecham, conductor, EMI.
Delius: Dance Rhapsody No. 1, Royal Philharmonic Orchestra,
Sir Thomas Beecham, conductor, EMI.
All the above can be found in the 18-disc EMI set discussed above.

Paul Chennell
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DELIUS SOCIETY LONDON BRANCH MEETING
New Cavendish Club,
21st March 2012
Delius’s Choral and Vocal Music
A talk by Siva Oke

The Chairman introduced Siva Oke as the founder (in 1995), and executive
and music producer, of SOMM Recordings, which is now a successful
and well-established label with a wide-ranging catalogue. She studied
the piano at Santa Cecilia Conservatoire, Rome and is also a graduate of
the Royal Academy of Music. She was also taught by Cyril Smith, whom
she regards as a major musical influence in her early career. She worked
for a number of years for Philips and EMI, and then as a freelance music
producer. Most importantly, in the early 1980s she joined the pioneering
label Unicorn-Kanchana as General Manager, sadly just after they had
produced The Fenby Legacy, but she got to know Eric Fenby well when
she was involved with his subsequent recordings. SOMM has, of course,
recently recorded all the 2-piano transcriptions of Delius’s orchestral
music, and the part-songs.
She began her talk by observing that, although literature and poetry
served as sources of inspiration for Delius, the words and metre of
‘conventional’ verse did little for him. It was the imagery they conjured
up that mattered, and it is easy to see why he was attracted to the free
verse of Walt Whitman and W E Henley − or to music for voices with few
or no words. Her first illustration was the final coda of Appalachia, from
Beecham’s 1938 recording, with the chorus and then the orchestra dying
away into silence. Then came Delius’s largest setting of words − A Mass
of Life. Nietzsche’s Superman − proud, energetic, strong, disdaining the
values of Christianity − greatly appealed to Delius, and the next example
was from Part I, with the first of the sopranos’ and altos’ ‘La, la, las’, then
Zarathustra pursuing his loved one, Life − who, in the gorgeous alto solo
(Pamela Bowden), ‘Oh, Zarathustra’, doubts his faithfulness − and on to
the bells and chorus basses’ Midnight Song. The recording of that was a
live one from 1971 with BBC forces, and John Shirley-Quirk as the baritone
soloist.
Also Sprach Zarathustra and Ecclesiastes provided the basis of the
words of the Requiem, put together by Heinrich Simon. Siva pointed out
that Delius’s view that man meets death fearlessly, in the knowledge that
after it there is nothingness, was hardly a comforting message for those
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who had lost relatives in World War I − and that, perhaps appropriately,
the music is far more astringent and ‘hard-edged’ than anything else
of Delius’s. Indeed, the very end, with snarling brass followed by the
quiet fade-out on the strings and celesta − which she played in a live 1965
recording from Liverpool by Charles Groves − is one of his most affecting
conclusions.
Danish literature was, Siva said, in the end a greater influence on
Delius than that of Norway, the first Scandinavian country he came to
love − and her next example was the song Autumn, sung by Sarah Walker
with Eric Fenby playing Delius’s piano. Although many people think
that Delius’s writing for the piano is not very effective, she thought that
here the rippling arpeggios brilliantly depict the flying swans and sailing
clouds.
Next came a song with orchestral accompaniment: Le ciel est, pardessus le toit, written in 1895 towards the end of his life in Paris, with
words by Paul Verlaine and strongly evoking that city. Siva was involved
in the recording of it which she played – performed by Felicity Lott with
Eric Fenby conducting the RPO, from the Unicorn-Kanchana set. The
next illustration also came from that set – including Felicity Lott, with
Thomas Allen, Fenby and the RPO in part of Idyll − one of Delius’s near
masterpieces. The words, chosen by the English poet Robert Nichols, are a
(slightly adapted) selection from Whitman’s Leaves of Grass, reflecting one
of Delius’s amorous encounters in the same city:
Once I pass’d through a populous city, imprinting my brain with all its
shows./
Of that city I remember only a woman / a woman I casually met, /
Who detain’d me for love of me, / Day by day and night by night we
were together − all else has been forgotten by me.

and the music is some of the most nostalgically passionate music (albeit
much of it very quiet) that Delius ever wrote. He did so with Fenby’s help,
and it was perhaps fitting that it was his last composition.
Returning to Danish poetry and Delius’s early days, the 1889 Sakuntala
was his first music for voice and orchestra, perfectly matching the longing
and lyricism of Holge Drachmann’s poem based on an old Sanskrit love
story. Siva thought the only recording, a relatively recent one, by John
Reuter, with Bo Holten conducting the Aarhus Symphony Orchestra, quite
stunning in all respects. They were also the marvellous performers in the
next but one illustration − that strangely haunting work, based on a poem
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by Jens Peter Jacobsen, An Arabeske. Eric Fenby believed that Delius never
surpassed the magic of its last pages, evoking a northern winter landscape.
One of Delius’s few works that ends confidently is his setting of
Henley’s A Late Lark − in which he achieved a beguiling mood of serenity
and fulfilment. Most of it was written in 1924, but blindness overcame him
before it was finished, and the successful completion of its last few bars
was another product of the ‘Fenby Years’. Anthony Rolfe-Johnson was the
singer, again with Fenby and the RPO.
Finally, Cynara − to words by Ernest Dowson, the writer of decadent
poetry whose life was utterly wasted by inappropriate friendships and
alcohol. Very much like Le ciel est, par-dessus le toit, it is almost entirely
a product of Delius’s Paris years; he began it in 1907, but laid it aside
unfinished. Like A Late Lark, Eric Fenby helped him to complete it in 1929.
Again, the singer was Thomas Allen, who caught exactly the right sense of
aching nostalgia.
A most enjoyable evening of some of Delius’s least known, but in fact
very special, music for the voice.
Martin Lee-Browne
Recommended Recordings:
Delius: Appalachia, BBC Chorus, London Philharmonic Orchestra,
Sir Thomas Beecham, conductor, Columbia
Delius: A Mass of Life, Kiri Te Kanawa, soprano, Pamela Bowden, mezzo
soprano, Ronald Dowd, tenor, John Shirley-Quirk, bass-baritone,
BBC Chorus and Choral Society, BBC Symphony Orchestra,
Norman Del Mar, conductor, Intaglio.
Delius: Requiem, Heather Harper, soprano, Thomas Hemsley, baritone,
Liverpool Philharmonic Choir, Royal Liverpool Philharmonic Orchestra,
Charles Groves, conductor, Intaglio.
Delius: Autumn, Sarah Walker, mezzo soprano, Eric Fenby, piano,
Unicorn-Kanchana.
Delius: The Song of the High Hills, Royal Philharmonic Orchestra,
Eric Fenby, conductor, Unicorn-Kanchana.
Delius: Idyll, Felicity Lott, soprano, Sir Thomas Allen, baritone, Royal
Philharmonic Orchestra, Eric Fenby, conductor, Unicorn-Kanchana.
Delius: Sakuntala, Johan Reuter, baritone, Aarhus Symphony Orchestra,
Bo Holten, conductor, Danacord.
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PHILADELPHIA BRANCH REPORT
The Philadelphia Branch closed its season with an organ recital. Longtime Delius Society member Michael Stairs presented a recital on 6th May
2012 on the newly restored 146−rank Aeolian pipe organ in the Ballroom
at Longwood Gardens, Kennet Square, PA.
The Delius Society has presented concerts here every three years since
1984, often featuring the organ, the 1929 Steinway, or singers, but since
the organ has undergone a complete restoration as has the room itself,
we wanted to feature this historic symphonic organ, the largest residence
organ Aeolian ever built. It was for the pleasure of Pierre S. du Pont and
his guests at various soirées. We deliberately chose a programme of light
music rather than the same old recital pieces by Bach, Widor, Vierne,
Franck etc.
Three pieces by British theatre organist Nigel Ogden made their
local premieres: New Era written in imitation of Elgar, Arcacia from An Art
Deco ‘Three Piece Suite’, and Saints on a Spree. All received much applause,
especially that latter which was a spoof on When The Saints Go Marching

The audience in the Longwood Gardens Ballroom. Michael Stairs at the console
with assistant Andrew Heller. Pipes are behind the brocade wall.
© Photo: Bill Marsh
145

DSJ 152 Autumn 2012.indd 145

29/10/2012 10:45

In ending with a quote from that famous Widor Toccata with the ‘Saints’
theme in the pedal and even a quiet quote from Brahms’ Lullaby! This
brought shouts of Bravo!
Michael offered his own transcriptions of Delius’s Cuckoo and La
Calinda as well as two rare Percy Grainger transcriptions of Country
Gardens (arr. Keedy) and The Nightingale and the Two Sisters (arr. Perna).
Edwin H. Lemare’s arrangement of Elgar’s Salut d’Amour was an
audience favourite as was Scenes from an Imaginary Ballet No.1 by ColeridgeTaylor as arranged by Firmin Swinnen, Longwood’s first organist. The
concert closed with a rousing performance of Eric Coates’s The Dam Busters
which brought the audience to its feet.
Once again The Delius Society had high visibility at one of the
nation’s greatest showplaces. Michael Stairs who is official organist of the
Philadelphia Orchestra performed brilliantly as always.
Bill Marsh
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MISCELLANY
A New Delius Study
The Chairman and Paul Guinery are writing a major book on Delius’s
music, to be published, all being well, by Boydell and Brewer in the second
half of next year. It ‘derives’ from their articles in the Journal a few years
ago; it will be about 450 pages, with plentiful musical examples; and will
mention every single work that Delius wrote. The book will be reasonably
priced!


Le matin des Musiciens
Ray Osborne has written in to say that he had heard a 90-minute
program (Le matin des Musiciens) of Jerome Rossi being interviewed on
France Musique (classical music station) concerning Delius with musical
examples. This was on 19th April but looking back on the France Musique
archives he found that exactly the same program had been broadcast
earlier on 29th March. Also he found that a programme of Delius’s music
had been broadcast on 29th January celebrating his 150th anniversary.
Both of these programs have complete play lists of the musical examples
on the France Musique website.


A Japanese view of Delius
Midori Komachi wrote in August to tell us of the following: ‘A few weeks
ago the Japanese Financial Times “Nikkei” published an article about Delius
and Gauguin and my perspective on the topic. This article fostered great
interest in Japan, and as a result I will be having a recital in Japan on 9th
November with the Delius topic. I wondered if there is anyone in Japan
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who might be associated in some way with the Delius Society.
‘The article reads as follows: “In Japan, classical music by British
composers has not been widely known, compared to the works by
French and German composers. However, recently there have been
some outstanding research and activities by Japanese musicians, actively
fostering further understanding of the works by British composers; their
ways of introducing these to a wider audience have been remarkable.
‘”London-based violinist, Midori Komachi is mounting a series of
recitals in London and Cambridge during September and October, on the
topic of Delius and Gauguin. In celebration of this year’s 150th Anniversary
of Delius’s birth, there are many concerts this year in the UK in which his
works are performed, as well as documentaries on the composer being
broadcast. Along with these events, Komachi’s project has been catching
the attention of the media.
‘”When she first stood in front of Gauguin’s Nevermore at the
Courtauld Gallery in London, Komachi had a strong impression of this
painting. Later on she found that the first owner of the painting was
Delius, and sensed that there was a great connection between the colours
of Gauguin and Delius’s music – leading her to undertake research on this
topic.
‘”According to Ms. Komachi, Delius moved to Paris in 1888, and later
on encountered Gauguin. Born in the same year as Delius, the French
composer Debussy is widely known to have been inspired by visual art,
Oriental culture and a variety of artistic genres – with Delius, the harmony
which emanates from a nostalgic atmosphere, or the sudden outburst of
emotional climax, is as if expressing the mysterious yellow, green and
vibrant red of Nevermore. In her recital on 21st September, with help
from the Courtauld Gallery, Nevermore will be projected along with her
performance of Delius’s violin sonatas. “‘


Delius in the Hit Parade
The Independent’s Classical Album Chart for 9th June 2012 lists the recent
Mass of Life recording on Naxos as number 15. This CD was as high as No.3
at one point and stayed in the top twenty for several weeks following its
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release! Is this the first time Delius has hit the Charts?


Spring in Birmingham
John Rushton writes: ‘Despite the nationwide splendid tributes to Delius
in his 150th anniversary year, there’s been a little paucity in performances
of his works, in the second city, this spring.
‘The City of Birmingham Symphony Orchestra’s only venture was
a performance of On hearing the first Cuckoo in Spring – albeit at a
packed afternoon performance of British Classics in Symphony Hall on
Wednesday, 25th April. The very popular John Wilson conducted a light
programme which did include a splendid performance of Gerald Finzi’s
Clarinet Concerto by Michael Collins.
‘The Orchestra of the Swan, which had performed Cuckoo and Summer
Night on the River last October, had programmed Delius in their May &
June afternoon performances at The Town Hall. The delicious, but brief
A Song before Sunrise opened the 8th May afternoon concert. How good
it is to be able to see the woodwind players in full view in this excellent
chamber orchestra!
‘A performance of Norwegian Suite - Folkeraadet on 6th June was eagerly
anticipated, but David Curtis, the artistic director and chief conductor had
to inform the large audience that the orchestral parts provided by the
publishers were so poorly printed as to be unusable. Replacement scores
could possibly have arrived that morning; but, sadly, the performance was
not to be. Some compensation was heard from the hands of the wonderful
young pianist, Benjamin Grosvenor, in a brilliant rendition of Edvard
Greig’s Piano Concerto.
‘The Birmingham Philharmonic Orchestra is celebrating its 70th
Anniversary this year. Their concert, in the Adrian Boult Hall of the
Conservatoire on Sunday 18th June entitled Now we are 70, had a selection
remembering former patrons and conductors. Kenneth Page – an ardent
Delian – was their conductor for 27 years from 1959 to 1986 and as a
tribute to him, we were treated to a sparkling performance of Brigg Fair.
This non-professional orchestra has achieved greatness in its 70 years
and has performed at many locations out of Birmingham including, most
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spectacularly, in 1984, the Royal Albert Hall, where it played Mahler’s 8th
Symphony. On this June day, under Michael Lloyd’s baton, with men in
shirt sleeves and the ladies in summer dresses, this very pleasant afternoon
included Holst’s Egdon Heath, Arnold’s Tam o’ Shanter, Walton’s Spitfire –
Prelude & Fugue - and Dvořák’s Symphony No. 9.
‘By the time this journal is published, we will have heard a performance
of Idylle de Printemps by the Hallé and Sir Mark Elder at the Lichfield
Festival, in the Cathedral on 5th July. At the time of writing, it’s eagerly
awaited!’


Delius at the Barbican
Martin Lee-Browne reports that the recent exhibition in the Barbican
Library, housed in the Barbican Centre in London, was devoted to Delius
in this anniversary year. On show were four large display cases full
of scores, pictures and books, and a text concerning Delius. There was
also a potted biography and mention of the most important works. This
exhibition was open in the summer until 25th September, complimenting
the many performances of Delius’s music in London and elsewhere. This
really was a most attractive and enjoyable exhibition.


To Frederick with Affection
On the London jazz website Digby Fairweather has written about the
origins of his new suite To Frederick with Affection, a musical homage
to Frederick Delius (1862-1934) commissioned by the Delius Society.
Members will have read about this in the last Delius Society Journal.
Digby Fairweather was one of the participants in the Delius in 2012: An
International Celebration at The British Library on 22nd and 23rd September.
The CD To Frederick with Affection was released on September 23rd.
Thereafter it will be available through the usual channels and from Digby’s
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website. More details about the recording appear on http://londonjazz.
blogspot.co.uk/2012/08/digby-fairweather-delius-kindred-spirit.html.


Delius in Bratislava
Peter Ratcliffe writes as follows, regarding a possible Society trip to
Bratislava in September, 2013: ‘I would like to know from Members if there is
any interest in a Society weekend in Bratislava, the capital of Slovakia, in September
2013. I’ve made enquiries about the 3-star Hotel Sorea Regia (www.sorea.sk);

we could use their facilities (for talks or concerts, I am making enquiries
about musicians who would be interested in performing for us) but those
who prefer more luxury could stay in the nearby Hotel Kempinski. The
Regia could arrange transport for us to, for example, the summer and
winter Esterhazy palaces (Haydn’s workplaces for many years) in Fertod
(Hungary) and Eisenstadt (Austria), both within 50 miles of Bratislava and
visitable in the same day. We could also visit the Slovak Music Museum
in Dolna Krupa, formerly the residence of the Braunschweigs, patrons of
Beethoven; the manor house and grounds have recently been restored
to their former glory (wine tasting and maybe a goose banquet could be
accommodated on the same day). Bratislava itself has a long musical
history, the main point of interest being the small museum in Johann
Nepomuk Hummel’s birthplace. There are flights from Britain to both
Bratislava and Vienna airports (the latter is only an hour by road from
Bratislava) and the Regia can arrange transport to and from both airports.
If anybody would like to stay for longer than a weekend, arriving before
Friday evening and/or leaving later than Monday, I would be happy to
help, especially with regard to visiting other cities such as Brno (for the
Janáček Museum), Budapest and Vienna, but Budapest is too far away
and there is far too much to see in Vienna to make a visit to either feasible
during a weekend stay.
If you would like to register your interest in such a weekend (without
commitment at this stage), please email me (peter_ratcliffe@email.com)
with any comments you may wish to pass. The more people who are
interested, the greater leverage I will have in negotiating prices with the
Regia. I will then provide a definite proposal for the Spring Journal. Please
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note that, although I am prepared to provide advice if required, you will
have to arrange your own flights.’
Delius Society members can write to Peter at the following address:
Tomasikova 50/C
83103 Bratislava
Slovakia


Errata
I must apologise to Katharine Richman whose name was incorrectly spelt
on p169 of the last Journal. Also I give apologies to Paul Guinery whose
review of the Violin Concerto, Cello Concerto and Double Concerto was
incorrectly attributed to Tony Summers: my apologies to both of these
excellent contributors. (Ed.)


News from Australia
Tony Noakes wrote in June to tell us that: ‘DSJ readers may like to know
that Piers Lane has just been awarded the AO (Order of Australia) in the
Birthday Honours. And we hope to see his sonata partner, Tasmin Little,
in August when she comes to Perth to play the first Bruch concerto.’
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Obscure Delius
Richard Packer writes as follows: ‘My heart usually sinks when, on
turning to the Guardian crossword, I find a clue spread over several
answers, especially if it cross-refers to others, which makes finding the
solution all the more difficult. But today’s gave me a head start, as the clue
to 11 across, 3 and 16 down was:
‘“When Times correspondents traditionally write piece by 20” (2,7,3,5,6,2,6)
‘The answer to 20 down :
‘“Composer’s wildly enthusiastic bypassing port” ...
‘... was of course “Delius”, and the piece On hearing the first Cuckoo in
Spring.’


Delius Society Journals available.
We have heard from Ron Prentice that he has a collection of Delius Society
Journals and Newsletters dating almost to the foundation of the Society.
He wonders whether perhaps they would be useful for a member of the
Society. Anyone interested should contact Ron Prentice at:
Ron Prentice,
4 St George’s Mews,
St George’s Square,
Taunton, TA1 3TA
The phone number is: 01823 254887.
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Delius on Radio 3
Peter Ratcliffe wrote to us at the beginning of July to say: ‘I was both
disappointed and encouraged by last week’s Sunday Morning − from
the internet listings it looked as if the whole of the Florida Suite would
be played, but in the end only By the River was (in the Beecham/RPO
recording). Still, Rob Cowan introduced the piece as a “ravishingly
beautiful” one that should be better known, and afterwards commented
that he hopes it won’t be the case that Delius will be forgotten again after
his anniversary like some other composers: adding, “Certainly, if it was up
to me it won’t, I’ve got loads of pieces that I’m planning on playing during
the next year or so.” Let’s hope he’s as good as his word.’


Delius & Grieg
In September Nimbus records released a CD entitled Delius & Grieg: the
complete Works for ‘Cello and Piano, played by Raphael Wallfisch and John
York. This is available from Discovery Records. To order ring: 01380
728000 or Email: info@discovery-records.com. The catalogue number is NI
5884; price £8.70; total playing time 68.24. A review will appear in the next
Delius Society Journal. If the performances on the CD are like those at the
Wigmore Hall last January, we will be in for a great treat.


The Delius Collection
To mark the 150th Anniversary of the birth of Delius, Heritage is thrilled
to announce the re-release of The Delius Collection, a 7-CD slim-line wallet
box of benchmark Delius recordings which originally appeared on the
Unicorn-Kanchana label. At the heart of this set are the recordings made
by Eric Fenby and the RPO – interpretations of those works that Fenby
took down or edited whilst working with the composer in the capacity of
154

DSJ 152 Autumn 2012.indd 154

29/10/2012 10:45

amanuensis. Further recordings from the Delius oeuvre are conducted by
two luminaries of English music, Norman Del Mar and Vernon Handley
with contributions from Anthony Rolfe Johnson, Sarah Walker, Felicity
Lott, Thomas Allen, Julian Lloyd Weber and Ralph Holmes amongst
others. Extensive liner notes are provided by Robert Matthew Walker as
well as a ‘Foreword’ by Delius and Fenby authority, Stephen Lloyd. Full
texts are included in the commemorative 28-page booklet.
The Catalogue number is: HTGCD 700. UPC: 5013993 950851. The
release date was July 2012. A review of this CD collection will appear in
the next Delius Society Journal.


Records Available
Jim Treloar writes: ‘I have four 78rpm records recorded by the Columbia
Gramophone Co, numbered 1 through 8 of Sea Drift, conducted by Sir
Thomas Beecham, with John Brownlee, The London Select Choir, and &
London Philharmonic Orchestra. I do not believe the records have ever
been played. CAX 7772, REF. NO. SDX 8’. Any reader who would like to
contact Mr. Treloar regarding these records should do so at: firebridge.
fireplaces@bellnet.ca


Delius books Online
Here are some Delius books which you can read in their entirety online for
free at archive.org. You can download them to your PC in your choice of
a variety of formats (PDF, text, Kindle, etc.).
Frederick Delius: Memories of My Brother by Clare Delius http://archive.org/
details/frederickdeliusm00clar;
Delius As I Knew Him by Eric Fenby http://archive.org/details/
deliusasiknewhim002565mbp;
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Frederick Delius by Peter Warlock http://archive.org/details/
frederickdelius00warl;
A Village Romeo and Juliet piano vocal score in German http://archive.org/
details/romeoundjuliaauf00deli;
A Mass of Life piano vocal score in German and English http://archive.org/
details/einemessedeslebe00deli.
Readers are reminded that caution is suggested regarding copyright
with items online.


Frederick Delius French Masterworks
News has arrived of the release of a new CD from Danacord featuring
Henriette Bonde-Hansen, Bo Holten and the Aarhus Symphony Orchestra
in performances of:
Prelude to Margot la Rouge
In a Summer Garden
Five Songs to words by Paul Verlaine
Paris
A review will appear in the next Journal.
Special Offer to all members of the Delius Society Journal. Buy Frederick
Delius French Masterworks for only £10 (RRP £15) (including p & p in
the UK). This offer runs from mid-October through to 30th November
2012. This offer is only available by direct orders coming through to
the Discovery Records mail order dept. Contact Discovery Records and
quote ‘DELIUS728 offer’. Send cheques/postal orders made payable to
Discovery Records Ltd and post to:‘Delius offer’
Discovery Records Ltd
Nursteed Road
Devizes
Wiltshire
SN10 3DY
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Tel: 01380 728000, e-mail: info @discovery-records.com
Discovery Records accepts all major credit cards apart from American
Express. Offer closes 30th November 2012.


Sir John Barbirolli – A Career on Record
The Barbirolli Society has produced a Barbirolli discography, issued on a
CD accompanied by a paperback book that tells the story of JB’s recording
career. The CD is not an ideal format for viewing a discography but it
has been fairly thoroughly produced. It is by David Ll. Jones, and the full
title is: Sir John Barbirolli – A Career on Record. This runs to 126 pages. It
is available from the Barbirolli Society (details on their website: www.
barbirolli.co.uk).


My thanks to Martin Lee-Browne, Lyndon Jenkins, Ray Osborne, Midori Komachi,
Richard Packer, Tony Noakes, Jim Treloar, Bill Thompson, Peter Ratcliffe, John
Rushton, Tim Grocutt, Andy West, Katharine Richman and Ron Prentice (Ed.)


Copy Deadlines;
The Delius Society Newsletter: 1st December 2012.
The Delius Society Journal: 1st February 2013.
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EVENTS
Details of events are included in an attempt to give as complete a coverage
as possible, even if some have taken place by the time members receive
the Journal. Concert details are accurate at the time of going to press but
it would be wise to confirm with the relevant box office prior to booking
tickets. Ed.
Monday 4th June 2012 at 5.15 p.m.
English Music Festival
Village Hall, Dorchester-on-Thames
‘An Englishman Abroad’
Pre-concert talk by Roger Buckley
Tuesday 5th June 2012 at 11.00 a.m.
English Music Festival
Dorchester Abbey, Dorchester-on-Thames
Delius: ‘Cello Sonata;
and works by Bridge, Venables, Ireland, Walton and Britten
Richard Jenkinson, ‘Cello, Benjamin Frith, piano
Tuesday 5th June 2012 at 7.00 p.m.
English Music Festival
Dorchester Abbey,Dorchester-on-Thames
Delius: Irmelin Prelude; A Song before Sunrise; Seven Danish Songs;
A Late Lark
and works by Warlock: Capriol Suite; Alwyn: Autumn Legend; and Parry:
Symphony No. 3
Elena Xanthoudakis, soprano, English Symphony Orchestra,
John Andrews, conductor
Thursday 7th June 2012 at 7.30 p.m.
Konzertsaal, Kultur- und Kongresszentrum, Luzern, Switzerland
Delius: The Walk to the Paradise Garden;
and works by Maxwell Davies: Orkney Wedding, with Sunrise and Elgar:
‘Cello Concerto and Enigma Variations
Gautier Capuçon, ‘Cello, bagpipe players, Luzerner Sinfonieorchester
LSO, Andrey Boreyko, conductor
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Sunday 10th June 2012 at 7.30 p.m.
Leominster Priory, Leominster
Delius: Brigg Fair;
and works by Arnold: Tam O’Shanter; Holst: Egdon Heath; Walton: Spitfire
Prelude and Fugue and Dvořák: Symphony No. 9
Birmingham Philharmonic Orchestra, Michael Lloyd, conductor
Friday 15th June 2012
Sheldonian Theatre, Oxford
Delius: ‘Cello Concerto;
and works by Walton: Crown Imperial and Elgar: Symphony No. 1
Julian Lloyd Webber, ‘Cello, Philharmonia Orchestra,
Martyn Brabbins, conductor
Saturday 16th June 2012 at 7.30 p.m.
The University Concert Hall, West Road, Cambridge
Delius: Paris;
and works by Gershwin: Rhapsody in Blue; Strauss: Der Rosenkavalier
(Suite); Respighi: The Pines of Rome
Jill Morton, piano, The Sampson Orchestra, Darrell Davison, conductor
Saturday 16th June 2012 at 7.45 p.m.
FSO 90th Birthday Prom Concert
Princes Hall, Aldershot
Delius: Over the Hills and Far Away;
and works by Arnold, Borodin, Elgar, Saint-Saëns, Lehár, Rossini,
Offenbach, Lowe, Mendelssohn, Wood, Arne and Parry
Rebecca Hodgetts, soprano
Farnborough Symphony Orchestra, Mark Fitz-Gerald, conductor
Sunday 17th June 2012 at 3.00 p.m.
Adrian Boult Hall, Birmingham Conservatoire, Birmingham
Delius: Brigg Fair;
and works by Arnold: Tam O’Shanter, Holst: Egdon Heath, Walton: Spitfire
Prelude and Fugue and Dvořák: Symphony No. 9
Birmingham Philharmonic Orchestra, Michael Lloyd, conductor
Sunday 17th June 2012 at 7.30 p.m.
Chelsea Old Town Hall
Delius: La Calinda;
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and works by Dvořák; Carnival; Prokofiev: Violin Concerto No.1 and
Elgar: Enigma Variations
Melina Mandozzi, violin, Kensington Philharmonic Orchestra,
Mark Fitz-Gerald, conductor
Friday 22nd June 2012
Bradford Cathedral, Bradford
Delius: ‘Cello Sonata;
and works by Beethoven: ‘Cello Sonata in G minor; and Franck: ‘Cello
Sonata in A Major
Thomas Carroll, ‘Cello, Anthony Hewitt, piano
Sunday 1st July 2012
St. Jude’s Proms, North London
Delius: Double Concerto;
and works by Rossini and Dvořák
Tamsin Waley-Cohen, violin, Gemma Rosefield, ‘Cello
Covent Garden Chamber Orchestra, Robert Max, conductor
Wednesday 4th to Sunday 15th July 2012
CHELTENHAM MUSIC FESTIVAL
The 2012 Festival will include the following evening concerts in
the Town Hall:
Friday 6th July
Delius: Paris: The Song of a Great City
and works by Holst: Beni Mora Suite; Ravel: Piano Concerto in G major
and Debussy: La Mer
Melvyn Tan, piano
Orchestra of the Music Makers, Chan Tze Law, conductor
Thursday 5th July 2012
Lichfield Cathedral
Delius: Idyll de Printemps;
and works by Elgar
The Hallé Orchestra, Sir Mark Elder, conductor.
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Saturday 7th July 2012
Delius: Hassan; (complete)
and works by Debussy: Danses Sacrée et Profane, Prélude à l’après-midi d’un
faune
Southbank Sinfonia, Wellensian Consort, Neil Thomson, conductor
DELIUS SOCIETY AGM AND ANNUAL LUNCH
Friday 6th and Saturday 7th July 2012
The 2012 AGM and Annual Lunch were held in Cheltenham in
conjunction with the Cheltenham Music Festival.
Friday 13th July 2012
BBC Proms, Royal Albert Hall, London
Delius: Sea Drift;
and works by Turnage, Elgar and Tippett,
Susan Gritton, soprano, Sarah Connolly, mezzo-soprano, Robert Murray,
tenor, Gerld Finley and Bryn Terfel, bass-baritone. BBC Symphony
Chorus, BBC Symphony Orchestra, Edward Gardner, Sir Roger
Norrington, Sir Mark Elder, Martyn Brabbins, conductors.
Sunday 22nd July 2012 at 7.45 p.m.
Three Choirs Festival
Hereford Cathedral
Delius: ‘Cello Concerto;
and works by Stravinsky: The Firebird; Debussy: La Mer; and Ravel: Boléro
Julian Lloyd Webber ‘cello,
Philharmonia Orchestra, Diego Matheuz, conductor
Tuesday 24th July 2012 at 7.30 p.m.
Wigmore Hall, London
Delius: String Quartet;
and works by; Shostakovich String Quartet No.7 and Schubert String
Quintet in C major.
Fitzwilliam Quartet with Moray Welsh, ‘cello.
Tuesday 24th July 2012 at 7.30 p.m.
Fishguard International Music Festival
St David’s Cathedral, St David’s, Pembrokeshire
Delius: ‘Cello Concerto;
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and works by: Ireland Greater Love; Epic March; These Things Shall Be and
Tchaikovsky Symphony No.6;
Julian Lloyd Webber, ‘cello,
The John S Davies Singers and Cor Dewi Sant
Orchestra of Welsh National Opera, conductor, Rui Pinherio
Thursday 26th July 2012 at 1.00 p.m.
Delius Society Lunch in the Festival Marquee, Hereford
Thursday 26th July 2012 at 7.45 p.m.
Three Choirs Festival
Hereford Cathedral
Delius: Sea Drift;
and works by Ireland: A London Overture and Elgar: The Music Makers
James Rutherford, baritone, Sarah Connolly, mezzo-soprano
Philharmonia Orchestra, Peter Nardone, conductor
Friday 27th July 2012 at 7.30 p.m.
Fishguard International Music Festival
St David’s Cathedral
Delius: Violin Concerto;
and works by: Ireland London Overture; Vaughan Williams The Lark
Ascending and Dvorak Symphony No. 9 From the New World,
Tasmin Little, violin, Welsh National Opera,
Owain Arwel Hughes, conductor
Tuesday 31st July 2012 at 7.00 p.m.
BBC Proms 2012, Royal Albert Hall, London
Delius: The Walk to the Paradise Garden;
and works by: Vaughan Williams; Fantasia on a theme by Thomas Tallis;
Ireland; These Things shall be and Walton Belshazzar’s Feast;
Jonathan Lemalu, bass-baritone,
London Brass, BBC Symphony Chorus,
BBC National Chorus of Wales
BBC National Orchestra of Wales, Tadaaki Otaka, conductor.
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Thursday 9th August 2012 at 7.30 p.m.
BBC Proms 2012, Royal Albert hall, London
Delius: Cynara;
and works by: Sibelius; Symphony No.6 and Symphony No.3; Grieg;
Piano Concerto and Per Nørgård; Symphony No.7 – U.K.Première;
Roderick Williams, baritone, Steven Osborne, piano,
BBC Philharmonic Orchestra, John Storgårds, conductor.
Friday 10th August 2012 at 7.30 p.m.
Edinburgh International Festival 2012 (Opening Concert)
Usher Hall, Edinburgh
Delius: A Mass of Life;
Anna Christy, soprano, Pamela Helen Stephen, mezzo-soprano, Robert
Murray, tenor, Hanno Müller-Brachmann, bass-baritone,
Edinburgh Festival Chorus, Royal Scottish National Orchestra,
Sir Andrew Davis, conductor
Tuesday 14th August 2012 at 7.00 p.m.
BBC Proms 2012, Royal Albert Hall, London
Delius: Paris The Song of a Great City;
and works by: Saint-Saens; Piano Concerto No.2; and Tchaikovsky;
Symphony No.5;
Benjamin Grosvenor, piano,
Royal Philharmonic Orchestra, Charles Dutoit, conductor
Saturday 18th August 2012 at 7.30 p.m.
Admiral’s Cove, Newfoundland
Delius: String Quartet;
and works by Grainger; Molly on the Shore, Shostakovich; String Quartet
No.7 and Grieg; String Quartet;
Fitzwilliam Quartet
Monday 20th August 2012 at 7.30 p.m.
BBC Proms 2012 Royal Albert Hall, London
Delius: Eventyr Once Upon a Time;
and works by: Beethoven; Egmont Overture; Mozart; Clarinet Concerto;
and Nielsen; Symphony No.5;
Michael Collins, basset clarinet,
BBC Symphony Orchestra, Osmo Vänskä, conductor
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Thursday 23rd August 2012 at 7.30 p.m.
BBC Proms, Royal Albert Hall, London
Delius: Violin Concerto;
and works by: Sir Peter Maxwell Davies: Symphony No.9 – (London
Première) and Shostakovich: Symphony No.10;
Tasmin Little, violin,
Royal Liverpool Philharmonic Orchestra, Vasily Petrenko, conductor
Saturday 8th September 2012 at 7.30 p.m.
BBC Proms – Last Night, Royal Albert Hall, London
Delius: Songs of Farewell;
and works by Bruch; Violin Concerto; Mark Simpson, Suk, Verdi,
Massenet, Puccini, John Williams, Dvorak, Shostakovich, Brodzsky, Lara,
Rogers, Wood, Elgar and Parry
Nicola Benedetti, violin, Joseph Calleja, tenor, BBC Symphony Chorus,
BBC Symphony Orchestra, Jiŕí Bělohlávek, conductor
Tuesday 18th September 2012 at 7.30 p.m.
University of Southampton: Turner Sims Hall
Delius: ‘Cello Sonata;
Caprice and Elegy;
Romance;
and works by: Debussy: ‘Cello Sonata; Bach Adagio; Ireland: ‘Cello
Sonata; Sea Fever; The Holy Boy
Julian Lloyd Webber, ‘Cello with John Lenehan, piano.
Tuesday 18th September 2012 at 8.00 p.m.
Rome-British School, Via Gramsci 61
Delius: Sonata for Violin and Piano No.2;
Légende;
and works by: Walton: Canzonetta and Scherzetto; Alwyn: Violin Sonatina;
Elgar: Salut d’amour and Ireland: Bagatelle
Madeleine Mitchell, violin, with Richard Saxel, piano.
Wednesday 19th September 2012 at 1.10 p.m. St. James, Piccadilly
Delius: Sonata for Violin and Piano in B Major;
and works by Debussy; Sonata for Violin and Piano in G minor; and
Ravel; Sonata for Violin and Piano in G major,
Midori Komachi, violin, with Simon Callaghan, piano,
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Thursday 20th September 2012 at 7.30 p.m.
St Mary de Lode, Gloucester
Delius: ‘Cello Sonata;
Romance (1896);
and works by Ireland: ‘Cello Sonata; The Holy Boy;
Julian Lloyd Webber, ‘Cello, John Lenehan, piano.
Friday 21st September 2012 at 7.30 p.m.
Delius and Gauguin – A Conversation
Princess Alexandra Hall, Royal Over-Seas League,
St James’s Street, London
Delius: Sonata for Violin and Piano in B major;
Sonata for Violin and Piano No.3;
and works by Debussy: Sonata for Violin and Piano; Ravel: Sonata for
Violin and Piano; and Grieg: Lieder transcribed for Violin and Piano by
Émile Sauret: Solveejgs Lied; Morgenthau; Waldwanderung;
Midori Komachi, violin, Simon Callaghan, piano.
Saturday 22nd September 2012 at 7.30 p.m.
St Asaph Cathedral, Denbighshire
Delius: ‘Cello Sonata;
Romance (1896);
and works by Ireland: ‘Cello Sonata; The Holy Boy;
Julian Lloyd Webber, ‘cello, John Lenehan, piano.
Saturday 22nd September 2012 at 1.00 p.m.
The Delius Festival at Lesjaskog
The Parish Hall, Lesjaskog, Norway
Music by Delius, Grieg, Sinding and Halvorsen
Folk tunes from Delius’s neighbour at Lesjagkog, Mathias Oeverli
Lecture by Andrew Boyle: Frederick Delius, Norway and Lesjagkog
Film excerpts.
Wolfgang Plagge, piano, Cecilie Oedegaaden, soprano,
Frida Fredrikke Waerwaagen, ‘Cello, Jon Faukstad, accordion.
Sunday 23rd September 2012
The Delius Festival at Lesjagkog
At 11.00 a.m: With Frederick Delius to the Mountains Guided tour to the
mountain top of Liahovda.
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At 7.30 p.m. in the Concert Hall, Lesja, Norway
Recital of music by Delius, Grieg and other related composers
Wolfgang Plagge, piano, Cecilie Fredrikke Waeraagen, ‘Cello,
The Lesja and Lesjaskog Choir, Paul Gunnar Lien, conductor.
Saturday 22nd and Sunday 23rd September 2012
DELIUS SOCIETY STUDY WEEKEND (An International Symposium)
British Library, 96 Euston Road, London NW1 2DB
A two-day event consisting of talks, live music and films with an
international panel of Delius authorities
Monday 24th September 2012, 1.00 p.m.
Wigmore Hall, London, BBC lunchtime concert
Delius: Caprice and Elegy; Romance; ‘Cello Sonata;
with works by John Ireland: ‘Cello Sonata, The Holy Boy
Julian Lloyd Webber, ‘Cello, John Lenehan, piano
Tuesday 25th September 2012 at 7.30 p.m.
Queen Elizabeth Hall, London
Concert performance of
Delius: A Village Romeo and Juliet;
Andrew Staples (Sali), Anna Devlin (Vrenchen), Christopher Maltman
(Manz), Andrew Shore (Marti) and David Wilson-Johnson (The Dark
Fiddler)
New London Orchestra, Ronald Corp, conductor.
Saturday 6th October 2012 at 2.30 p.m.
Aldeburgh Church
William Alwyn Festival
Delius: 3 Preludes;
and works by Alwyn, Bax, Rawsthorne, Baines and Bridge
Ashley Wass, piano.
Saturday 6th October 2012 at 3.00 p.m.
Rock Hall Auditorium, Temple University, Philadelphia PA 19122
Piano and Harpsichord Recital of music by Delius, Grainger, Grieg, Byrd,
Cyril Scott and Florent Schmitt
Charles Abramovic, piano.
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Friday 12th October 2012 at 8.00 p.m.
Ealing Autumn Festival, Ealing Town Hall
Delius: ‘Cello Sonata;
and works by: Bach: Adagio in G; Bridge: Scherzetto; Britten: Scherzo
Pizzicato from Sonata in C; Faure: Elegie; Saint-Saens: The Swan; William
Lloyd Webber: In the Half Light and Rachmaninov: ‘Cello Sonata;
Julian Lloyd Webber, ‘Cello, with Pam Chowhan, piano.
Saturday 13th October 2012 at 2.00 p.m.
Ealing Autumn Festival, St Mellitus Church, Hanwell
Delius: Violin Sonata;
and works by Hungarian composers.
Maté Racz, violin, with Gillian Spragg, piano.
Saturday 13th October 2012 at 3.00 p.m.
Ealing Autumn Festival, St Mellitus Church, Hanwell
Delius: String Quartet (1916);
and works by Norman O’Neill: Quartet in A Minor; and Grainger: Molly
on the Shore;
The Bridge Quartet
Saturday 13th October 2012 at 7.30 p.m.
Ealing Autumn Festival, St Barnabus Church, Ealing
Delius: In a Summer Garden;
Piano Concerto;
and Walton: Symphony No.1;
Viv McLean, piano,
West London Sinfonia, Philip Hesleth, conductor.
Saturday 13th October 2012 at 7.45 p.m.
Danville Virginia Delius Celebration
Episcopal Church of the Epiphany
Delius compositions for violin, piano and chorus;
Michael Adcock, piano, Greg Fulkerson, violin,
Hosted by Rev. Mr Samuel Colley-Toothaker.
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Sunday 14th October 2012 at 3.00 p.m.
Danville, Virginia Delius Celebration
George Washington HS Auditorium
Delius: Piano Concerto;
Violin Concerto;
and other works tba
Michael Adcock, piano, Greg Fulkerson, violin,
Richmond Symphony.
Sunday 14th October 2012 at 3.00 p.m.
Ealing Autumn Festival, Town Hall, Ealing
Piano and Song Recital ÃRYA, sharing cultures, to include:
Delius: Two Indian Love Songs;
Sakuntala;
and works by Holst: Hymns from the Rig Veda Bridge: Two Tagore Songs;
and Scarlatti:
Anando Mukerjee, tenor, with Pavel Timofejevsky, piano.
Delius: 3 Preludes;
Dance for Harpsichord;
5 Pieces;
and works by Holst: Toccata (1924); 2 Northumbrian Folk Tunes; 2 Pieces for
Piano Nocturne and Jig; and Elgar: 2 Piano Pieces In Smyrna and Skizze;
and 3 Piano Pieces Mazurka; Serenade Mauresque; Gavotte;
Gillian Spragg, piano.
Sunday 14th October 2012 at 6.00 p.m.
Ealing Autumn Festival, Town Hall, Ealing
A Cosmopolitan Englishman – a personal view of Delius in words
and music
Presented by Alan Brett
With Alan Brett, ‘cello, Gillian Spragg, piano and other Festival artists.
Sunday 14th October 2012 at 1.15 p.m.
Promenade Concerts, Fitzwilliam Museum, Cambridge
Delius: Sonata for Violin and Piano No.3;
and Debussy: Sonata for Violin and Piano in G Minor;
Midori Komachi, violin, with Simon Callaghan, piano.

168

DSJ 152 Autumn 2012.indd 168

29/10/2012 10:45

Wednesday 17th October 2012 at 7.30 p.m.
The Lighthouse, Poole, Dorset
Delius: ‘Cello Concerto;
and works by Vaughan Williams: Fantasia on a Theme of Thomas Tallis and
Tchaikovsky: Symphony No. 4
Paul Watkins, ‘Cello, Bournemouth Symphony Orchestra,
Michael Francis, conductor.
Wednesday 17th October 2012 at 7.30 p.m.
Chetham’s - Delius Celebration, Manchester Cathedral
Delius: Irmelin Prelude; Two Aquarelles; Paa Vidderne: Melodrama;
and works by Grieg: Norwegian Dances;
Chetham’s Sinfonia, Hallé Youth Orchestra, Dane Lam, condutor
Introduction by Dr Lionel Carley: Delius, Grieg and Paa Vidderne
Thursday 18th October 2012 at 7.30 p.m.
Great Hall, Exeter University
Delius: ‘Cello Concerto;
and works by Vaughan Williams: Fantasia on a Theme of Thomas Tallis and
Tchaikovsky: Symphony No. 4
Paul Watkins, ‘Cello, Bournemouth Symphony Orchestra,
Michael Francis, conductor.
Thursday 18th October 2012 at 7.30 p.m.
Chetham’s Delius Celebration
St. George’s Hall, Bradford
Delius: ‘Cello Concerto; Florida Suite;
and works by Grieg: Music from Peer Gynt with final Hymn – with narrator
Raphael Wallfisch, ‘Cello
Chetham’s Symphony Orchestra, Stephen Threlfall, conductor.
Friday 19th October 2012 at 7.30 p.m.
Chetham’s Delius Celebration, Royal Northern College of Music,
Manchester
Delius: ‘Cello Concerto; Florida Suite;
and works by Grieg: Music from Peer Gynt with final Hymn – with narrator
Raphael Wallfisch, ‘Cello
Chetham’s Symphony Orchestra, Stephen Threlfall, conductor.
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Saturday 20th October 2012 at 10.30 a.m. – 1.00 p.m.
Chetham’s Delius Celebration, Baronial Hall, Chetham’s School of Music
‘Cello Master Class with Raphael Wallfisch
Participants should contact Sally Hawkins Tel: 0161 834 9644
Admission: Participants Free (booking essential). Audience welcome.
Booking: 0161 839 6548
email: outreach@chethams.com. www.chethams.com
Saturday 20th October 2012 at 11.00 a. m. - 1.00 p.m. & 1.45 p.m.- 4.30 p.m.
Chetham’s Delius Celebration, The Carole Nash Hall, Chetham’s School
of Music, Manchester.
The Delius Prize
Students from nine conservatoires will compete for the annual Delius
Prize in a day of performances adjudicated by conductor, Lionel Friend.
The competition focuses on Delius’s chamber works.
Admission £3
Saturday 20th October 2012 at 5.30 p.m.
Chetham’s Delius Celebration, Recital Hall, Chetham’s School of Music,
Manchester
Delius: ‘Cello Sonata; Romance; Caprice and Elegy;
Raphael Wallfisch, ‘Cello, John York, piano
Sunday 21st October 2012 at 7.30 p.m.
Malcolm Arnold Festival – A Night at the Ballet
Royal Derngate Theatre, Northampton
Delius: ‘Cello Concerto;
and works by: Arnold: Homage to the Queen Suite; Sweeny Todd Concert
Suite and Electra; Khachaturian: Spartacus Adagio; Ponchielli: The Dance of
the Hours; and Tchaikovsky: The Nutcracker Suite; and Sleeping Beauty;
Julian Lloyd Webber, ‘Cello, Worthing Symphony Orchestra, John
Gibbons, conductor.
26th & 29th October and 1st & 4th November 2012
Wexford Opera Festival, Wexford Opera House, High Street, Wexford,
Ireland
Delius: A Village Romeo and Juliet; (New production)
E: info@wexfordopera.com
W: www.wexfordopera.com
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Box Office: +353 53 912 2144 (booking opens 5th June 2012)
Saturday 27th October 2012 at 7.30 p.m.
Priory Church of St Laurence, Blackmore
Delius: 2 Songs to be sung of a Summer Night on the Water;
and works by: Sweelinck; Hassler; Gabrieli; Jackson; Bach; Ireland;
Debussy; Grainger and German.
Evelyn Tinker, organ, The Stondon Singers,
Christopher Tinker, conductor.
Saturday 27th October 2012
Riverhouse Barn Arts Centre, Walton-on-Thames
Delius: String Quartet;
and works by Debussy: String Quartet;
Quartet Pro Musica
Thursday 1st November 2012 at 12.45 p.m.
Sound Festival – NE Scotland, Cowdray Hall, Aberdeen Art Gallery AB10
1FQ
Delius: Légende for Violin and Piano;
and works by: Debussy: Violin Sonata; Matthews: Romanze - Premiere;
Cage: Nocturne; and Hearne: Endurspegla;
Madeleine Mitchell, violin, with Nigel Clayton, piano.
Free Admission. http://www.sound-scotland.co.uk
Friday 2nd November 2012 at 8.00 p.m.
Benslow Music, Hitchin
Delius: String Quartet;
and works by Grainger: Molly on the Shore; and Schubert; String Quintet in
C Major;
Fitzwilliam Quartet.
Friday 9th November 2012 at 7.30 p.m.
Shibuya Cultural Centrer, Owada , Tokyo
Delius: Sonata for Violin and Piano No.3;
and works by: Debussy: Sonata for Violin and Piano in G minor; GriegSauret (Lieder arr. Violin and Piano) and Ravel: Sonata for Violin and
Piano in G major;
Midori Komachi, violin, with Yukino Kano, piano.
(http://musicscape.net/concerts/shiteki.html)
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11th November 2012
Vanløse Church, Copenhagen, Denmark
Delius: On Hearing the first Cuckoo in Spring; Caprice and Elegie;
Intermezzo from Fennimore and Gerda; 2 Aquarelles;
and works by Holst, Gordon Jacob.
Ensemble Felix Chamber Orchestra, Copenhagen, John Ehde, Conductor
and ‘cello soloist
Delius Society London Branch Season, 2012-13
All Meetings take place at the New Cavendish Club,
44 Great Cumberland Place,
London W1H 8BS (unless otherwise stated). Nearest Underground
station: Marble Arch (Central Line).
As detailed in this listing, exceptional 150th Anniversary events
are due to take place in September and October (for example, the British
Library Study Weekend, the Ealing Festival and the concerts, master class
and Delius Prize at Chetham’s School in Manchester). Consequently,
the first meeting of the London Branch Season, 2012/13, will take place in
November.
Wednesday 14th November 2012 at 7.15 p.m.
Delius and Debussy: two 150th anniversaries
Tony Summers compares and contrasts the musical legacies of exact
contemporaries Delius and Debussy, and considers to what extent and
how differently they have influenced the course of Western music.
January 2013 (date to be advised)
2012 – What a Year!
Mike and Chris Green reflect upon some of the memorable events of our
Anniversary year.
February 2013
(date, speaker and title to be advised)
March 2013
It is hoped to hold a further concert at Steinway Hall. (date and artists to
be advised)
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Saturday 17th November 2012 at 7.30 p.m.
Philharmonic Hall, Liverpool
Delius: Violin Concerto;
and works by Edward German: Overture:Nell Gwyn; Elgar: Overture
Cockaigne; and Vaughan Williams: Symphony No.2 London;
Tasmin Little, violin, Royal Liverpool Philharmonic Orchestra,
John Wilson, conductor.
Sunday 18th November 2012 at 3.00 p.m.
St Michael & All Angels Church, Oxford
Delius: Double Concerto;
and works by: Saint-Saens: La Muse at la Poète and Elgar: Enigma Variations;
Olivier Bonicci, violin, and Jacqueline Johnson, ‘Cello,
Oxford Studio Orchestra, Christopher Fletcher-Campbell, conductor.
(enquiries: cfc47@btinternet.com)
Saturday 24th November 2012 at 7.30 p.m.
Hull City Hall, Hull
Delius: Brigg Fair;
And works by: Wagner: Overture The Mastersingers. Debussy: Prelude
à l’après-midi d’un faune; Beethoven: Piano Concerto No.4; and Parry:
Symphonic Variations;
Martin Roscoe, piano, Hull Philharmonic Orchestra,
Andrew Penny, conductor.
Thursday 29th November 2012 at 7.30 p.m.
Cadogan Hall, London
Delius: The Walk to the Paradise Garden;
and works by: Vaughan Williams: Tallis Fantasia; Shostakovich: Concerto
for Piano, Trumpet and Strings; and Sibelius: Symphony No.5;
Natash Paremski, piano, Michael Allen, trumpet,
Royal Philharmonic Orchestra, Rory Macdonald, conductor.
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Sunday 2nd December 2012 at 3.00 p.m.
Assembly Hall Theatre, Tunbridge Wells
Delius: Winter Night (Sleigh Ride)
and works by Chausson: Poème; John Williams: E T; Prokofiev: Lieutenant
Kije, Troika; Saint-Saens: Introduction and Rondo Capriccioso; and Thomas
Hewitt Jones: A Christmas Cracker;
Nicola Benedetti, violin, Royal Tunbridge Wells Symphony Orchestra,
Roderick Dunk, conductor.
Saturday 8th December 2012 at 7.30 p.m.
St George’s Bristol
Delius: Winter Night (Sleigh Ride)
and works by: Tchaikovsky: Rococo Variations; and
Mahler: Symphony No.5;
Joseph Spooner, ‘Cello, Bristol Concert Orchestra,
Stefan Hofkes, conductor.
Sunday 20th January 2013 at 3.00 p.m.
Royal Festival Hall, London
Delius: On Hearing the First Cuckoo in Spring;
and works by Walton: Portsmouth Point; Ireland: Piano Concerto; Vaughan
Williams: Tallis Fantasia; and Elgar: In the South ‘Alassio’;
Leon McCawley, piano, Philharmonia Orchestra, John Wilson, conductor.
http://www.philharmonia.co.uk/concerts/20jan13/
Saturday 26th January 2013 at 2.00 p.m.
The Delius 151st Anniversary Party
St. Paul’s Lutheran Church, Glenside PA 19038
Showing of Tasmin Little’s film The Lost Child and Ken Russell’s film Song
of Summer
No admission charge
Saturday 26th January 2013 at 7.30 p.m.
Lincoln Middle School, Syracuse NY
Delius: On Hearing the First Cuckoo in Spring;
and works by Mozart: Sinfonia Concertante for Violin & Viola; Ein
musikalischer Spatz; Sinfonia Concertante for winds;
Syracuse Friends of Chamber Music.
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Friday 1st February 2013 at 7.30 p.m.
Sage: Hall, Gateshead
A Hero’s Life
Delius: On the Mountains;
and works by: Beethoven: Piano Concerto No.3; and
Strauss Ein Heldenleben;
Christian Ihle Hadland, piano, Bergen Symphony Orchestra,
Andrew Litton, conductor.
Tuesday 12th February 2013 at 7.30 p.m.
Leeds College of Music:
Delius: Sonata for Violin and Piano in B major;
and works by: Korngold: Much Ado about Nothing Op.11; Gershwin: Porgy
and Bess; and Bloch: Violin Sonata No.1.
Chloë Hanslip, violin, with Danny Driver, piano.
Wednesday 13th February 2013 at 7.30 p.m.
Thursday 14th February 2013 at 7.30 p.m. and
Sunday 17th February 2013 at 7.30 p.m.
Bridgewater Hall, Manchester
Delius: The Walk to the Paradise Garden;
and works by Tchaikovsky: Barber: and Shostakovich.
Valery Sokolov, violin, Hallé Orchestra, Andrew Gourlay, conductor.
Tuesday 19th February 2013 at 8.15 p.m.
Concertgebouw: Recital Hall, Amsterdam
Scandinavian Songs
Delius: Seven Danish Songs (excerpts);
and songs by: Peterson-Berger, Rangstrom, Chausson, Saint-Saens,
Schumann, Nystroem and Sibelius.
Katarina Karneus, mezzo-soprano, with Joseph Middleton, piano.
Saturday 23rd February 2013 at 7.30 p.m.
Wigmore Hall, London
Delius: Violin Sonata No.2;
and works by Bridge: Phantasy Piano Quartet in F# Minor; Finzi: By
Footpath and Stile; Butterworth: Love Blows as the Wind Blows and Elgar:
Piano Quintet in A Minor,
Christopher Maltman, baritone; Ian Brown, piano. Nash Ensemble.
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Thursday 16th March 2013 at 8.00 p.m.
Music Hall, Cincinnati OH
Delius: The Walk to the Paradise Garden;
and works by Brahms and Elgar.
Yefim Bronfman, piano, Cincinnati Symphony Orchestra,
Sir Andrew Davis, conductor.
Sunday 7th April 2013 at 3.00 p.m.
The German Society of Pennsylvania, 611 Spring Garden Street,
Philadelphia PA 19123
English Song Recital including works by Delius, Warlock, Quilter,
Grainger and C.W. Orr.
Mark Stone, baritone, with tba
Admission $14 (Delius Society Members), $20 general admission.
Free on-site parking.
Saturday 25th May 2013 at 7.30 p.m.
Bridgewater Hall, Manchester
Delius: Légende;
and works by: Elgar: Pomp and Circumstance March No.5; Vaughan
Williams: The Lark Ascending; Symphony No.5;
Tasmin Little, violin, BBC Philharmonic Orchestra,
Sir Andrew Davis, conductor.
Friday, 21st June 2013 at 7.30 p.m.
Town Hall, Birmingham
Delius: Sea Drift;
and world première of Benjamin Britten’s tone-poem for large orchestra
Chaos and Cosmos; Baritone t.b.a., Chorus and Symphony Orchestra of
Birmingham Conservatoire, Lionel Friend, conductor

A full list of all concerts and events is always available on the website;
www.delius.org.uk. (Ed.)
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