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CHAIRMAN’S NOTES
Well, notwithstanding that I live in east Gloucestershire (hardly one of the
most musical parts of the country), I have been ‘doing my stuff’ for the
Society, and have recently recruited two new members – and that has
caused me to wonder why we belong to it? A very difficult question!
Interest is a curious function of the human brain, and quite probably
the heart as well: getting to know a little about something makes some
(although certainly not many) people want to know more. If I start to play
golf, and get a little serious about it, I may decide to subscribe to Golf
Monthly – or, after a couple of train journeys in India and Eastern Europe,
to Railway Magazine. That in itself does nothing for golf or the railways of
the world – but, curiously, joining The Delius Society, and thus becoming
a reader of The Delius Society Journal, may help the cause of Frederick
Delius a little, because with luck those new members may both spread the
word that he’s actually a composer who wrote some lovely music well
worth listening to (which is good in itself), and find us another one or two
(which is good for us). It would be very interesting if one or two members
felt like writing to the Editor saying just why they belong.
Most of the interesting things in life need money. The Committee
spent, we think wisely, a substantial amount (including a generous grant
from The Delius Trust) last year in very successfully promoting Delius’s
music – but there is no way in which we can do that again without a major
increase in our funds. It is marvellous to have new members, but in
practice most of their £28 subscription is spent on their two issues of the
Journal. We are therefore simply unable to ‘refresh’ our capital from
subscriptions, and hence to subsidise the cost of meetings and recitals, and
they must sadly remain self-funding. We can only assume that members
regard that as acceptable – if only because, very pleasingly, there have
been no resignations within the last few years because of dissatisfaction
with what the Society does.
There is, however, one way in which members could transform the
future of the Society – by making bequests in their wills. Obviously the
interests of families must come first, but even a modest legacy would be
greatly appreciated. There are doubtless some members sadly without
any close relatives, but deeply devoted to the Delian cause – and perhaps
one or two of them might consider leaving a proportion of their estate, or
some particular asset, to the Society. (I happen to know that one of the
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country’s major orchestras was recently left a house by a well-wisher.)
What a marvellous way that would be of saying ‘Thank you, Delius, for all
the pleasure you have given me!’ As explained on page 151 of DSJ 151, a
suggested clause to go into your will, or a codicil to it, is:
I give to The Delius Society (Registered Charity No 298662) the sum of
£_______ to be used [for the general purposes of the Society* / for (state a
specific purpose)*] and I direct that the receipt of the Treasurer for the
time being of the Society shall be a sufficient receipt for that legacy.
*please delete/complete as appropriate

If you would like further advice, please contact me either by email:
chairman@thedeliussociety.org.uk or by telephone: 01285 711417. Thank
you.
Martin Lee-Browne
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EDITORIAL
As a member of the Delius Society, I have always considered myself very
fortunate to be the recipient of what must surely be the most informative,
scholarly, and professional journal of any similar organisation. It was
with a great deal of trepidation, therefore, that I agreed to take on the
editorship, not least because the list of previous editors reads like a ‘Who’s
Who’ of Delius knowledge and scholarship.
Martin Lee-Browne, in his Chairman’s Notes, has asked members to
write in with details of their story: how they came to belong to this
organisation of Delius-lovers. By way of introducing myself, I’ll set the
ball rolling. I have edited concert programmes for The Bach Choir for
some years and, when in 2009 we were preparing for a performance of A
Mass of Life, celebrating 100 years since this great work was premiered, I
found myself in need of a decent English translation of the text and some
background information. Society members could not have been more
helpful; with their assistance I found the information I needed, tracked
down Edward Travis, author of what is in my humble opinion by far the
best English representation of Nietzsche’s text, and obtained his
permission to use his translation. He sadly died shortly afterwards, but
his family told me how much pleasure he had derived in his final days
from knowing that his work was being used. I joined the Society shortly
afterwards, in order to find out more about the composer who could write
such ravishing music as I had experienced in both A Mass of Life and, a few
years earlier, Songs of Sunset.
I hope you will find something in this edition of the Journal to
interest you. My predecessor, Paul Chennell, has completed his very
thorough accounts of the many interesting and varied lectures some of us
were lucky enough to experience at the British Library in September last
year. Dr Andrew Boyle researches and retraces for the first time the
extraordinary journey taken by Delius and Thomas Beecham through the
Norwegian hills and fjords in 1908, and Jeff Thompson introduces his new
film, The Florida Suite which, as we went to print, was attracting awards
and nominations on the film festival circuit. I would like to include a
‘Letters to the Editor’ section in the next Journal, so please do get in touch
with your comments. Perhaps there is an article which you have
particularly enjoyed, or an opinion with which you disagree? All
communications are welcome!
DSJ 154
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It goes without saying, of course, that future Journals will only be as
good as the articles contained in them, so please be kind to me, and keep
your contributions coming! The copy date for the next issue is 1st
February 2014, but there is no need to wait until then; email me any time
at journal@thedeliussociety.org.uk.
Katharine Richman



Frederick Delius to the Secretary of the Musical League, regretting his non-attendance
at a Committee Meeting © The British Library
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THE DELIUS SOCIETY AGM
Paul Chennell, Membership Secretary, reports on the Delius Society AGM, held
in June 2013 at the Birmingham Conservatoire.
It is always a great pleasure to combine the Delius Society AGM, our
annual lunch and the final of the Delius Prize in one day, which we did
this year at the Birmingham Conservatoire on 21st June. After a delicious
lunch, members gathered in the Recital Hall where Martin Lee-Browne
welcomed everyone and began by talking us through the minutes of last
year’s AGM, which were agreed. There being no matters arising, our
Chairman proceeded to his report. Martin relayed a message of good
wishes from Robert Threlfall; we also heard that Richard Kitching is now
resident in a nursing home in Bradford. [Sadly Richard died on XX
August; the Chairman provides a few words on page XX.] Martin also
reported that John McCabe had resigned his Vice-Presidency of the
Society, due to recent illness.
2012 was a splendid success with over 230 concerts containing music
by Delius, and it was most encouraging that many of these involved
young musicians. A number of fine CDs had been issued and it was also
very satisfying to note that there were 73 entries in the Delius
Composition Prize, a one-off event which had been a great success. Last
September the two-day conference at the British Library had been both
well attended and extremely well received. In January, at the London
branch meeting, 31 certificates marking this special anniversary were
presented to major contributors to the success of 2012. Martin particularly
wished to thank Chris and Michael Green, Karen Fletcher, and Roger and
Lesley Buckley for their help regarding the celebrations at Chetham’s
School of Music in October 2012.
The Society’s finances are now much depleted after expenditure on
events that were promoted or supported in 2012. However, we still have
some resources and are determined to replenish our finances so that
further progress can be made in promoting the cause of Delius. It was
heartening to note that 40 new members joined the Society in 2012.
Our Chairman drew to our attention some changes on the
Committee. Michael Green, Roger Buckley and Lesley Buckley are
standing down after many years of hard work and there is concern that
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only one member has come forward to help with the running of the
Society after several appeals.
We next had a report from Peter Watts, Hon. Treasurer, who said that
2012 was a very busy year for all committee members – his work as
treasurer and membership secretary was no exception. Peter wanted to
acknowledge the considerable help he had received with the database
from Michael Green and more recently from Paul Chennell. Peter hoped
that Paul would take over these duties officially from the date of the
meeting.
Although we had a record number of new members in the year, we
did also sadly lose a number of members through death, resignation or
non-payment of subscriptions. Peter added that, looking at the annual
accounts presented at today’s meeting, members will have noted that the
cash reserves of the Society have been very considerably depleted by the
exceptional expenditure in relation to the 2012 anniversary. However, the
committee is agreed that the expenditure has achieved a great deal, with a
number of excellent recordings, many excellent events – especially the one
at the British Library – and an exceptional level of performance of Delius
beyond what could possibly have been anticipated at the beginning of the
year. We now have to be more frugal in our expenditure but we will still
have sufficient income to meet our various commitments and give value
to our membership.
The Committee recommended for election Charles Barnard, as an
Honorary Member of the Society. Charles was a founder-member and,
over the years, has given much help and support to the Society. This was
carried unanimously. It was then time to proceed to the election of
officers. Michael Green, Roger Buckley and Lesley Buckley did not stand
for election, but the remaining members of the Committee were re-elected
by the meeting, there being no alternative candidates.
Martin Lee-Browne then explained that the Society, along with other
small societies, is no longer required to use the services of an auditor.
Consequently, and in order to fulfil the current legal requirements, the
Committee proposed a new independent examiner, Michelle Tumbridge,
who is based in London, and her appointment was agreed.
It was then proposed and agreed by the meeting that honorary
membership should be conferred on Michael Green, Roger Buckley and
Lesley Buckley in recognition of their hard work for the Committee for
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many years. Martin thanked all three for all their efforts on behalf of the
Society.
There being no report from the Midlands Branch this year, we heard
a brief report from the Philadelphia Branch, submitted by Bill Marsh and
read out in his absence by the Secretary.
Chris Green outlined dates for the London Branch meetings in 201314. The first two will take place on 9th October and 9th December at the
New Cavendish Club; more details are available in the Delius Society
Newsletter and on page 123 of this Journal.
Under Any Other Business it was reported that a concert at Lichfield
Cathedral in July will contain works by Delius. Stephen Lloyd then
offered thanks to Paul Chennell, retiring editor of the Delius Society
Journal, for all his hard work. As a one-time editor of the Journal himself,
Stephen said he remembered very well the enormous amount of work
which this role entailed. With this the Chairman closed the meeting.
Paul Chennell
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THE DELIUS PRIZE
The excellent relationship we made with Chetham’s School of Music in
Manchester last year through the school’s marvellous 150th anniversary
weekend was further strengthened by having its Principal, Stephen
Threlfall, as the Adjudicator for the final of the 10th Prize competition –
held in the Birmingham Conservatoire on 21st June, in the morning before
the AGM. It was a delight to see him again, and he obviously enjoyed his
trip to the Midlands!
There were four contestants, one a duo, and, perhaps needless to say,
they were all of very high standard. The first was the violinist Zhivko
Georgiev, who played the Third Sonata. He undoubtedly inhabited
Delius’s world – as, indeed, did they all – but one felt that he was keeping
too much of the emotion of the work to himself. His tone, although sweet,
was on the small side, and he had a few intonation problems.
Unfortunately, he was not helped by his accompanist (a member of the
Conservatoire’s staff), and he seemed to be playing from moment to
moment, so that in the last movement, taken very slowly, there was no
feeling that they were working towards the end of the piece. It was a good
effort, but not enough to make him the winner.
He was followed by Amy Littlewood and Hetti Price, most
imaginatively doing the ‘with piano’ version of the Double Concerto – and
doing it quite marvellously. Their playing was totally unanimous,
flowing, full blooded or tender as needed, with impeccable tuning; one
could see them listening to each other, and the balance between them (and
indeed with their accompanist) was impeccable. The quiet ruminative
sections were really breath-holding moments, and the end had a deep
feeling of sadness and regret – almost an epitaph for Delius and his
sound-world. Jon French, their accompanist, gave just the right
committed, strong and sympathetic support.
Next was the cellist Robert Kurnatowski, who had been a finalist in
2011, also with Jon French. A little incongruously, he began with a
showpiece, Tchaikovsky’s Pezzo Capriccioso, Op 62. It served, however, to
display his brilliant technique, and a sensitivity to dynamics and phrasing;
he made it sound very Russian. In the Delius Sonata, all those attributes
(except the Russian feel!) served him well, and the descent into silence at
the end was beautifully managed. Like the duo, he always seemed to
have the end of the work in sight, so that it had a ‘span’, and he
12
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Hetti Price and Amy Littlewood, winners of the Delius Prize 2013
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maintained his warm tone right to the last bar. It was becoming
increasingly difficult to see who the winner might be!
Interestingly, although chamber works naturally make up the very
large majority of the finals’ programmes, in both 2010 and 2012 the
winners were actually singers – the soprano Claire Lees and the baritone
Jon Stainsby – and a soprano, Natalie Hyde, was a finalist in 2011. This
year there was another, a mezzo-soprano, Claire Barnett-Jones. She sang
the Four Old English Lyrics and three songs by Roger Quilter (who,
probably few people know, was a good friend of Delius from about 1907).
Her voice is not particularly strong or variably coloured, but it was well
controlled, warm and generous – and she floated the end of the third
Delius song, ‘So white, so soft’ beautifully. Her platform manner was
exemplary, as were her words, and she was certainly worthy of her place.
in the finals.
Delivering his verdict, Stephen Threlfall said that he had no
hesitation in declaring Amy Littlewood and Hetti Price as the clear
winners, but there was so little to chose between the others that he felt
unable to award a Second Prize – and the audience clearly agreed with
that. His general comments were (as to be expected!) extremely
interesting and pertinent. His main one was that, because Delius was so
sparing with directions on phrasing and dynamics, so much is left to the
imagination of the players or singers – and perhaps the main criterion for
his assessment was the way they looked for the subtleties in those aspects
of the music. He then spoke to each of the contestants separately and, as
this reviewer’s hearing is not all that it was, he (and possibly a number of
other in the audience) failed to catch most of what he said! It was very
obvious, however, from the facial expressions and body language, that his
comments were encouraging, not critical, and greatly appreciated. We
were extremely lucky to have had such a knowledgeable and sympathetic
Adjudicator, and I hope that it leads to further happy connections with
Chets.
Martin Lee-Browne
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FORGING A FAMOUS PARTNERSHIP
In 1908 Delius took Thomas Beecham on an extraordinarily challenging route
through the Norwegian hills and fjords. Andrew Boyle retraces their journey.

Illustration 1: Signatures of the two travellers in the guestbook of the Hjelle Hotel

On account of a particularly vivid Delius letter, most of us will have
retained at least one strong image of the Delius/Beecham summer tour of
Norway in 1908. It is of the exhausted Beecham being carried across a
rushing mountain river on the back of a guide, while Delius wades across
with water up to his waist. It is a striking and dramatic moment. But it is
as little representative of Beecham’s resilience on the month-long tour, as
it is of the itinerary Delius meticulously fashioned for his companion. Far
from being a prolonged test of physical endurance, as it has sometimes
been described, the programme for the joint tour seems to have been
prepared by the composer to afford them as much comfortable sightseeing
as challenging hikes.
The period the two men spent together in Norway was undoubtedly
important for both of them at the start of Beecham’s involvement in
Delius’s career. Yet few of the experiences they had en route have been
described, and their itinerary has never been fully collated. When the tour
has been mentioned by writers, place names have sometimes been
mangled and misread (often Delius’s fault). The purpose of this article
has partly been to give readers who might want to explore the same
routes a good chance of finding their way about. Throughout I have
updated place names, using today’s official Norwegian register, the
Sentralt stedsnavnregister (SSR).
A love of Norway seems to bring with it an Ancient Mariner-like
desire to pass on the experience to others. In 1889 Grieg declared himself
to be looking forward ‘like a child’ to the pleasure of introducing Delius to
the Jotunheim mountains. Before many of his summer tours of Norway
Delius too would regularly invite friends along: Munch (1899), Grieg
(1906), Schillings (1907), Bartók (1910), Heseltine (1913, 1915), to mention
DSJ 154
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but a few. For a variety of reasons his invitations were mostly declined. In
1908 three of Delius’s friends did express a desire to accompany him.
Percy Grainger had looked forward all winter to executing a plan he had
hatched with Delius to collect Norwegian folksongs, but in the end had to
pull out because of concert duties. In mid-June Balfour Gardiner was
weighing up his options, and an upcoming premiere of his second
symphony took precedence. At the start of July, only a few weeks before
leaving for Norway, Delius extended his invitation to Thomas Beecham
and the conductor took the bait, promptly rearranging his schedule in
order to accompany the composer on a month’s excursion.
Both the invitation and its acceptance may reflect the status of the
relationship the two men were building. Beecham was 29. He had made
his conducting debut in London at the end of 1905 and, with his own New
Symphony Orchestra, was slowly making a name for himself. Delius
would have warmed to the genuine enthusiasm Beecham showed for his
music after hearing Appalachia in November 1907, and by his promotion of
Paris in January 1908. But Delius was experiencing at last the
breakthrough he craved in England, and Beecham was as yet an unproven
quantity. If he was to trust his music to the young man, time spent in
Norway would let him gauge Beecham’s mettle. And, insofar as it might
have been a test of the conductor, he can of course be said to have passed
with flying colours. In each of the six long letters Delius sent from
Norway to Jelka, he heaps praises on his travelling companion: ‘Beecham
is enjoying himself immensely & the more I see of him – the more I like
him’; ‘He does nothing that I do not like as, often, people one travels with
do’; ‘B has an eye for Nature & likes the sort of thing that I do’.
Beecham had, seemingly, widened his horizons since 1897 when, to
mark the end of his schooling, he had taken a friend on a cruise of
Norway. The friend recalled that: ‘I used to land, and climb the mountains
alone, while he stayed on the ship all the time, playing the piano non-stop
to admiring audiences of ladies.’1
Week 1: ‘The finest scenery I have ever seen’
27th July Delius sails from Antwerp, Beecham from Hull
28th July Delius arrives in Arendal. Sails to Kristiania
29th July Delius and Beecham meet in Kristiania
Train to Lillehammer
30th July Lillehammer – Otta – Vågå
16
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31st July
1st Aug
2nd Aug

Vågå – Grotli
Grotli – Djupvatnet
Djupvatnet – Merok

Whether or not he planned it that way to break Beecham softly into the
programme, Delius scheduled a first week with little walking, but
considerable distances covered by carriage and steamer. After a first day
of transit Beecham and Delius stop in the mountain heart of Southern
Norway, Vågå, a village that is equidistant from the three main cities,
Kristiania, Bergen and Trondheim. Their first port of call is rather
surprising: ‘Went to visit the old church, which is wonderful – That Jesus
on the cross – is remarkable’.
Climbing steadily higher on the road to Merok (today called
Geiranger) they spend an afternoon fishing in a mountain lake at Grotli.
Their road rises to 3400 ft, threading its way across dramatic and naked
mountain-top passes, before falling in spectacular hairpin bends to sealevel at the Geiranger Fjord. He writes to Jelka that this is ‘the finest
scenery I have ever seen – fantastic – Of course you must see this’2.

Illustration 2: Dramatic scenery above Geiranger
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More than was his practice when travelling alone, Delius has chosen
favoured tourist routes, no doubt to please his companion. The reverse
side of the jaw-droppingly beautiful scenery is the tourists. At one lodge
the Germans take over the sitting room to sing their folksongs. ‘The worst
of it’, he sighs in a letter, ‘is that wherever we arrive – people are playing
the piano & never stop – I am trying to write, but really I must stop, they
are hammering away at the damned instrument.’3
Week 2: The Fjords
3rd Aug Merok – Vestnes
4th Aug Vestnes – Molde
5th Aug Molde – Ålesund
6th Aug Ålesund – Volda – Sæbø
7th Aug Sæbø – Øye – Grodås
8th Aug Grodås – Loen
9th Aug Loen – Kjennsdal Glacier – Mindresunde
For the next few days Delius and Beecham take in the wide fjords and
snow-capped mountains of Sunnmøre from the deck of fjord steamers,
going briefly ashore at small coastal towns. Looking across the fjord in
Molde to the Sunnmøre Alps the composer noted: ‘The sun sets just
opposite a wonderful range of mountains throwing its rays right upon
them, just like in Grez with the trees’.
On Thursday 6th August they turn south again, crossing fjord arms,
moving steadily inland towards the great goal Delius has set for week 3,
the Jotunheim mountains. They spend an afternoon fishing at idyllic
Vatne, without catching anything, and arrive at the tiny fjord hamlet of
Sæbø, with its ‘wonderfully formed mountains overhanging the fjord’
(illustrated on the front cover). Here his thoughts of Jelka lead him to buy
a gift:
‘I saw some lovely old silver buttons, a fine old silver brooch, gilded &
with red stones, & also another little silver brooch which I bought for
you & hope you will like – The brooch is 300 years old.’

By Saturday they have arrived at Loen, the furthest inland the waters of
the western fjords reach. But the curse of the tourists is still with them.
Delius writes that the English ‘are a great nuisance & hold divine service
on Sundays – When I came down on Sunday morning a priest & another
man were on their knees in the drawing room praying - Beecham & I –
18
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fled instantly.’ They flee on a day-long hike up the narrow Lodal valley to
the foot of the Kjenndal Glacier, a first view for Beecham of the barrier he
would soon have to overcome. The towering valley sides are deceptively
beautiful; three years earlier 59 people had been drowned when a cliff face
had crashed to the fjord and flooded the farms. They finish their second
week at Mindresunde, a spit of land between two great lakes: ‘Lovely
view over the fiord from both sides & magnificent hills & Mountains’.
Week 3: From 0 to 8,000 feet
10th Aug Mindresunde – Stryn – Hjelle
11th Aug Hjelle – Skora
12th Aug Skora – Sunndalssætra
13th Aug Sunndalssætra – Jostedal Glacier – Mysubytta sæter
14th Aug Mysubytta sæter – Sota sæter – Skjåk
15th Aug Skjåk – Røisheim – Juvvasshytta
16th Aug Juvvasshytta – Galdhøpiggen – Spiterstulen
The charming Hjelle Hotel (preserved today as it was 100 years ago) is the
last fjord refuge before the inland mountains, and here on Monday Delius
and Beecham write their names in the guestbook (illustrated on page 15).
Between them and the Jotunheim is the great white barrier, the Jostedal
glacier lying atop 40 miles of mountain plateau. There are good roads
going round, but Delius has chosen a challenging experience for the
midpoint of their tour. To traverse the ice cap they have to wait for a local
guide, and finally on Wednesday they trek up the wild and lovely
Sunndal valley to a mountain farm (seter) under the glacier (illustration 3).
From here the path is extremely steep up to the glacier. (When the present
writer visited the spot this summer the Norwegian Trekking Association
had helicoptered in a team of Nepalese Sherpas to secure a rock path. ‘We
don’t have that sort of skill anymore in Norway’, the leader of the
association explained to me.) Delius writes to Jelka:
‘Next day we left at 6 am for our big walk up to the glacier. 5 hours
almost as steep as a house – Beecham seemed quite done up & faint & I
thought we should have to turn back – he pulled together however very
pluckily – I carried his knapsack & the guide carried mine – The walk
over the glacier was grandiose & nothing but snow in sight & snow
covered peaks – after we crossed the glacier we descended gradually to
Mysubytta seter which was a frightful distance – We were 14 hours
walking – with only a couple of sandwiches each – B could scarcely walk
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any more – we had to wade a stream which took me almost up to the
waist. The man carried B across.’4

Delius had planned several stops at mountain farms, but now changes the
route, probably to get Beecham back on his feet, staying in Skjåk at the
well-equipped Ånstad Farm. Already the next day their route takes them
from the Bøverdal valley and the famous posting station in the heart of the
Jotunheim, Røisheim, up to one of the most extreme mountain lodges in
Norway, Juvvasshytta. It is a climb of some 4,000 feet. Even though they
take a porter with them, Delius is now asking a lot of his companion, but
Beecham is up for the challenge. Juvasshytta (6,040 ft) lies in a desert of
granite moraine, miles above the tree line, and a morning’s march across
glaciers away from Norway’s highest mountain, Galdhøpiggen (8,100 ft).
Blessed with good weather Beecham and Delius make the ascent together
with two other Englishmen. (On each fine weather day this summer some
300 tourists have climbed to the summit.) In the afternoon they return to
Juvvasshytta and then continue into the Jotunheim, down in to the Visdal
valley and the Spiterstulen lodge.

Illustration 3: Under the glacier at Sunndalssætra
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‘Frederick was a first-rate and tireless walker’, wrote Beecham in his
biography. And the 46-year-old composer could write to Jelka that they
were walking 10 hours a day: ‘We are enjoying ourselves splendidly & feel
in wonderful health & spirits.’
Week 4: Memories of Grieg
17th Aug Spiterstulen – Gjendebu
18th Aug Gjendebu
19th Aug Gjendebu – Gjendesheim
20th Aug Gjendesheim
21th Aug Gjendesheim – Fagernes
22th Aug Fagernes – Kristiania
23th Aug Kristiania – Stavern
The pair spend another four days among the Jotunheim mountains. On
Monday evening they arrive at the west end of Lake Gjende, an 11-mile
proglacial lake famous for its aquamarine colour (caused by glacial
sediment). To reach the Gjendesheim lodge at the lake’s eastern end they
have to traverse the airy knife-edge of Besseggen, well-known to theatre
goers as the cliff along whose rim Peer Gynt is carried by a careering
reindeer in the opening of Ibsen’s eponymous verse play. On the
experience Delius is concise: ‘Very exciting & lovely view’. The view
would also have stirred many memories. From the rim of Besseggen
Delius and Beecham could look down on the cabin, on the far side of the
lake, where Delius, Grieg, and Sinding had spent the summer of 1889
(illustrated on the back cover).
They have crossed the Jotunheim from northwest to southeast, and
finish the week making their way back to Kristiania.
Weeks 5 & 6: Beside the seaside
24th Aug Fredriksværn
25th Aug Fredriksværn
26th Aug Fredriksværn
27th Aug Beecham sails to Kristiania and then home, Delius to Kragerø.
28th Aug Kragerø – Arendal – Tromøya
29th Aug Tromøya – Fevik
30th Aug Fevik
31st Aug Fevik
1st Sept
Fevik
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2nd Sept
3rd Sept
4th Sept

Fevik
Fevik – Kristiansand
Delius sails from Kristiansand for Antwerp

Neither on the way to the mountains nor on the way back does Delius
spend time in Kristiania. Since the Folkeraadet debacle of 1897 his ties to,
and interest in, the Norwegian cultural elite have been much weaker.
There was even less reason to dally in the capital this time, as there was an
outbreak of smallpox in the city. Instead he takes Beecham with him to
his favourite coastal village on the Kristiania Fjord, Fredriksværn (now
called Stavern), for a few days’ bathing and fishing. On Thursday they
part company, but Delius, alarmed by forecasts of an approaching storm,
delays his departure and spends another week bathing in hamlets along
the south coast. When he gets bored he practices conducting his new
Rhapsody (In a Summer Garden). No doubt longing for Grez by this time,
any homesickness will have been exacerbated by a cultural venture in
Kragerø:
‘In the evening I went to a Biograph cinematograph & Grammophone –
It was quite funny & the people who were there were very amusing. I
went with the “Wirrte” [“verten”, the proprietor] who explained
everything to me, altho’ I of course understood everything perfectly. All
these subjects of the Biograph are taken in France.’

Andrew J Boyle

Lucas, John. (2008) Thomas Beecham: An Obsession with Music. Woodridge: Boydell Press,
p 10
2For full letter, see: Carley, Lionel. (1983) Delius: A Life in Letters (1862-1908). London: Scholar
Press, p 365
3Ibid
4For full letter: Ibid, p 367
1

Andrew Boyle is currently working on a book The High Solitudes: Frederick Delius in Norway,
which he hopes to publish in both Norwegian and English. His account of the 90th
anniversary ascent of Liahovda is on page 117.
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MAKING THE FLORIDA SUITE
Jeff Thompson, director of a new film The Florida Suite which features Delius’s
music of the same name in its entirety, explains how the film came about, and
gives an insight into its production.
The idea for my film, The Florida Suite, took hold after my father, Andrew
Graham, found a citrus ‘hobby’ grove along the east central Florida coast.
A successful attorney nearing the end of his professional career, Andy was
seeking a place of retreat—a place far from the concerns of his law office,
where he could spend quiet weekends outdoors and farm the land. After
looking at several properties, he discovered a neglected 12-acre citrus
grove, located near the headwaters of the Indian River. It was a pretty
place and he was surprised to find many citrus trees dating from the
grove’s founding in 1895. In the custom of bygone days, orange trees
were planted among tall native palms, for natural protection from the
occasional cold Florida winter. The grove was bordered to the south with
a thick stand of aged oaks. Stopping to consider the purchase, Andy
pulled a navel orange from one of the old trees. It was delicious. With
that, he bought the old grove and a new way of life.
My father spent long weekends at the grove, learning how to be a
farmer. The place had a magical quality, with an abundance of birds and
other wildlife. Walking in the grove and oak hammock, Andy found a joy
in Florida much as a young Frederick Delius had, a century before. He
quickly put down his own roots in the grove and it came as no surprise
when he announced his intention to retire from law and build a cabin
among the orange trees. The small tin-roofed ‘Old Florida’ cabin was built
with a wide porch on three sides, and a coquina shell fireplace and
chimney.
Inside, the cabin was equipped with all the modern
conveniences, including air conditioning and satellite television. He took
up full-time residence in 2007 and never looked back.
After living at Mullet Hill Grove for about a year, Andy brought his
mother, Pauline, to live with him. She was a widow, beginning to exhibit
the early stages of Alzheimer’s disease.
Dismissing the idea of
institutionalized care, Andy thought it far better for Pauline to live her
remaining years under his watchful eye, in the beauty and relative safety
of the grove. Three dogs were their companions: Fang, an immense and
adventurous female Siberian Husky; Pepper, an Australian Cattle Dog
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who lived only to play; and Callie, a sweet tempered and rather elderly
Shepherd/Labrador mix. Callie quickly became Pauline’s dog, never
straying far from her side.
As the years passed, the grove flourished under Andy’s constant
care. New trees now grew alongside the old. Without the benefit of an
irrigation system, he watered the trees by hand during times of drought,
relying on regular Florida rainstorms for the rest. He’d always thought
about growing citrus without pesticides and now this was put into
practice. The grasses and weeds under the trees were not cleared away;
the underbrush provided a haven for beneficial insects. The natural
methods worked well: he lost very little fruit to insects, and the harvest
was consistently juicy and flavourful. The University of Florida took
notice and his small organic concern became something of a ‘control
grove’ for the study of citrus threats and growing techniques.
A once-harried business professional, Andy became attuned to the
rhythm of the growing cycle. He relished the simple pleasures and rigors
of farming. Faced with Pauline’s slow but steady deterioration, he found
a daily ‘elder-care’ program for dementia sufferers. The two settled into a
routine that allowed Andy to tend the grove, while Pauline enjoyed
several hours of supervised socialization.

Inside the cabin
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All of this I saw during my visits to the grove. I watched my burly and
brusque father become a gentle caregiver, providing my grandmother
with the attention she needed in a reversal of roles understood too well by
the children of ageing parents. I was deeply moved by what I saw. I was
observing something important in the magical and healing environment
of the grove; something that should be shared.
I had briefly been an art student in college and was profoundly
affected by the idea that film could be art, not just entertainment. Now a
librarian by trade, my love of film has prompted the creation of many
personal films over the years. In the summer of 2008, I began to think
about another film—for public exhibition—that would honour what I saw
happening in the grove. I wanted to find a meaningful piece of music for
the film that really captured ‘Florida’. I discovered Delius, and his Florida
Suite, a composer and work completely unfamiliar to me. I ordered a CD
of the recording by David Lloyd-Jones and the English Northern
Philharmonia, and was stunned not only by the innocent beauty and
lyrical interpretation of the piece, but also by how well it fitted my mental
images of the grove with my father in it. I listened repeatedly to the
music, falling in love with it and developing the idea that Delius’s suite
would not be ‘background’, but would form the heart and soul of the film.
I would present the Suite in its entirety. The decision to honour the score
with complete integrity affected everything else about the film: rather
than a documentary with interviews and explanatory narration, I now
envisioned a ‘poetic documentary’ with images matched seamlessly to
music—and with little or no dialogue. It would be a film through which
the audience could experience life in the grove, instead of being told about
it. I allowed myself to imagine that Delius would have been pleased with
my intent, if not the results.
Reality began to assert itself. As a public library director, I had very
little money for the movie venture, but was determined to begin the film.
Obstacles could be tackled one at a time. What I lacked in budget, this
librarian made up for in careful research and planning. The ‘crew’
consisted of my wife and collaborator, Joyce Wilden, and our friend
Melinda Lohr. My father agreed to participate and we began shooting at
Mullet Hill Grove in February of 2011. Our assemblage of tools was lean:
a DSLR (camera) with one lens, a tripod, a stabilizer, some reflectors and a
small sound recorder. I was employed full-time, so shooting had to be
organised around days off and holidays. As the Florida winter turned to
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spring – and the grove’s beauty was at its height – we shot the majority of
the film. We had to be careful, as the grove is a living thing and its
appearance would change from one shooting day to the next! Anxious to
see what our earliest shots looked like, I discovered that my computer was
no match for the memory-intensive high definition footage. A new
machine would be needed and somehow, we found the money. Even as
we saved for a new lens to shoot the wildlife scenes, we realized that our
simple audio recorder was overly sensitive to the ever-present spring
breezes. So, we sold our gold jewellery (keeping our wedding rings) and
used the proceeds to buy a shotgun microphone, blimp, and pole. A
series of small windfalls continued to provide funding when we needed it
and the shooting made progress. We chose to be optimistic about the
biggest expense we knew was still ahead.
I now listened to Delius’s Florida Suite incessantly. It was the only CD
in my car player. I knew every nuance of the Lloyd-Jones recording and I
began working in detail on a treatment that fitted the scenes to the music.
My film began to emerge. Most of the shooting was complete by the end
of May 2011 and the long summer was spent cataloguing the shots for
quick retrieval during editing. The time had come to face our biggest
hurdle: the music rights. Even though The Florida Suite is among the very
earliest of Delius’s compositions, it was not published until 1963. That
meant the piece was still under copyright protection and we would have
to pay for the music rights. For a public library director, the sum was
dear. In hopes of finding monetary support in the citrus industry, I
created a short preview of the film and sent it out with a letter of appeal.
Many, many mailings later, the effort came to naught and we consoled
ourselves with the fact that the film would be ours entirely—if (a large IF)
we could save the many thousands of dollars needed for the music rights.
In the spring of 2012, we spent a week at the grove shooting a few
final scenes and then I turned my full attention to editing the film. I had
over 25 hours of raw footage, with more than 3,000 individual movie clips.
Starting the editing process for a film is a little like opening the box of a
new jigsaw puzzle, except in film-making the majority of the pieces will
never be used. But I had come under the spell of Delius and was
determined that others should appreciate his genius. Slowly, I fitted
together the beautiful puzzle bits which would become The Florida Suite.
After many hundreds of hours of editing, the first rough cut of the film
was completed on 15th July 2012. Sadly, just as my efforts on the film
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were ascendant, Pauline began her final decline; her mental and physical
condition worsening after a fall. She would not leave her bed again.
A last miraculous windfall allowed us to fund the music rights and
suddenly, the film was complete. The premiere took place on 3rd
February 2013 at the Scott Center for the Performing Arts at the Holy
Trinity Upper School in Melbourne, Florida. We were stunned and
gratified by the reception of the 300-member audience to our film. During
a question and answer period, it seemed everyone wanted to discuss what
the film meant to them. What they had experienced.
As we share The Florida Suite at film festivals, we continue to marvel
at the effect it has on audiences. And everywhere, it is my pleasure to
answer questions about ‘that beautiful music’. During these talks, we
attempt to explain the marriage of Frederick Delius’s vision with our own,

Jeff Thompson at work
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where nature is seen as a nurturing and healing force; how a man living in
harmony with nature is well suited to care for his aged mother, his dogs
and his land. As Delius’s musical colour palette reflected the natural
world around him at Solano Grove, so does the film’s colour palette reflect
the life of the Mullet Hill Grove: the greens and blues of foliage and sky
predominate, punctuated with the orange of citrus.
My dearest hopes for The Florida Suite are not commercial. I will be
gratified sufficiently to help modern audiences connect—or reconnect—
with a way of life whose rhythms are synchronized with nature. I want
people to realize the inherent dignity of caring for the people and things
you love; to understand that ageing and slowing down allows for a
revelation of life’s greater truths. And I wish to champion Frederick
Delius, who crossed the Atlantic over 120 years ago. Moved by the life he
observed on a Florida orange ‘plantation’, he was compelled to learn
musical composition so that he could express life through art.
While the film is universal, it is also deeply personal. My
grandmother, Pauline, robbed of the power of speech, would look out into
the grove from her raised bed and take solace in nature. Callie, her
devoted dog, stayed with her until this past spring, when Callie herself
died of old age. On 10th June this year, Pauline died peacefully at sunset,
my father at her side. She was not a religious woman, but in a ceremony
Delius himself would no doubt have appreciated, her ashes were scattered
under an old and shady orange tree. A young tree grows beside it. In this
magical grove, she will eternally keep faith with nature, perhaps to the
delicate strains of Delius’s Florida Suite.
Jeff Thompson

The Florida Suite is currently in the film festival circuit. Unless licensed for distribution, the
film will be available for sale on DVD and Blu-Ray in the last quarter of 2013. Please visit
The Florida Suite page on facebook for more information and ‘Like’ it if you are so inclined:
facebook.com/thefloridasuite
Just before going to print, we heard that The Florida Suite has been awarded an ‘Honorable
Mention’ from the International Film Awards, Berlin. Not only that, but it has also been
nominated for ‘Best Short Documentary Film’, and Jeff Thompson as ‘Best Director of a
Short Documentary Film’, by the 2013 London International Film Festival. Congratulations
to all concerned!
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GOD? I DON’T KNOW HIM!
Rev Harvey Richardson presents a theological consideration of Delius and his
music, with a little help from Eric Fenby. What follows is the first part of a much
longer essay which includes chapters about Delius and crucifixion, tradition, form
and women. Further chapters will be included in future Journals.
INTRODUCTION
In the third section of Eric Fenby’s Delius as I knew him, the author states
that ‘... Delius was at heart a pagan’ (p 171). Some of Fenby’s memories
are particularly blunt and painful, eg of Delius saying to him ‘God? I don’t
know him!’; and ‘Given a young composer of genius, the surest way to
ruin him is to make a Christian of him.’ (p 178).
Fenby explains that it was obvious to him that Delius had the
profoundest admiration for Nietzsche and his philosophy, ‘so much so
that I often thought it was Nietzsche himself addressing me’. (p 182).
Fenby faithfully bore these criticisms and attacks, and in his
reminiscences responds to some of Delius’s harsh onslaughts. In one case
(pp 173-176) he quotes from the Flemish mystic Jan van Ruysbroeck
(c1293-1381 CE) who writes about the aesthetic goal of life found only in
the contemplation of God – wholly different from Delius’s worship of
Nature as an end in itself.
Why did Fenby turn to Ruysbroeck when there were many other
spiritual writers on aesthetics who more obviously identified beauty with
the dynamic life of God? For example, Gregory of Nyssa’s concept of
perichoresis specifically links the nature of God with movement and dance
(ie the three persons of the Trinity dancing together). This should have
appealed, since Nietzsche’s Zarathustra, and his Dionysius, revel in the
dance. And the second movement of A Mass of Life begins with an
invitation to the dance, even though it is a clear parody of the Prayer of
Thanksgiving in the Christian Eucharist: ‘Lift up your legs......’ cf ‘Lift up
your hearts/We lift them to the Lord.’
It may also be worth speculating about Fenby’s own spiritual
thinking at the time he was writing Delius as I knew him. We know during
the years 1934 to 1936 he was being introduced, through his friendship
with Soldanella Oyler and her Swedish-born mother, to the thoughts of
Emanuel Swedenborg (1688-1772). Did Swedenborgianism point him
towards the elaborate aesthetic ideas of Ruysbroeck, or was he simply
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drawing on a strong influence from his Roman Catholic upbringing?
It is interesting that Eric Fenby was baptised in the Wesleyan Church.
He became a Roman Catholic at an early age, and for some time was
organist at the local Catholic Church. There is a conversation he had with
Delius showing how important Gregorian Chant was to him, and
elsewhere he writes about other influences:
‘Years before I had heard of the existence of Delius, my deepest feelings
had found utterance in the finest music of Palestrina, Victoria, Mozart
and Elgar.’ (p 52).

Another childhood influence was Sir Edward Bairstow (1874-1946), the
anglo-catholic Anglican composer whom Fenby heard play and conduct
when he used to travel to York Minister. We can say that all these
experiences played a significant role in his musical formation and his
natural inclination towards significant liturgical ways of thought.
CHAPTER ONE – DELIUS AGAINST FENBY?
Delius and Fenby, then, personify extreme differences in their
fundamental approaches to life, and we now need to consider if the fusing
of these contradictory forces had any effect on the music.
Some of the most moving parts of Delius as I Knew Him are found in
Part Two. Here Fenby reveals the painstaking process by which the music
is transcribed onto paper, and prepared meticulously for performance.
Fenby himself is quick to point out that he was acting solely as
amanuensis, and this meant that the music was wholly Delius’s work, in
spite of Soldanella Oyler’s father’s claim that Eric himself had written the
dictated works. We are reminded of Igor Stravinsky’s comment about
composing The Rite of Spring:
‘I am the vessel through which Le Sacre passed.’ (quoted p 182, Storr:
1992)

In the light of this, it may be superfluous to enquire if Fenby’s outlook on
life had any noticeable effect on the finished products of the ‘Fenby
Legacy’ of works.
Resignation
However, there is a kind of ‘resignation’ detectable, especially in A Song of
Summer and Songs of Farewell. Could this be attributed in any way to
Fenby’s influence? If these two late works are compared to, say, An
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Arabesque (1911), it is apparent that this earlier work reflects a deep
melancholic psychology and the nihilistic/pantheistic world espoused by
Jens Peter Jacobsen (1847-1885), whereas the ‘Fenby Legacy’ works are far
less contorted harmonically and chromatically. A Song of Summer, in
particular, is more reflective and less adventurous; one could say cleaner
and brighter, even optimistic. When Fenby describes the way A Song of
Summer came to be written down, it is easy to see how Delius was
sensitive to Fenby’s world-view. He describes the scene:
‘I want you to imagine that we are sitting on the cliffs in the heather
looking out over the sea. The sustained chords in the high strings
suggest the clear sky, and the stillness and the calmness of the scene ...’
(p 132)

Here Delius is linking his musical ideas with images which would
resonate richly with Fenby’s sensibilities and the places which meant
much to him, such as Cloughton Cliffs north of Scarborough – not least
because this was where, in 1928, he experienced his most important
musical insights as well as the initial ‘preposterous’ thought of offering to
help Delius.
Delius is opening his creative impulses out onto Fenby’s world-view
– there is little of the hard, decadent, self-determining and self-centred
musical aristocrat here – and this has played a part in the overall musical
landscape of A Song of Summer. It would be wrong to imply that Delius’s
philosophical position had been radically changed by the encounter with
Fenby’s Christian outlook, but there was bound to be some mutual
interaction.
Late Style
Of course, the ‘Fenby Legacy’ works are Delius’s last compositions,
handed down at a time not only when he was severely disabled physically
– with total blindness, almost total paralysis, inexorable pain – but also
when he knew he was near to death. It is worth considering what Edward
Said would describe as his ‘Late Style’ and ask if these late period
compositions demonstrate either discernible developments, or nostalgia
and retraction. Said would say that ‘development’ is an indicator of a
theological impetus which links retrospection with anticipation through
what Christian doctrine identifies as anamnesis. This is a movement of life
through death, resurrection and transformation, whereas retrospection
alone – especially in one’s final years – is a mark of resignation, regret and
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a lack of future hope. It may be worth commenting that Roman
Catholicism, from a doctrinal point of view, is less disposed towards the
potential of development than nineteenth-century German Liberal
Protestantism, with which Nietzsche and, by extension Delius, was more
familiar. As a young man Fenby would have met both traditions.
Edward Said develops the arguments of Theodor Adorno (1903-1969)
when he investigates the late style of Beethoven. He convincingly
demonstrates that the late String Quartets, the Missa Solemnis, the Ninth
Symphony (the Choral), and other works – written at a time when
Beethoven was totally deaf and racked with fears and agonies – are full of
potential for future development, in spite of their fragmentary and
perplexing nature.
With Delius in his late and last years, we have the strange situation of
a composer, not unlike Beethoven in regard to pain and disability, writing
music (with the assistance of a very young man) full of nostalgia and
‘silent backward tracings’. There is little hint of development. If we
compare the Songs of Farewell, perhaps the greatest achievement of the
‘Fenby Legacy’, with Delius’s earlier works, and most notably An
Arabesque, there is in this late work a ‘drawing back’ from adventurous or
experimental chromatic writing, and even a more limited range of tone
colour.
An Arabesque (1911) was composed soon after Schoenberg’s monodrama Erwartung (1905), and both works display a certain agonising
psychological expression, but they are masterpieces of development and
full of growth potential. This is true also of other Delius pieces written
during this period, including the Requiem (1914-16) and Eventyr (1915-17).
It would seem that Fenby’s ideological influence added nothing in
the way of growth and development in Delius’s output. Rather, those
years before World War II led in a backward wistful direction. In an
ironic and paradoxical way, we can see that Fenby’s Christian mind-set,
instead of leading the older man’s music into new, progressive and
adventurous territory, reawakened a deep longing for the past with no
hope for the future.
Later reception of the Requiem and A Mass of Life
We should note just one more thing about the effect of Fenby’s outlook on
Delius’s music, and this is the way it has been received and performed
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following the composer’s death. For example, Fenby has described the
Requiem as ‘the most depressing choral work I know.’ (p 102).
In 1968, Fenby writes:
‘In no other work is the character of the man Delius more clearly
revealed – even betrayed – than in this curious Requiem.’

The first performance in 1922 so soon after the end of World War I was
met with considerable hostility, and the Requiem has rarely found favour
since. It is little wonder that audiences, so soon after the carnage of World
War I, would find the angular nihilistic sentiments and the denial of any
future life too much to bear. We have to admit there is the famous Delius
contradiction here: on the one hand, the acerbic and declamatory
statements of the Requiem (so much less poetic or rhapsodic than A Mass of
Life) betray an unmistakeable opposition, and even anger ‘against’
religion; on the other hand, over the years there has been a growing
appreciation of the depth of feeling and aesthetic beauty in the work.
Interestingly in an appendix to the 1981 edition of Delius as I Knew Him,
Fenby admitted:
‘This musical expression, in the Requiem, of Delius’s courageous attitude
to life in rejecting organized faiths may well be rated by future
generations as second only to the Danish Arabesque as one of his most
characteristic and commendable masterpieces.’

And in an interview with Fred Calland in 1974 he said ‘Well, I have to
admit to being completely wrong about the Requiem.’ (p 81, Lloyd: 1996).
Andrew Porter has very recently hailed the Requiem as
‘the crown of his major compositions’ (quoted in ‘Frederick Delius and
his neglected “Pagan” Requiem’, posted on Vocal Area Network website
by Stephen Black, 3rd June 2009).

About A Mass of Life, Fenby famously commented in the original edition of
his reminiscences:
‘.... I have never come away from a performance of the Mass of Life
without feeling depressed. I am not alone in this. Several others have
had like experience. Better, as one of them said, somewhat irreverently,
had it been called the Mess of Life.’ (pp 170-1)

These two works (A Mass of Life, Requiem) are mentioned here because of
their heavy dependence upon the poetry and philosophy of Nietzsche,
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and I believe Fenby’s comments are bound to be reflective of his own
ambivalence and antipathy towards the underlying foundations of the
nihilistic philosopher’s thought, but certainly not towards any serious
objection to the music.
And yet, somewhat paradoxically, in later life Fenby claims that the
most moving works of Delius ‘are those in which he tries to reveal the
deeper aspects of transience’ and the ‘visionary aspect of his personality’
especially in A Mass of Life. (p 78, Lloyd: 1996).
Fenby’s own compositions
In this regard it is worth looking at the two surviving compositions
written by Fenby himself during the late Delius period – Magnificat and
Nunc Dimittis (1932) and For Music on the Eve of Palm Sunday (1933). In
Magnificat and Nunc Dimittis, Fenby’s writing is greatly influenced by
Delius’s choral style of block harmonic movement, but it has no chromatic
or unpredictable progressions. The two pieces, with words from the
Anglican order of Evening Prayer, have great similarities to the setting in
D major by Edward Bairstow, with which Fenby would have been highly
familiar. It is significant that this composition, written at a time when
Fenby could not escape the strong element of Delius’s chromatic nostalgia,
makes a firm stand in favour of predictable tonic security. Could it be that
Fenby needed to affirm with deliberate force his strong tonal inheritance
to avoid being seduced by too much chromatic and insecure enticement?
Many a time (after hearing Delius and more Delius) ‘... I have gone up to
the music-room at night and played the opening bars of Sibelius’s
Second Symphony over and over again, but Sibelius would have
frowned had he heard the number of times I repeated that strong
opening chord of D Major before moving away from it!’ (p 53)

For Music on the Eve of Palm Sunday, a setting of a poem by Robert Nichols,
and dedicated to Philip Oyler (Soldanella’s father), meditates upon the
saving work of Jesus Christ. Fenby, in the presence of the dying pagan is
immediately engaging in a statement of theological confrontation. He is
finding confidence to enter into this conflict through the encouragement of
a shared friend, Robert Nichols, who was famously not afraid of ‘facing
up’ to Delius’s obsessive Nietzschean outbursts (p 179).
These works by Eric Fenby provide a rare expression of his response
to the extraordinary experience of being Delius’s eyes and hands. They
34

DSJ 154

present a picture of the younger man in clear opposition to the older man,
not in any sense being overtaken by him. Perhaps Fenby needed to
emphasis the value of musical security in order that this might, in due
course, enable him to try and get Delius (and possibly Nietzsche also) out
of his system.
Harvey Richardson
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DELIUS IN 2012:
AN INTERNATIONAL CELEBRATION
Continuing from the last edition of the Journal, Paul Chennell provides further
reports of the lectures and presentations delivered over the wonderful weekend at
the British Library in September 2012. Paul’s reports aim to provide a summary
of what was said, and do not pretend to be a complete account of presentations.

REALISM AND ROMANTICISM IN THE FIN-DE-SIÈCLE

Tim Blanning, Emeritus Professor of Modern European History at the University
of Cambridge, discusses the dialectical encounter between realism and neoromanticism, employing illustrations from the visual arts, philosophy and
literature as well as music.
Professor Blanning began his lecture by giving us a survey of the cultural
history of Europe in the decades before the birth of Delius and on into the
early 20th century. The year of revolutions, 1848, was a turning point in
European culture and politics, marking the end of the romantic period. It
was suggested that this change is understandable because the major cities
of Europe and Britain had been transformed in the decades before 1848.
The extraordinary growth of these cities meant that the infrastructure had
not been able to keep up with such growth. Professor Blanning showed
us a picture of Paris in the 1850s to illustrate this development. The core
of Paris was surrounded by what we might call shanty towns or Favelas.
The change from romanticism to realism can be seen both in this midcentury architecture, as well as in the changing styles in the visual arts.
The perceived strain in cities was so great that the romantic agenda
was no longer seen to be relevant. A different scale of priorities seemed to
be appropriate. It was also at the end of 1848 that Marx and Engels wrote
The Communist Manifesto.
In painting, which is so often the bellwether of creative arts, we can
trace this cultural change in the career of Gustave Courbet. This change is
something which was retrospectively called realism but which was also at
the time seen as realism. This was rather unusual, as in most cases labels
invented for cultural movements are imposed retrospectively, but at the
time there was a clear appreciation on the part of those involved in this
movement that what had emerged was something that could be called
realism. Courbet was a genius, and an articulate theoretician. Professor
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Blanning quoted some of Courbet’s maxims on art which can be summed
up with his ‘show me an angel and I will paint it’, the quintessential antiromantic statement.
Professor Blanning suggested that whilst it might appear that the
year of revolutions had failed; in fact the revolutionaries in 1848 had
succeeded better than they knew. However, it took ten years or so for that
lesson to be learned and for it to work itself out. What happened was not
a triumph of counter-revolution or a triumph of the left; instead a new
kind of alliance had been forged between a suitably modernised and
reformed old order and the new liberal middle classes. There are many
architectural expressions of this development across Europe, a good
example being the Ringstrasse in Vienna. The old fortifications were
demolished and a string of cultural institutions were built in various
styles. There was a period of twenty years or so in which the liberal
bourgeoisie and the emperor were able to run the Austro-Hungarian
Empire, but it was short-lived. It was the same for similar developments
in Paris. It turned out that the artistic style promoted by the old order and
the liberal middle classes was heavy, ponderous, complacent and selfsatisfied. This realisation gradually began to trickle down into the
intelligentsia in the 1870s and 1880s as these great buildings were
completed.
The Ringstrasse style was an international style found across Europe
and it increasingly came to be seen as offensive to sensitive intellectuals.
Professor Blanning remarked that there was bound to be a reaction,
especially to the triumphalism of these buildings. He mentioned an
instance of this reaction, in one of Zola’s realist novels where one
character recognises the threat from new architectural design to historic
buildings, in the phrase ‘This one will kill that one, for iron will kill stone’.
Another aspect of the reaction we are looking at can be found in the
struggle between a culture of feeling and a culture of reason which
Professor Blanning sees in European culture generally. This was
underway by the late 1880s and was hastened by a great stock market
crash in Vienna in 1873 which then spread to the money markets across
the world causing a prolonged recession which affected Europe until deep
into the 1890s. This recession caused problems for the self-confident
middle class liberal bourgeois culture represented by Haussmann in Paris
and by the Ringstrasse in Vienna. The French painter Émile Bernard said
in 1888 ‘the artist should not paint what he sees in front of him but what
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he sees in his imagination’ – an absolutely core romantic principle. A
second example came from Edvard Munch: ‘Nature is not something that
can be seen by the eye alone; it lies within the soul in pictures seen in the
inner eye’. Again this is a quintessentially romantic proposition. Munch
recognised nature in the soul, and was reacting against realism, as were
Freud and Nietzsche. Another example, from the Symbolist manifesto of
1886: ‘Objectivity is nothing but vain appearance that I may vary or
transform as I wish.’ We were also given examples from Stéphane
Mallarmé and Sigmund Freud who said: ‘A dream is a disguised
fulfilment of a suppressed wish’. Professor Blanning then turned to
Nietzsche:
‘What then is truth? A moveable host of metaphors, metonymies,
anthropomorphisms; in short a sum of human relations which have been
poetically intensified, transferred and embellished and which after a
long usage seem to be to a people fixed, canonical and binding. Proofs
are illusions which we have forgotten are illusions, they are metaphors
which have become worn out and have been drained of sensuous force’.

Nietzsche was nothing if not extreme. We are in Delian country here.
Our speaker showed us a picture by Gustav Klimt who was
commissioned to paint murals for the University of Vienna, and we saw
one of these which was rejected by the University because of its
extraordinary content. The opening and closing words of Kafka’s The Trial
also provided an appropriate literary example from the beginning of the
20th century.
And so the cultural world in which Delius grew up was marked by
fragmentation and disorientation. The triumphalist march of
industrialisation and its positivist culture was beginning to falter. The
social tensions created by the long recession beginning in 1873, the
eruption of new mass political forces, with socialism, clericalism and antiSemitism to the fore, ensured that the high-noon of Victorian liberalism
would be of short duration. A romantic revival rediscovered the maxims
of an earlier generation. In the late 1880s Delius would see this reflected
in the architecture of the new Leipzig Gewandhaus, as well as in the
novels of Zola.
At the end of the 19th century there was a massive reaction, through
any number of ‘isms’: a reaction to what seemed to be a soulless
materialism and realism which had become dominant in the middle
decades of the century. Whether it was on the left with Marxism or on the
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right with a kind of triumphalist belief in capitalism, there is at the end of
the 19th century a search for aesthetics as a kind of religion rather than a
return to traditional forms of religion. This was illustrated in a quote from
Richard Wagner’s Art and Revolution which appeared in 1849. The
suggestion that aesthetics can take over from conventional religion, can
also be found in a letter from Delius to Jutta Bell in 1894, in which he
suggests that people are sick of conventional religion and that if they are
played to, they might be worked on.
Paul Chennell


UNRAVELLING DELIUS’S HARMONY

Paul Guinery, pianist and broadcaster, explores Delius’s highly personal
harmonic style, tracing the influences (such as they were) of other composers and
demonstrating how Delius struck out on his own path.
Paul began by asking why Delius’s music sounds as it does? What makes
Delius sound Delian? Just as you can hear Elgar, you can hear Vaughan
Williams and E J Moeran; you can instantly recognise any of these
composers and yet none of them can really be confused with the other.
What is it about a composer’s style that makes it so easily distinguishable?
Choosing to illustrate his talk with Delius’s Dance for Harpsichord
(1919), Paul commented that it is without doubt the worst piece of
harpsichord music ever written in the history of the instrument!
It is
both unidiomatic (like much of Delius’s keyboard music) and unplayable
on the harpsichord because the chords move so fast; it does, however,
work beautifully as a piano piece. The Dance was written for Violet
Gordon Woodhouse, a harpsichordist who gave soirées; it takes two
minutes to play and encapsulates everything about Delius’s mature style.
Before playing the Dance, Paul remarked that anyone who has
attempted to play the accompaniments to the violin or cello sonatas will
know that Delius was very fond of writing pages and pages of very thick
chords requiring a large stretch. This piece is no exception and it is highly
chromatic, but that is where its fascination lies.
Well, what a lot goes on in just two pages of music! Paul explained
that this piece is really a little gavotte, illustrating his remarks by playing
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Delius: Dance for Harpsichord (opening)

the tune (Delius’s own) without any of the harmony. He went on to speak
about scales and the intervals contained within them, pointing out those
that sounded warm (major and minor thirds and sixths), bare (perfect
fourths and fifths) and dissonant, pungent, or edgy (sevenths, augmented
fourths), whilst at the same time acknowledging that these terms are
subjective. We then heard the first bar-and-a-half of the music again, and
were asked to listen to the seventh chords of which Delius was
particularly fond.
Paul showed that, in the first two bars of music, Delius creates chords
with bite, tension and pungency, but then resolves them in the way that
our ears expect. He went on to explain that in the 18th century most
dissonant chords resolved onto a consonance. Looking further on in the
Dance, however, there are many examples of dissonant chords juxtaposed
without being resolved in the ‘expected’ way and this is what makes
Delius’s music particularly individual. It is not that Delius cannot resolve
the chords; he simply does not want to. In his book, Eric Fenby said that,
when he began to work with Delius, he was very surprised to find that the
composer did not think harmonically from the start; instead he composed
a line and then went back and filled in the chords. However, the
impression one gets with a lot of Delius’s music is of unresolved chords
juxtaposed with one another, which suggest that he is thinking vertically
rather than horizontally. Paul played further examples to illustrate this
point, going on to comment that if Digby Fairweather were present, he
would no doubt agree that Delius’s music contains many ‘jazz chords’. It’s
true that Hollywood composers such as Max Steiner, and particularly
those who had studied German music or had grown up in Germany,
knew Delius’s scores and were influenced by their harmonies.
In some of Delius’s music, such as An Arabesque for example, or even
Paris, little fragments – melodic ideas – begin to develop, transform and
expand as soon as they are stated, which is why his music doesn’t fit into
classical ‘forms’ such as sonata form, which depends on particular key
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relationships as well as the development and repetition of musical ideas.
Paul went on to comment that Delius’s piano music (which was not
edited by Beecham, presumably because it did not interest him) contains
hardly any markings at all, and often there is no indication of phrasing. In
the piano accompaniment of the cello sonata, for example, Paul had to go
through the music and add in phrase marks, noting that until one finds
where the phrases begin and end, it is impossible to bring the music off
the page and give it life.

Delius: Dance for Harpsichord (bars 5-9)

The voicing (the way that the notes in a chord are arranged or laid out) of
Delius’s chords is also very interesting. In the fifth bar of the Dance for
Harpsichord Delius has spread out two dominant sevenths, rearranging the
notes, to give the chords another completely different quality. Paul went
on to comment on Delius’s use of accented passing notes (notes which are
not part of the harmony but which fall on the strong beats of the bar),
playing another section of the Dance to illustrate this point.
We then heard music from the end of the Three Preludes. Paul
illustrated here how Delius loves adding the second and sixth notes of the
scale to his final chords, creating the feeling of a question mark hanging
over the end of many of his pieces.
To conclude his lecture, Paul Guinery played the Dance for
Harpsichord once again, in the hope that listeners would be able to hear the
music with a little more understanding of the harmony, and Delius’s
individual sound.
Paul Chennell

Paul Guinery’s CD Delius and his Circle, which includes the Dance for Harpsichord and the
Three Preludes, was released in 2012. It is available to members at a discounted price; for
more details, please visit delius.org.uk/newreleases.htm.
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DELIUS’S LIEBESTOD: THE FINAL TABLEAU OF
A VILLAGE ROMEO AND JULIET

Jeremy Dibble, Professor of Music at the University of Durham, discusses
Delius’s admiration for Wagner and his gradual assimilation of Wagner’s
methods of composition.
The lecture began with Professor Dibble’s observation that Delius’s
admiration for Wagner originated from his student days at Leipzig in the
1880s and the years directly afterwards when he had abundant
opportunities to hear all of Wagner’s music dramas during his visits to
Germany. His assimilation of Wagner was, however, a more gradual
process, and though it is evident in Koanga, one of the most important
works in the composer’s stylistic development, it was not until A Village
Romeo and Juliet that a fully-formed interpretation of Wagner’s methods
took shape. More importantly, Gottfried Keller’s novella gave Delius the
opportunity to explore the theme of doomed lovers in a musical canvas
that owes much to Tristan und Isolde as well as to other Wagner operas,
and it is a relationship that is underlined by the later addition of the
Szenenwechsel (scene change), The Walk to the Paradise Garden, composed in
place of the shorter interlude.
It’s worth bearing in mind than that until the momentous concert in
London in May 1899, Delius had not heard a note of any of his first three
operas. Yet such was the self-belief in the work that he was doing, and
indeed in the development of his musical language through the 1890s, that
he had already begun work on his fourth opera by the time that excerpts
of Koanga were being performed to a good deal of acclaim, as well as
bemusement, at St James’s Hall at the end of the century.
The choice of Keller’s novella was highly significant for Delius as it
marked a major step forward in his concept of opera. Whereas his earlier
works for the stage had essentially pursued the traditional elements of
external drama and plot, in A Village Romeo and Juliet he explored the
human condition on a more psychological level, in which the drama is
internalised as in Wagner’s Tristan und Isolde. Delius’s plot with its series
of pictures or tableaux, which he had begun to establish in Fennimore and
Gerda, is essentially simple with relatively little action, yet those moments
of discovery and reversal of fortune when they happen in the opera are
nevertheless charged with considerable emotion and power. Likewise the
main characters of the opera, the childhood sweethearts Sali and
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Vrenchen, are like Tristan and Isolde human archetypes of a more
fundamental philosophical narrative, one that parallels the hopeless love
of Shakespeare’s Romeo and Juliet amid their feuding families, but
concludes with the doomed lovers dying together in one last act of ecstatic
love and sacrifice, not unlike the Schopenhauerian liebestod of Tristan.
The Dark Fiddler is an anonymous character as are the vagabonds.
Only the chorus, which traditionally in opera plays a more distant
commenting role, has the air of reality. Much of the momentum of the
work is led by the orchestra which, again in the manner of Wagner’s
music dramas, is the principal vehicle of symphonic development. The
fabric of orchestral polyphony is built upon an elaborate network of
leitmotifs. In fact The Magic Fountain and Koanga both contain substantial
passages of orchestral music and leitmotivic material, which function to
illustrate internal and external action, such as the storm in the first act of
The Magic Fountain. But in A Village Romeo and Juliet the orchestra’s role is
significantly more overt in carrying the wordless narrative forward
suggesting, as Joseph Kerman has advocated, the case for a hybrid form of
symphonic poem in which Tristan leads the way. Indeed the presence of
the extensive interlude in between the fifth and sixth Tableaux, The Walk to
the Paradise Garden, a symphonic poem in many ways in its own right,
serves to accentuate this new concept.
It is also significant to note that the symphonic process, albeit derived
from Wagner originally, owes a great deal to the quintessential phase of
Delius’s creative evolution in the years between 1897 and 1900. In both
the last act of Koanga and the Seven Danish Songs it is already evident that
the aggregate of Delius’s relationship between voice and orchestra was
changing, in that the role of orchestra as an agency of music and
symphonic coherence was asserting itself as not just an equal partner but
one that was now part of a larger abstract presence, a factor that was
undoubtedly assisted by Delius’s acquaintance with Strauss’s large-scale
symphonic poems, and the composition of his own orchestral essays
notably Paris. This is highly significant by the time Delius embarked on A
Village Romeo and Juliet in 1897, completing both libretto and music by
1900. For in the opera it is possible to observe a transition between the
older Wagnerian concept of voices, orchestra and plot and a newer form
of presentment where the orchestra actually begins to dominate the sense
of dramatic momentum.
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In the first three scenes Delius’s operatic style appears to be in a state
of flux. It is here of course that the most traditional element of the plot,
the initial pastoral scene, the setting up of the feuding families and the
confrontation of Sali and Marti is enacted.
This part is more
conventionally dramatic in its musical rhetoric, particularly the end of the
third scene where Vrenchen exclaims ‘Sali Sali what have you done?’, and
the ominous conclusion in C minor sounds the note of tragedy. If there is
any action in Delius’s opera it is here. It is also perhaps significant that
Delius effectively encloses the first part of his opera within the tonality of
C. Professor Dibble played a musical example to illustrate this point.
But for the later three scenes of the opera Delius’s approach is rather
different, and it was this element one suspects that Cecil Gray, in his essay
on Delius for A Survey of Contemporary Music, criticised when he described
Delius’s opera as ‘hovering exasperatingly on the border of two worlds’.
‘It is certainly not a work,’ Gray contended,
‘that should be presented in a realistic manner − a wholly symbolic
rendering might not be wholly satisfactory either. There is at once too
much realism for the one and not enough for the other. For one thing
the orchestra plays a much more prominent role in the progress and
context of the plot.’

Gray argued that the dramatic element of the stage presentation only
serves to interpret and illuminate the musical action. Heseltine also
attempted in his characteristic manner, to the point of pugnacity, to
enunciate this sense of inversion in music and drama, in his biography of
Delius. ‘The orchestra is,’ he argued, ‘the music and programme’ which
episodically and lyrically is vocalised in a style which though
instrumental in origin is anti-declamatory in its delivery. This is
particularly apparent in the dream of Sali and Vrenchen, an extended
orchestral movement with chorus of the church, the carillon of bells and
the breaking of dawn; one of the most passionate parts of the whole opera.
One can perhaps very generally observe a parallel with the prayers and
dream scene at the end of Act Two of Humperdinck’s Hänsel und Gretel,
but the dramatic context here in Delius is rather different. This music is,
in more ways than one, central to the scene in which the voices provide a
surrounding frame.
The fifth scene provides a Nietzschean dance tableau of the fair, the
couple’s return to reality. In particular this music has much to link it with
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the waltz material of Paris and Life’s Dance, and is strongly influenced by
Strauss’s concept of symbolic development and programme. Originally
Delius linked this fifth scene to the last by a transition in E flat major of 54
bars, which begins in exactly the same way as the later interlude. What
Delius does this time is to work just one idea – the liebestod. If we
remember ‘see the moonbeams kiss the woods’ etc, we see that he works
that idea centrally; there is no reference to other material in the opera at
all. It is of course a through-composed structure that then introduces the
last scene, which begins with that wonderful part song for chorus also, of
course, in E flat major.
What is fascinating about the replacement of this shorter passage
with something so much more substantial and self-contained, The Walk to
the Paradise Garden, is that Delius was in one sense responding to the
practical request from Gregor in Berlin for something longer to cover the
change of scenery, but in another sense he was also responding post hoc –
he wrote The Walk around 1906 – a good five or six years after the
completion of an opera that he was still in his mind revising.
In composing the 132 bars of the new interlude or symphonic poem
as it is known today, Delius not only provided a major vorspiel, a kind of
prelude for his final scene, but he also proceeded to intensify the
internalised concept of the latter part of his opera. In one sense Delius
was building on the orchestral interlude idea that Wagner had pioneered
in Götterdämmerung – pieces of orchestral music to aid scene changes but
which also continued the symphonic transformation of leitmovic material
as reflected by the progress of the drama; Professor Dibble mentioned
Siegfried’s Journey to the Rhine and the Funeral March as further examples.
Delius’s tone poem inserted before the denouement provides a
massive challenge to a producer because, in many ways, the drama stalls
as we reflect on the tragic love story. Such is the power and the poetry of
the music itself that there is an enormous inbuilt danger that the final
tableau and its impact are pre-empted. Yet The Walk to the Paradise Garden
has a role as a vorspiel for the finale, referring much more widely to the
musical events from past scenes in the opera and giving a strong
indication of what is to follow. Indeed the leitmotif which represents the
cleaving of the two lovers together, which we hear embryonically in the
third scene of the opera, appears in The Walk to the Paradise Garden and in
the last scene, in a much more fully-fledged manner. Professor Dibble
then played a musical example to illustrate this point. Even more
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importantly Delius’s tone poem encapsulates and concentrates the conflict
of hopelessness and ecstasy which is quintessential to the last scene
through its adoption, on a smaller scale, of its tonal plan.
Though Delius has often been accused of formlessness and a carefree
attitude towards tonality, (charges by the way that Professor Dibble
strongly refutes), the keys chosen for the second half of A Village Romeo
and Juliet show just how carefully Delius approached his experimental
task. For example the fourth scene embarks in E flat but ends in a buoyant
E major. This tonality, E major, is hugely important to the cogency of the
musical argument as it progresses through the next two scenes. In the
fifth scene E major forms an important part of the dance, but it is in the
final scene that Delius’s emphasis on the tonality becomes clearer. It is at
the climax of the love duet that the liebestod, where the couple decide to
die together in one final act of bliss, that E major is given its full
accentuation before being abandoned for a final transition using the whole
tone music of the Dark Fiddler.
We were reminded that Delius had maintained he had not heard a
note of Debussy until after completing this opera. The music then leads
on to the act of self-sacrifice using a series of upward parallel ninth
chords. The couple are reconciled to their fate at which point Delius
executes his coup de maître, a dominant chord in C which should
conventionally resolve that key. But Delius takes us not to C but to B
major for the enigmatic bargemen and orchestral conclusion, the most
Tristanesque of tonalities and one that surely had significance for Delius
in this transformative context. Bearing in mind this scheme of larger
events, the through-composed canvas of The Walk to the Paradise Garden
assumes a new cogency. For in functioning as a vorspiel to the final scene
it not only recapitulates all the important thematic and leitmotivic strands
of the previous five scenes, it brings to the fore the two most important
ideas of the finale, ‘see the moonbeams kiss the earth’.
The first part of The Walk to the Paradise Garden begins in E flat major,
just like the opening of the final scene, and then of course we move to that
wonderful, lyrical central section at the centre and then marvellously at
the conclusion, where does Delius go? He doesn’t stay in E major; he
moves – after all this Dark Fiddler music – to a restatement of the main
theme of the intermezzo in B major: the big ecstatic moment in the music.
Written when the rest of the opera had been completed, The Walk was
clearly conceived as a piece that was not only practical as a Szenenwechsel,
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but also complimentary to Delius’s new model of stage work particularly
in the final three scenes. But as a standalone piece, which is how it is often
performed today, its success fully represents the essence of the composer’s
unique enunciation of the liebestod idea and his interpretation of Keller’s
poetic realism. Professor Dibble concluded his lecture with a performance
of the liebestod itself.

Paul Chennell

Frankfurt Opera is staging A Village Romeo and Juliet in June/July 2014; further information is
on page 120.


HOW I PREFER DELIUS TO BE CONDUCTED, AND A
LITTLE ABOUT WHAT CAN GO WRONG

Bo Holten, composer and conductor, outlines his views on the particular demands
that the music of Delius puts upon the performer, and gives examples of how
Delius’s intentions can be misinterpreted.
‘Listening to this fantastic music it’s a mystery why this is not worldfamous every day bread for all music lovers!’ Bo Holten followed his
opening remark with a comment on the many myths which exist around
Delius. One of them – that orchestral players do not like Delius’s music –
he refuted outright, based on his experience with the musicians he
conducts in Denmark. It is unfortunate that myths like this prevent
conductors programming Delius’s music, and Bo wondered how we
might change this, here in the UK.
Bo explained that, as an conductor, he had to make choices and
decisions all the time; some ideas are retained, and many are discarded.
As Paul Guinery mentioned in his earlier talk, Delius tended to notate
very little in his scores; Bo drew a comparison with the music of Carl
Nielsen, which was similarly lacking in instructions because, he believed,
Nielsen was happy to leave decisions on how his music should be
performed to the musicians. As we have heard, Delius himself was rather
incompetent as a conductor; perhaps he hardly knew himself what he
wanted?
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Bo then spoke about Delius and melody; there has been much talk
about his use of pentatonic and American melodies, as well as English folk
tunes. We all love these melodies but how should they be played?
Singing various Delius melodies to illustrate his point, Bo discussed the
use of rubato, particularly a special sort of Delian rubato, which is
impossible to notate, remarking that too much direction from the
composer could sometimes lead to an unsuccessful performance. He
mentioned the tune at the start of the Violin Sonata No 1, and
demonstrated how the second note of the phrase has to be a little bit
longer than notated. He spoke of a kind of consensus among Delius
interpreters, with which all are satisfied; Beecham was good at detecting
this and performing it, of course. Another example is the wonderful tune
from the ending of the Cello Concerto; Bo sang again to illustrate where
the emphasis should be, and this was contrasted with the typical approach
which might be taken with the music of older German composers.
Turning to the rhythm of Delius’s music, Bo explained that there is a
certain love in Delius of everything in triple time, and we heard part of On
Hearing the First Cuckoo in Spring to illustrate the point. The third beat –
the upbeat – is played a little more strongly; Bo said that if it is not done
this way, it will be heavy, dull, nothing! Another version was played to
show the natural way of achieving this in the Delian style. The third beat
is always slightly more accented, and there is no accent on the first beat,
but a slight accent on the second. Of course there are many other
possibilities but this was our speaker’s preference.
One of the most difficult of all pieces of Delius to conduct is Summer
Night on the River. We have all heard many performances, and there is a
real danger of the music sounding very slow and turgid; the whole thing
is rather drab and dull when mishandled. It happens very often in Delius,
as he loves this sort of slow movement in three. The trick is to do
something with the third beat all the time, feeling the music. The third
beat here is very much an upbeat and an accented note as in the Cuckoo.
This way you get this wonderful flow – what we call the Delian flow –
that everyone refers to, but this is not what is taught in conservatoires.
Bo Holten then went on to discuss harmony. In Delius’s music, which
is full of sliding harmonies, how do you judge which ones to dwell on and
which ones to leave very quickly for the next? It is a question of hedonism
really, and here we have a key word in the understanding of Delius.
Delius was extremely hedonistic in his life and also in his music.
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Hedonism is enjoyment of the fleeting moment; it is these little moments
that are so fantastic when they are captured in the music, often on the
second and fourth beats, or on the third of three. But how does one
combine hedonism with discipline? This is one of the wonderful things
about Delius’s music: it successfully joins together the fantastic mental
and intellectual discipline with this completely hedonistic approach, and
this has fooled all the musicologists for many years. How does Delius
achieve this wonderful coherence without using all the old tricks –
themes, sonata form, variations? When we hear very loosely structured
pieces in a wonderful performance we do not find them loose at all; it is
really the epitome of coherence. You hear this marvellous building of
wonderful sounds yet you can’t explain why. Delius somehow achieved
what most composers want to achieve – to write down improvisation. It is
written somewhere that some of the best Chopin pieces are written down
improvisations. Bo suggested that much of Delius’s music comes from
piano improvisation, and the writing down of this improvisation – a
wonderfully free way of creating, singing, doodling – however you want
to describe it.
Bo Holten gave us a few examples of what he regarded as good and
bad performances of Delius. The first was the opening of Sea Drift and we
were asked to note the melody in the strings. Listening to the first violins,
you actually hear the main tune of Sea Drift – you hear the wonderful
rhythmical roll of the sea waves. He then played a recording in which it
was not possible to hear the top melody very clearly, nor was the rolling
of the waves present. A third recording was played in which the rolling is
much more natural.
Next, we heard the introduction to the Song of the High Hills in four
different recordings. Considering tempo and momentum again, the first
had such a weak third beat that the momentum was lost. The next
example had much more to do with the energy of the mountains and did
have the sense of forward movement. The third example, also a modern
recording, had strong energy, but the energy dropped as the music moved
through each bar. In the last version, the same problem existed, but to a
greater extent such that Bo described it as ‘painful’. At this point, Bo
acknowledged that it could be considered tasteless of him to stand and
criticise his conductor colleagues, but he felt that it was necessary in order
for us to understand his meaning.
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Next we heard three very different beginnings of A Song before
Sunrise, one of Bo’s favourite pieces. First, an old recording, which is so
full of life and energy. It moves on all the time and it is wonderfully virile
and almost wild, having an intensity which is lacking in practically all the
modern recordings. The second was very lovely but it didn’t have the
energy. And the last was an example of how you can make a very light
trifle out of this piece, diminishing its scope. The tempo was almost the
same as the first example but the idea behind the piece, the energy and the
content was so much less; it is hard to define what makes it so.
We then heard a couple of examples of extremes of tempo. First, the
middle section of In a Summer Garden which Bo described as tricky for the
conductor. The river section portrays the river at Grez running slowly
through the garden; it is a summer river and they always run very slowly
but this should not necessarily mean a very slow tempo. Bo described this
performance as wholly unacceptable, and certainly not depicting a river!
At the other end of the scale is an almost contemporary recording, slowly
warming up with that wonderful horn figure. We then heard two other
examples of the very short introduction to On Hearing the First Cuckoo in
Spring in two very different interpretations. The first was pretty swift,
moving on very well and including a very good accent, but the opening
was misunderstood. At the other end of that spectrum is a recording
which ‘catches the composer’s dream’, in the words of Eric Fenby.
Bo Holten ended with two examples of a practice which has crept
into the performance of the allegramente section of the Cello Concerto. It is
not clear where the idea originated, but somehow, someone must have
decided that the tune towards the end of the work – one of Delius’s
greatest tunes – should be performed so quickly that the harmony cannot
be heard. He stressed the importance of harmonic rhythm, essential in the
understanding of Delius, and we heard another modern recording, which
is much better played but still much faster than it should be, with the
result that you cannot really grasp the wonderful movement in the middle
voices. On all of the earlier recordings there is nothing like this.
Bo Holten concluded his lecture by talking about a meeting he had
had with Eric Fenby in 1973 at the Royal Academy of Music. At one point,
during their long and entertaining discussion, Fenby went to the piano
and played the tune from the Cello Concerto, and they talked about
phrasing and Delius. Fenby commented on the prose-like quality of
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Delius’s tunes, and the way that they are always moving on, whilst
nonetheless being wonderful, lyrical and poetic.

Paul Chennell


TO FREDERICK WITH AFFECTION:
A JAZZ MUSICIAN’S VIEW OF DELIUS

Digby Fairweather, jazz trumpeter and composer, explains his abiding affection
for Delius, and illustrates how extended study of several of his major works
reveals an underlying, but highly focused, relationship with the melodic and
harmonic developments in the jazz music of Delius’s later years and beyond.
Digby began by thanking the Delius Society Committee and the Society
itself for its support. He said that jazz musicians tend to exist in a little
tiny hemisphere of their own; they are not generally known for their
intellect nor are they particularly recognised or acknowledged by the
public. Digby wondered if Frederick Delius, on his deathbed in 1934,
imagined he might one day receive the deep appreciation that Digby has
heard and seen and loved over the last day or so. He said that he found
the deep knowledge, the enormous devotion, the unquenchable
enthusiasm and the erudition of all the speakers and performers most
encouraging.
Digby’s father was a musician, a conductor of local orchestras who
took one lesson from Sir Henry Wood – just one lesson – during which Sir
Henry said to him, ‘You will never be a great conductor but you will
always be able to make the musicians do what you want them to’. Digby
is unsure of the distinction but, like it or not, Wood was right: his father
was not a great conductor. He taught cello and piano, and through his
work met Digby’s mother in 1932. They were married in 1938 and Digby
was born in 1946. His father was a great lover of music and was an
amateur in the true sense of the word. When Digby was very young his
father would come in and sing him a song to send him to sleep, and then
retire into his big lounge or sitting room upstairs at Hockley in Essex
where they lived, and on his superb hi-fi (he always had superb hi-fi even
when they could not afford potatoes) he would play, amongst other
music, the music of Delius. So under Digby’s bedroom door when he was
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only two or three, would float the sounds of Appalachia, Brigg Fair, On
Hearing the First Cuckoo in Spring, Hassan, Sea Drift – some of the lollipops,
but some of the lesser-known works as well.
When Digby was 12 they moved out of the big house at Hockley into
a big, old, 10-roomed timber mansion on the Essex marshes, near a little
thriving community called Paglesham. During those years from 1958 to
1975 Digby’s father continued his soirées with musical members of the
community, including Edward Greenfield, one of the editors of The
Penguin Guide to Classical Music. Edward was a wonderful man, who
would be listened to with something approaching reverence. As 78s
gradually turned into vinyl, the music continued to creep up the staircase
to Digby in his teenage years and beyond.
When Digby was 27 or 28, his father became ill and the soirées
ceased. At that time Digby gave up his job as a music librarian and
decided to take the plunge and become a full-time jazz trumpeter, which
meant that for quite a while Frederick Delius took a bit of a back seat in
Digby’s mind. However, about six years ago he was sitting in the garden
of an old friend of his, the jazz entrepreneur and sometime singer Liz
Lincoln. She had a pretty summerhouse in which was an old record
player with a pile of vinyl amongst which Digby discovered a selection of
works by Delius. He put on Fennimore and Gerda with that extraordinarily
strong melodic theme that opens it and that rang a lot of bells. To begin
with it was mercilessly stolen by a pop group called TLC in 1994 who
thought they had written a song called Don’t go Chasing Waterfalls; in fact
they hadn’t, Frederick had written it about eighty years before! But it set
Digby thinking how jazz-friendly Delius’s music was, with its strong
themes and fascinating chromatic harmony. It almost seemed as if Delius
had anticipated the development of jazz music by thirty or forty years.
A year or two later Digby paid his annual visit to the Birmingham
International Jazz Festival, which he has regularly attended for the last 27
years. There he found the Naxos reissues of the Beecham Delius saga,
which his father had played on his 12-inch 78s in Digby’s youth. He
bought them, took them home and for the next year or two, he played
them nightly as he went to sleep. Digby said that much as he loves Louis
Armstrong or Clifford Brown or any of the grand masters of jazz, the
substance of this music was so delicious and so very deep that he found
himself getting immersed in it.

52

DSJ 154

One evening, down at the Courtyard Theatre in Hereford with his
band and a singer, he enjoyed his usual drink at the bar with his good
friend, Chris Green, and somehow the subject of Delius came up. Digby
had no idea that Chris was a member of the Delius Society and Chris had
no idea that Digby was interested in Delius. So over a beer or two they
agreed that it might be fun if Digby was to write a jazz setting of some of
Delius’s music. Thus the delightful commission was set up. Chris was
kind enough to suggest that Digby might write a single piece for inclusion
in the normal show that he does with his band, Digby’s Half Dozen. But
when Digby finally got down to the business of putting the music
together, he realised that this would not do. The music that he had heard
as a child, that he continued to hear as he grew up, and the music that he
had now rediscovered, seemed to him to deserve a little more in the way
of serious treatment. The chance to write some jazz music based on the
music Digby’s father loved the best was, as Chris was kind enough to
point out, a sort of closure for Digby. Father and son had not always got
on about music, which was very sad but, fortunately, a year or so before
the older Fairweather passed away, they arrived at Louis Armstrong’s
very satisfactory conclusion: that there are really only two types of music,
good and bad!
So the score began to take shape – and was much more chaotic than
any of Frederick’s! Within the course of a year or so Digby had about
thirty minutes of music. When he and his band finally recorded it, under
the aegis of the Delius Society, they cut out a lot of the improvisation that
might have otherwise come in, to try and emphasise the music’s harmonic
subtlety. Digby explained that it was comparatively easy to score the
music based on the well-known pieces such as The Walk to the Paradise
Garden and Fennimore and Gerda, but when it came to On Hearing the First
Cuckoo in Spring he wasted at least fifteen pages of score paper, before he
tore it all up, and went to his two closest colleagues in the project, the fine
classically-based guitar player Dominic Ashworth, and his long time
musical partner Julian Marc Stringle, no doubt the best clarinet player in
this country now for both jazz and conceivably for some areas of classical
music. Julian was, in fact, the interpreter of Sir John Dankworth’s later
music when Sir John was a too unwell to play it for himself. When they
got together for their first rehearsal and the musicians opened up the
music for On Hearing the first Cuckoo in Spring, underneath it Digby had
written: ‘I haven’t heard one yet’. So Digby went into the studio with his
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friends Dominic and Julian; they put their heads together and decided that
the music would work well if it was played by just two instruments, solo
clarinet and guitar, and this is how it worked out. We then heard an
extract from the Suite.
Jazzing the classics was regarded for many years as the ultimate in
sacrilege between the jazz and classical circles. One of the things Digby
found so interesting about this conference is the way that gradually the
walls seem to be coming down. The marvellous talk by Bo Holten was
very revealing, particularly the fact that Delius in a sense seemed to
anticipate jazz rhythm. His rhythms tend to fall on two and four which of
course is what Duke Ellington described as hip. Snapping on two and
four makes the music move in the same way that Delius’s music moves
forward. Snap on one and three and you are the definition of a square! So
in a sense it might not be entirely sacrilegious to say that Delius’s music
swings. When Digby had written the Suite and they stated recording it –
which took some time − he did some research and found the following
quote from Delius in 1929: ‘the only way to for any man to write music is
to follow the line of his own feelings.’ He was amazed by the similarity in
thought between Delius and the great Louis Armstrong who said, four
years later and rather more simply, ‘In music man you don’t pose, never’.
Slightly less encouraging was this quote from Delius, again in 1929:
‘There seems to be a very prevalent belief that any Tom, Dick or Harry
has the right to tamper with a work of art, even to the extent of altering
it beyond recognition, and forcing it to serve a purpose its composer
never intended.’

By the time Digby came across this, they were into the third day of
recording and Digby could only imagine the spinning grave at Limpsfield.
He talked of Ken Russell’s film, which he liked very much, and the scene
in which Delius asked for a record of The Revellers to be played, singing
Old Man River. The Revellers were actually a bar room quartet, very
popular in the 1920s and, as you hear on the film, is a rhythmic little thing;
the harmonies at most go into three parts, if that, but it’s fun and it
somehow suggested that this wonderful, mighty creative genius might
have had those moments when he just wanted to have fun, and enjoy
something that wasn’t profound or intended to turn the earth upside
down. As a result, Digby felt rather happy at having included Old Man
River in his selections. This piece was composed with great love.
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Digby then spoke about the second half of his CD. During the 1900s
somehow there seems to have been a harmonic root that had set itself
down into various areas of popular music. Edward MacDowell for one,
Eastwood Lane, George Gershwin later; all seemed to work from a
particular harmonic base which owed quite a lot to Delius, as indeed our
very fine previous speaker pointed out. Later writers like Robert Farnon
dug deep into the Delius catalogue for techniques in string writing. Digby
spoke admiringly of Paul Guinery’s recent CD Delius and his Circle, and
said that it contained the piano transcription of the Dance for Harpsichord
which greatly resembled the music of Leon ‘Bix’ Beiderbecke, the jazz
cornetist. Bing Crosby once said that whilst he loved Bix’s cornet playing,
his piano playing revealed profundity that a single lined instrument could
not produce. Bix recorded four songs including In the Mist, Flashes in the
Dark and Candle Lights – lovely pieces transcribed for him because he
couldn’t read music, by Bill Challis, and on the second half of the CD To
Frederick with Affection there is a medley. Thanks to Paul Guinery’s artistic
generosity Digby was able to place Dance for Harpsichord between two
compositions by Bix Beiderbecke. With this the lecture was brought to a
close.

Paul Chennell

Signed copies of Digby Fairweather’s CD, To Frederick with Affection, are available for
purchase from his website: digbyfairweather.com. The Delius Society has a limited number
of CDs available at a discounted price to members; more details available on the Society’s
website: delius.org.uk/newreleases.htm.
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2012 – WHAT A YEAR!
The following is a transcript of a presentation given by Michael and Chris Green
at the New Cavendish Club on Delius’s 151st birthday, 29th January 2013.
The Background to 2012
A sub-committee was formed in the autumn of 2010 consisting of Martin
Lee-Browne, Roger and Lesley Buckley and chaired by Michael Green.
Additional specialist resource was soon recruited in the form of Chris
Green (Project Adviser), who subsequently joined the committee, and
Karen Fletcher of Archery Promotions (Publicity). Additional support
was provided by Katharine Richman, who set up the facebook and twitter
pages and Rosemary Radford, dealing with administration. The subcommittee set a number of key objectives:
• to get Delius played and recorded as much as possible;
• to make the website more informative and dynamic;
• to cultivate the musical media and tabloid press along with major
institutions;
• to recruit some new members;
• to hold some special events for members.
Finance would be a major issue and we were fortunate in that a previous
chairman, Rodney Meadows, had left a generous bequest to the Society. It
was agreed that, as the next anniversary would not arise until 2034, this
would be a worthy use for some of these funds. An approach to the
Delius Trust was also highly productive and the trustees generously
agreed to match the Society’s commitment.
How much Delius was actually played?
In 2011 just over 100 concerts took place containing one or more pieces by
Delius. In 2012 this rose to 233 concerts, and there must have been many
more that we did not hear about. Early indications suggested that
enthusiasm for programming Delius was continuing into 2013 with over
50 concerts already identified by late January.
The following list will show you which of Delius’s more important
compositions were most frequently performed:
Orchestral Works
The Walk to the Paradise Garden
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On Hearing the First Cuckoo in Spring
Brigg Fair
Paris
A Song before Sunrise

16
7
5
5

Concertos
Cello Concerto
Violin Concerto
Double Concerto
Piano Concerto

12
6
5
3

Choral Works
Sea Drift
Appalachia
Songs of Sunset
A Mass of Life
Hassan (complete)
Songs of Farewell

7
2
2
1
1
1

Chamber Works
Violin Sonatas – in B (7), No 2 (9), No 3 (6) No 1 (0)
The two most performed works were the Cello Sonata and the String
Quartet with 19 performances of each. Much credit here is due to Julian
Lloyd Webber and the Fitzwilliam Quartet for their many performances of
these works. Well over 100 orchestras included one or more works by
Delius in their 2012 programmes.
Of course there were some disappointments. Only one of the six
operas was staged: A Village Romeo and Juliet which was put on in
Karlsruhe, Germany and Wexford, Ireland. However in London there
were fine concert performances of this opera by Ronald Corp, and
Fennimore and Gerda by Ardente Opera under the direction of Julian Black.
But neither of the Dance Rhapsodies was performed nor was the Requiem or,
surprisingly, A Song of the High Hills.
The first significant event in the anniversary year took place in the
USA, appropriately in Florida. This consisted of several live performances
of Appalachia and Sea Drift from which a recording was made and issued
by Naxos.
Musical example: Appalachia ‘Oh Honey ...’, Leon Williams (baritone),
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Master Chorale of Tampa Bay, Florida Orchestra conducted by Stefan
Sanderling.
Making Contact
Our first objective was to let the world know that a special year was
approaching. Our Chairman had written to major orchestras and choirs in
2010 to advise them of the forthcoming anniversary, and now further
approaches were made to broadcasters (BBC Radio 3 and Classic fM),
Making Music, British Arts Festivals Association (BAFA) and the
Association of British Orchestras (ABO). The success of these approaches
was evidenced in several ways, for instance:
•
•

•
•

the huge increase in Delius performances during the run-up and
actual anniversary year;
Classic fM played an item of Delius on the hour, every hour on the
birthday and broadcast a complete concert from the Chetham’s
Delius Celebration;
Making Music, ABO and BAFA all promoted the year on their
websites;
BBC Radio 3 came up with four In Tune interviews, a Composer of
the Week feature and no fewer than an astonishing seven Delius
works featured in the Proms season, including the rarely
performed Eventyr, The Songs of Sunset and Songs of Farewell.

Musical example: An excerpt from the Proms performance of Eventyr,
BBC Symphony Orchestra conducted by Osmo Vanska
Publicity
Under the guidance of Karen Fletcher (Archery Promotions) new features
were added to the Society website. These included a 2012 page which
provided advice and assistance for performers, a page listing New
Releases, of which there were many, a Latest News feature and a complete
listing, regularly updated, of all known forthcoming concerts. Karen also
produced press packs and ensured that we had maximum coverage in
Music Magazines and the press.
Roger and Lesley Buckley are to be congratulated on their excellent
2012 leaflet, 10,000 of which were distributed to, and by, performers and
venues. They also produced a leaflet for the Study Weekend which was
widely circulated, and greatly contributed to the success of the event as
did the very high quality delegate packs. Lesley was responsible for a
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number of advertisements in concert programmes during the year.
Early in 2011 we were approached by the writer, lecturer and
broadcaster Jon Tolansky with the suggestion of a very interesting project.
He knew that EMI were planning to bring out an 18-CD set of their Delius
recordings, and he brought us in to look at the possibility of a jointlyfunded website to promote the CD set and the Delius anniversary year.
Thus the website Frederick Delius – Apostle of Nature was born and
masterminded by Jon Tolansky. The main features of the site were:
•
•
•
•
•

a comprehensive Delius Timeline with audio commentary by
Roger Buckley;
an illustrated introduction and overview of Delius’s music
provided by Paul Guinery;
Lyndon Jenkins talking about Beecham’s interpretations of Delius;
a talk given by Beecham in 1948 on A Village Romeo and Juliet;
a pilgrimage to Grez sur Loing undertaken by Jon prior to starting
on the project.

Musical example: An excerpt from Frederick Delius – Apostle of Nature.
John Tolansky in the garden at Grez sur Loing talking to Jean Merle
d’Aubigné, owner of the house, about a visit Beecham made to Delius,
followed by an excerpt from Song of the High Hills, with the Liverpool
Philharmonic Choir and Royal Liverpool Philharmonic Orchestra,
conducted by Charles Groves.
Special Events
There were a number of very special events during the year, commencing
with our celebration of the Delius birthday on 29th January. This
comprised a well-attended lunch at The Archduke restaurant, followed by
an afternoon concert given by the Philharmonia Orchestra, conducted by
Sir Andrew Davis at the Royal Festival Hall, which featured Brigg Fair and
a performance of the Cello Concerto by Julian Lloyd Webber. There was
then a showing of Ken Russell’s film, followed by a fascinating panel
discussion. What a pity that Ken himself could not be there as intended.
The next special event was a splendid marquee lunch at the Three
Choirs Festival on 26th July attended by 50 or so Society members and
friends with an entertaining and informative talk by Jeremy Dibble,
Professor of Music at Durham University. The Three Choirs programme
included performances of the Cello Concerto and Sea Drift.
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The Society’s AGM was held at the Queen’s Hotel, Cheltenham on
7th July, followed by a celebratory lunch and an evening concert in the
Town Hall which provided one of the highlights of the year – a rare
concert performance of the complete music from Hassan performed by the
Southbank Sinfonia and Wellensian Consort conducted by Neil Thomas.
The Cheltenham Music Festival also featured performances of On Hearing
the First Cuckoo in Spring, Summer Night on the River, Paris and In the Garden
of the Seraglio and a showing of John Bridcut’s biographical film, Composer,
Lover, Enigma.
But for many of us, the supreme highlight of the year was
undoubtedly Roger Buckley’s brilliantly conceived Study Weekend at the
British Library in September, Delius in 2012 – an International Celebration.
This was almost certainly the most ambitious project ever staged by the
Society and received universal acclaim from all those who attended.
The speakers were of the highest calibre and included Professors Tim
Blanning from Cambridge University, John Bergsagel from the University
of Copenhagen and Jeremy Dibble from Durham, along with Nora
Sirbaugh from the College of New Jersey, composer and conductor Bo
Holten from Copenhagen, composers Anthony Payne and Jerome Rossi,
the pianist and broadcaster Paul Guinery, the jazz trumpeter, band leader
and composer Digby Fairweather, film director John Bridcut, the British
Library’s Head of Music, Dr Richard Chesser and, of course, our own
much beloved President, Dr Lionel Carley.
The weekend also included two recitals. The first of these was given
by Dominika Fehér (violin) and Natalie Hyde (soprano) – both Delius
Prizewinners – with Robert Markham (piano). The second, which
included the first UK performance of Michael Djupstrom’s new work for
viola and piano, Walimai, which won the 2012 Delius International
Composition Prize (see below), as well as Delius’s Violin Sonata No 2, was
performed by Ayane Kozosa (viola) with the composer at the piano.
Musical example: Fennimore and Gerda, a movement from Digby
Fairweather’s Jazz Suite To Frederick with Affection.
The Delius International Composition Prize
This very successful competition was held for the first time in 2012 and
attracted an astonishing 73 entries, 20 of which came from abroad. A
distinguished panel of judges was led by Anthony Payne and the only
requirement was that the composition should be suitable for performance
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by a chamber ensemble alongside music by Delius.
The winner, by unanimous choice, was the young American
composer, Michael Djupstrom, who offered a work for viola and piano
called Walimai. The composer explained that 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 by Isabel Allende.
Musical example: the impassioned central section from Walimai, with
Milena Pajaro-van de Stadt (viola) and Michael Djupstrom (piano).
New releases
The anniversary year was a bumper one for new releases, among which
were a number which were sponsored or supported by the Society or the
Trust:
• Delius Orchestral Music arranged for two pianos performed by
Simon Callaghan and Hiroaki Takenouchi;
• Delius and his Circle – featuring works by Delius, Quilter, Scott,
Austin, Bax, Grainger, O’Neill, Warlock and Gardiner, performed
by Paul Guinery;
• Partsongs by John Ireland and Frederick Delius, performed by the
Birmingham Conservatoire Chamber Choir under Paul Spicer;
• The Complete Delius Songbook Volumes 1 and 2, sung by Mark
Stone (baritone) with Stephen Barlow (piano);
• To Frederick with Affection – jazz views of the music of Delius by
Digby Fairweather and Digby’s Half Dozen – commissioned and
funded by the Society;
• The four recordings of the English, French, Danish and
Norwegian Masterworks, wonderfully and refreshingly
performed by the Aarhus Symphony Orchestra and various
Danish Choirs conducted by Bo Holten;
• The Heritage seven-CD anniversary re-release of benchmark
Delius recordings;
• The Naxos recording of A Mass of Life with The Bach Choir,
Bournemouth Symphony Orchestra, Janice Watson, Catherine
Wyn-Rogers, Andrew Kennedy and Alan Opie, conducted by
David Hill;
• A further Naxos release of Sea Drift and Appalachia performed by
the Florida Orchestra, with baritone Leon Williams and the
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•

Master Chorale of Tampa Bay, conducted by Stefan Sanderling;
The Romantic Cello, a selection of music for cello and piano
including the Cello Sonata and Caprice, performed by Philip
Handy with Robert Markham.

Other releases include the magnificent EMI 18-CD Delius 150th
Anniversary Edition box set, Chandos recordings featuring Paul Watkins
performing the Cello Sonata and Cello Concerto and (with Tasmin Little)
the Double Concerto, Julian Lloyd Webber’s arrangements of Evening
Songs, Raphael Wallfisch with John York performing the Grieg and Delius
complete works for cello, and Sir Andrew Davis’s recording of Appalachia
and Song of the High Hills.
Musical Example: The princess dances from The Enchanted Palace by
Frederic Austin, played by Paul Guinery (piano) from Delius and his Circle.
Festivals
During the year many festivals featured the music of Delius. Overseas, his
music was heard in France (Grez), Norway, USA (Danville and Florida).
Ireland (Wexford), Newfoundland (Tuckamore) and elsewhere.
At home, festivals included the English Music Festival, Cheltenham
Festival, Three Choirs Hereford, Bromsgrove, Edinburgh (A Mass of Life),
The Lake District Festival, Lichfield, Ealing, Carlisle, City of London,
Buxton, Fishguard, Church Stretton, and Rye.
In Ealing there was a very ambitious Delius & Dickens Festival which
featured some enterprising concerts including one provided by the Bridge
String Quartet. It deserved better audience support.
Musical example: a passage from Delius’s String Quartet (second
movement), played by the Bridge String Quartet
The year finished in style with a major Delius celebration on 17th-20th
October, presented by Chetham’s School of Music in Manchester, and
sponsored by both the Trust and the Society.
The first concert took place in Manchester Cathedral and was given
by Chetham’s Sinfonia, members of the Hallé and Liverpool Youth
Orchestras, and Chetham’s Chamber Choir conducted by Dane Lam. The
programme featured the Irmelin Prelude, Grieg’s Norwegian Dances, the
choral works Midsummer Song and On Craig Ddu, and an outstanding
performance of the rarely heard Paa Vidderne melodrama narrated by
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Jonathan Keeble. The concert was introduced by Lionel Carley.
The following day many of us travelled over to Bradford for an early
evening Civic Reception in the City Hall. We were formally welcomed by
the Lord Mayor and Lady Mayoress, and Lionel Carley responded. There
was then a reading of Andrew Mitchell’s touching poem Delius.
The evening concert, in St George’s Hall, was given by Chetham’s
Symphony Orchestra conducted by Stephen Threlfall, with Raphael
Wallfisch (cello) and members of Chetham’s Chamber Choir. We heard a
notable rendering of some of the less-familiar music from Grieg’s Peer
Gynt followed by a moving performance of the Cello Concerto, and
concluding with the Florida Suite. The conductor coaxed wonderfully fresh
and mature performances from the members of the orchestra and no
concessions needed to be made on account of their tender years. The
concert was repeated the following evening at the Royal Northern College
of Music
Musical example: A brief choral passage from Grieg’s Peer Gynt
performed by Chetham’s Chamber Choir (taken from the broadcast of the
concert on Classic fM on 31st October 2012).
The Chetham’s celebration concluded with three events in the magnificent
new Carole Nash Recital Hall. A splendid cello masterclass given by
Raphael Wallfisch was followed by The Delius Society Performance Prize
event, in which we heard some fine piano and string playing. The prize,
however, went to the exceptional young baritone Jon Stainsby for his
performance (in Norwegian) of Seven Norwegian Songs.
Jon was
subsequently booked to perform this work again in a Prize-Winner’s
Recital at the Steinway Hall on 7th March (reviewed on page 110).
The closing recital provided more fine performances by Raphael
Wallfisch, accompanied by John York, playing Romance, Caprice and Elegy
and the Cello Sonata along with Grieg’s Allegretto (from the Violin Sonata)
and the very demanding Cello Sonata in A Minor.
Musical example: a passage from the Cello Concerto, performed by
Raphael Wallfisch with Chetham’s Symphony Orchestra conducted by
Stephen Threlfall (taken from the broadcast of the concert on Classic fM on
31st October 2012).
Finally, mention should be made of the very impressive outreach work
carried out with schools in Bradford and Manchester, involving several
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hundred young people who were exposed to the life and music of Delius.
The Delius Trust
The work of the Trust proceeds quietly and efficiently and has been
supporting worthy Delius causes over many years. Without the Trust’s
very considerable support for performers and performances during our
anniversary year our celebrations would have been greatly diminished,
and its financial contribution to the Society has made possible many
projects which otherwise could not have been undertaken.
It is well worth summarizing here some of the fifty or so projects
which have benefitted from Trust support during the year:
Recordings
The Bach Choir A Mass of Life
The Aarhus Masterworks series conducted by Bo Holton
The St Petersburg Florida Orchestra Sea Drift/Appalachia
Opera performances
A Village Romeo and Juliet in Germany and Wexford
Fennimore and Gerda concert performance in London
A Village Romeo and Juliet concert performance in London
Festivals
English Music Festival
Buxton
Fishguard
Cheltenham
Hereford Three Choirs
Festivals in Norway and Grez
Malcolm Arnold Festival
London Song Festival
Concerts
Worthing Symphony Orchestra
Cheltenham Symphony Orchestra
Croydon Symphony Orchestra
St Giles Orchestra
Philharmonia Orchestra
Orchestra of the Swan
Sampson Orchestra
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Royal Scottish National Orchestra
New London Orchestra
Bournemouth Symphony Orchestra
Epsom Symphony Orchestra
Huntingdon Philharmonic Orchestra
Bristol Concert Orchestra
Individual Performers/performances supported
Fitzwilliam Quartet – at least 17 performances of the string quartet
Midori Komachi – Delius & Gauguin (with performances of the violin
sonatas in London, Cambridge and Tokyo)
Villiers Quartet
Bridge Quartet
Madeleine Mitchell
Musical example: Madeleine Mitchell (violin) performing part of Legende
(live In Tune performance).
Musical example: Ardente Opera’s Fennimore and Gerda at St John’s,
Waterloo. Short extract from the opening of the seventh picture.
Summary – the future
It really has been a splendid year, with over 250 concerts and
performances, including a number of rarely performed works. We
received generous support from both the BBC and Classic fM with a
major presence at the Proms and leading festivals such as the English
Music Festival, Edinburgh, Cheltenham, Three Choirs, Ealing and a
special Bradford and Manchester Chetham’s Celebration.
The John Bridcut Film, Composer, Lover, Enigma, commissioned by the
BBC, both complemented and enhanced our image of Delius as portrayed
in Ken Russell’s fine film covering the later years. We now encountered a
young, virile, globe-trotting Delius in all his glory and were provided with
a fuller picture of the earlier years.
Notable achievements were the Society’s first ever Composition
Prize, the first ever commission of a new work (Digby Fairweather’s To
Frederick – with Affection), an increase of over 50 new members, a hugely
improved website and successful introduction of facebook and twitter
pages, and magnificent bumper issues of the Journal.
As an ageing Society looking to the future, one of our key objectives
has been to make ourselves attractive to younger people. Although we
DSJ 154

65

can’t take too much credit for it, this has been achieved in several ways,
notably through the extensive outreach work undertaken in collaboration
with the Chetham’s Delius Celebration. To conclude our year, Chris
travelled to Bradford on 7th December for one of the final events which
took place at the German Church, now known as the Delius Arts Centre,
and was hosted and funded by a local Arts Group called Artworks.
The event featured a specially-commissioned musical movement and
text-based performance piece to commemorate Delius’s birth. The piece
explored the various tensions in Delius’s life which impacted on his
compositions – it also explored Delius’s relevance to Bradford today with
sound bites from members of the community taken at a number of sites
associated with him and his family (for a full account, see page 67). A
very contemporary way to finish the year – a new piece performed to a
new audience of young people. We must hope that through events of this
kind we really can draw in a future membership to keep our society alive
and well.
Musical example: Prelude to Margot la Rouge performed by the Aarhus
Symphony Orchestra conducted by Bo Holten.
Michael and Chris Green
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BRADFORD CELEBRATES DELIUS
Between August and December 2012, following a commission by Artworks
Creative Communities, Bradford-based musician Seth Bennett and dancer
Chemaine Cooke created a mixed media performance piece as part of the city’s
celebrations of Delius’s 150th anniversary. Estelle Cooper, Marketing and
Events Officer at Artworks, gives an introduction to the Delius Arts and
Cultural Centre and the background to the commission, and Bennett gives an
account of the creation of the piece, and its connection with Bradford’s past and
present.
The Delius Arts and Cultural Centre is a cultural hub for the community
based in the centre of Bradford, a Northern city in the UK. It is quickly
establishing a strong reputation for offering an alternative take on the arts
scene and is attracting a very diverse range of audience and creative
talent. In 2012 the Centre was visited by over 2,000 people who attended
its various events and workshops.
The Delius Centre is the home of arts charity Artworks Creative
Communities, an organisation that believes in the power of art to bring
about social empowerment and change through engagement, learning and
participation. The Centre is based in Frederick Delius’s family church (a
Grade 2 listed building), the interior of which was recently used in the
BBC4 documentary Delius: Composer, Lover, Enigma.
The current German congregation is very proud of its Delius
connections and was very supportive of the Centre expanding its reach to
attract a more diverse audience. In 2012 a pilot arts programme was
developed, showcasing a variety of public events and classes using the
Centre very much as a test bed for modern contemporary ideas in dance,
performance, music and visual art.
Artworks received funding to develop the Delius Centre and invest
in equipment, workshop development, pilot schemes and performance
tender opportunities. To celebrate the 150th Anniversary Artworks
developed a tender for a collaborative performance piece, which had to
involve at least one musician, to explore the life and work of Frederick
Delius and present this to a modern audience.
The successful bid was from two local artists: jazz musician and
composer Seth Bennett and modern, space responsive, dancer Chemaine
Cooke.
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The specially commissioned musical movement installation and
performance piece, entitled FRITZ – A System of Weaving, explored the
various tensions in Delius’s life which impacted his compositions, as well
as the relevance of Delius in today’s Bradford. It included material
generated by the artists’ responses to various sites in the City associated
with him and his family, as well as improvisations based on his works.
The durational piece concluded after 2 hours of looping and
evolution, captivating a constant audience of 60 in the small church space,
backlit by the window triptych donated by the Delius family so many
years ago (illustrated on p 73).
Estelle Cooper


My first involvement with this project, and indeed, the beginnings of a
deeper awareness of Delius’s work, was a result of seeing an
advertisement on Artsjobs; the usual freelancer’s hustling for work led me
to a composer I had only been dimly aware of as a famous son of
Bradford. We applied for, and won, a commission to produce a
performance piece to form part of Bradford’s celebration of Delius’s 150th
anniversary. The next step was to start research.
Chemaine Cooke, my partner in the endeavour, created a mechanism
for generating abstract material from quite concrete responses to stimuli
related to Delius’s life. This was especially useful to us, as we would be
working in different disciplines; Chemaine is primarily a dance artist,
whilst I am an improvising musician. Abstraction helped us because it
meant we could use the same material in different media; one of the
striking things I have found when working with dancers is in fact how
difficult it is to work across genres. Despite the fact that dance and music
are so closely linked, their respective languages do not always gel as easily
as one might suppose.
Chemaine’s method was as follows. We travelled around Bradford to
various locations associated with Delius’s time in the city. After absorbing
and reflecting on our immediate responses to each location, we answered
a (deliberately vague and open-ended) question at each location, our
answers having to be in sentences limited to a series of ascending prime
numbers; the first answer was a one-word sentence, the second a two68
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word sentence, the third a three-word sentence, the fourth a five-word
sentence, and so on. The locations we visited were all associated with
Delius and his family.
Our starting place was his birthplace, and his childhood home,
opposite. Number 3, Claremont, a now derelict plot on a once grand
street near the University, has an interesting personal relationship for me,
as it was once a travellers’ site, where a lot of friends of mine lived in the
early nineties. After reflecting on the fact that it is now a car park, with the
only remaining points that Delius would recognise being the gate posts of
the original house, we crossed the road to number 6, where he was born.
Here, we answered the question ‘What have we lost?’, and then moved
slightly further down the hill to what is now the Delius Centre, which, in
its role as an arts centre, had commissioned our piece. The building’s
original purpose was as a church to serve the German/Prussian immigrant
community from which Delius came, and was built with contributions
from his father. Here we noted his relocated gravestone in the
churchyard, before answering our second question and then moving on to
Bradford City Hall. Chemaine had mentioned an idea that became central
to our piece, and the City Hall was its seed. She got us both thinking
about what we shared with Delius; what is still here in the landscape of
the city that he would have known. The chiming of the town hall bells is a
sound that Bradfordians of today know intimately, and Delius would
have heard the bells as a child and young man. We were intrigued by the
idea that we share the same city, with only time separating us. After
answering our third question, we moved onto St George’s Hall.
We chose St George’s Hall because Delius’s father was on the
organising committee that built the hall, and donated a large chunk of the
money needed to build it. We knew that he had resisted Frederick’s choice
of profession, while obviously valuing music enough to build Bradford
one of the country’s best concert halls (in the long tradition of
Bradford/Leeds rivalry, St George’s Hall is often cited, as it is generally
held to have a much better acoustic than Leeds Town Hall). We were
lucky enough to stumble on a coffee morning in the basement bar of the
hall, where we recorded one of the mini-interviews which formed the
background of our piece (see below). We used a sculpture based on a leaf
skeleton which is outside St George’s Hall as inspiration for our answers
here, and a plaque on that sculpture ended up having a great effect on the
piece as a whole. It is a quasi-Nietzschean quote taken from Delius’s
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Requiem, which speaks of nature and eternal recurrence:
‘The woods and forests are full of silence, ripeness bids death come.
Eternal renewing, everything on earth will return again, ever return
again’.

Our last destination was Caspian House in Little Germany, which was one
of Delius Sr.’s places of business. After answering our last question, we
had the basis of the material we used for our piece. We re-arranged our
answers randomly into a 3 x 3 grid, and then took each box of the grid as a
separate unit of material. We ended up with groups of random words,
which could then be used to generate either music or choreography. In
this way, we created original abstract material that had a direct personal
relationship with Delius, and with his/our city.
I was also keen to incorporate actual musical material from Delius’s
oeuvre, and to that end, I started transcribing various isolated phrases from
his music, with a view to using them as a basis for improvisation. I was
struck by how ‘jazzy’ a lot of Delius’s melodic and harmonic ideas are. It
is not immediately obvious from a first hearing how much Delius’s music
resembles modern jazz improvisation practice, but as I studied it I realised
that his music is full of pentatonic-based melodic ideas, and he often
transposes the same melodic ideas chromatically, an idea that is also very
common in the work of John Coltrane, Sonny Rollins, Herbie Hancock,
and other giants of modern jazz. This was a happy discovery for me, as I
realised I could use improvisational tools with which I was already
familiar, and still represent Delius’s conception fairly faithfully.
As the ideas behind the ‘...ever return again’ quotation took hold, we
began to see that our piece would need to be durational, and circular in
form, so that it would make sense to a viewer no matter where they joined
the progression. We used Delius’s investment in nature as an inspiration
to model the circle; the eternal renewal of the pattern of the seasons, and
by extension, the seasons of the year as a metaphor to describe the seasons
of Delius’s life itself. Spring was represented by his time in Bradford and
Florida, Summer by his time in Vienna and Paris, Autumn by his healthful
time in Grez sur Loing, and Winter by the illness at the end of his life.
Once we had come up with this form, it gave us the music on which to
base my improvisations. We used the Florida Suite for Spring, Paris – The
Song of a Great City for Summer, the Double Concerto for Autumn, and the
Requiem for Winter. With these four cardinal points, we could then
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arrange the material generated by the grid (‘System of Weaving’) in
between each point, and that gave us our structure.
Aside from the material in the structure, one of the main ingredients
of our piece derived from some initially negative misgivings we had about
the project as a whole. Both of us, Chemaine a native and I, a recent
arrival in Bradford, have a deep love of the city and, as we investigated
Delius’s life, began to find that he didn’t share that love. We began to
worry about the ethics of Bradford claiming and celebrating a famous son
who, in fact, didn’t care for the city at all, and left it as soon as he could,
never to return. Should we be celebrating someone who did not care for
us? We felt that his anniversary ought to be celebrated in the city of his
birth, and we had, after all, taken on a commission to produce a piece of
work to do just that, but we felt we had to find a way of reconciling this
apparent disjunction. We came up with the idea of recording interviews
with people around Bradford, and playing them at random through a set
of eight speakers arranged around the church, so that the sonic
background of the piece became Bradfordians speaking about Delius. We
augmented our pre-recorded interviews with recordings of people who
came to the performance on the night. We used a computer programme in
common use by many contemporary composers, Max MSP, to randomly
assign interview recordings to one speaker at a time, so that the audience
was surrounded by Bradford voices speaking about Delius. Our idea was
that we wanted to represent Bradford’s views of Delius now, and the
range of responses we got addressed our concerns perfectly, from Tasmin
Little’s father, who is a great lover of Delius, right to people whose
response was basically ‘Who?’. We felt that we managed to show Delius’s
position in the life of the modern city quite faithfully, while
simultaneously addressing the problems we had with blindly pretending
that Delius’s relationship with the city was not slightly problematic for
contemporary Bradfordians. If he had a complex relationship with his
birthplace, well, his birthplace had a complex relationship with him.
As we investigated his life more deeply, we came to realise that his
neglect of Bradford, and indeed ‘Englishness’ was much more
complicated than simple disdain. As I learnt and improvised around his
music, I began to relish the idea of playing such lush, sensuous music in
the austere surroundings of the German Evangelical Church (now the
Delius Centre), a building built by Prussian protestants who had a deep
distrust of pleasure, and a puritanical work ethic; virtue, for them, lay in
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industry and commerce, and the often almost licentious nature of Delius’s
work would have been anathema to many of them. It felt extremely
transgressive to be playing his music on the piano that would have only
ever been used for bashing out stolid hymns for worship, especially when
I was working on his Requiem, an avowedly anti-religious piece, which
explicitly celebrates sexuality and nature. Through this transgression, I
came to realise what Bradford must have represented to the young Delius.
Bradford was his father’s desire for him to join the family firm, his
community’s buttoned up puritanism, the opposite of the life he evidently
wanted to lead. Through this lens, I was able to understand and so
‘forgive’ his abandonment of and disdain for a city I love.
On the night, we managed three complete circuits of the piece, being
interrupted by the end of our two-hour session in the middle of the fourth
repeat. The end of each cycle was signified by a shower of leaves floating
down on the audience, intended to echo the death and rebirth theme of
both our piece and Delius’s Requiem. These leaves joined those we had
spread on the dance floor of the piece, which were in turn being
constantly rearranged, both by the fans we had placed about the space,
and by Chemaine’s feet as she danced around the space. The repetition of
the cycle yielded new aspects of the piece which we had not anticipated.
Quite apart from the sheer hard work of improvising for two hours solid,
each time the material came around, I found I approached it slightly
differently, the music showing different aspects of itself to me each time I
played it. I was really pleased to notice this happening, as I felt it gave a
forward momentum to the piece, even though it was cycling through a
series of repeats. One of the delights of improvisation is the material’s
capacity to surprise the artist during performance, and we both felt that
that had happened for us in this piece.
I left this commission, and look back upon it now, with a newly
discovered appreciation of Delius’s work, and with a deeper
understanding of the city I live in. I learnt a great deal about one of the
very first waves of immigration into this city of immigrants, which helped
put the latter waves in context, and framed the city in a different light for
me. In addition, I got to indulge in a personal love of mine, the Bohemian
Paris art and music scene of the late nineteenth century, with all of its
absinthe-fuelled debauchery. And most importantly for me, I got to know
the music of a major figure of the early twentieth-century English music
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scene, although he would have strongly objected to my description of him
as such.
Seth Bennett



Seth Bennett and Chemaine Cooke in FRITZ – A System of Weaving
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REMARKS ON DELIUS’S VIOLIN TEACHER,
CARL DEICHMANN
Karl Traugott Goldbach gives an insight into the musical career of violinist Carl
Deichmann, one-time teacher of Delius.
In a former issue of this Journal Alec Hyatt King reported that he recalled
the name of Delius’s last violin teacher, Carl Deichmann, from another
context, when he was re-reading Heseltine’s book on Delius. Actually, he
found the name of this violinist when he examined concert programmes in
a collection by Barclay Squires in the British Museum.1 It was a similar
coincidence when I conducted research on Carl Deichmann, who
belonged to the numerous violin students of the eminent German violinist
and composer Louis Spohr (1784-1859). It was in this context that I found
King’s article on Deichmann and the link to Delius. Thus I am able to
complement the information given by King.
When King looked for sources about Deichmann he did not find
anything in the usual reference works.2 For that reason he deduced
Deichmann’s date of birth and date of arrival in England from the
obituary in the Musical Times (1908):
On July 5, Carl Deichmann, aged eighty-one. For nearly sixty years Mr
Deichmann has been known as a leading violinist in England. At the
Wagner Festival, held at the Royal Albert Hall in 1877, under the
direction of Wagner, he shared the leader’s desk with August Wilhelmj.
His life-long friendship with Dr. Richter began at this time.3

From this King concluded that Deichmann was born in about 1827 and he
suggested that Deichmann came to England during the upheavals of 1848.
Fortunately other obituaries were a little more detailed. The German
journal Die Musik and the French Le Ménestrel stated that Deichmann came
to England in 1848 after his studies with Spohr, Ernst and de Bériot.4 In a
list of Louis Spohr’s students ‘Deichmann, Karl, aus Hannover, 1842’ is
mentioned.5 Most of Spohr’s pupils started their studies with him at the
age of 15. If Deichmann was 15 in 1842 this fits in with the probable date
of birth of 1827. In his history about the Hannover court theatre Georg
Fischer claimed that Deichmann was 15 when he gave a concert in
Hannover in 1844.6 Presumably this age was given as part of the concert
marketing: a 15-year-old boy can just barely serve as a wunderkind, a 1774
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year-old young man cannot. Instead of a correct date of birth Fischer
provides another piece of information: Deichmann was the son of an
army officer. Indeed, another Carl Deichmann served as cavalry captain in
Hannover; he was perhaps the violinist’s father.7
Most of Spohr’s students stayed with him at least six months, if not
up to three years. Maybe Deichmann’s concert in Hannover in 1844 took
place just after he had finished his course with Spohr. When he gave
another concert in Hannover in 1847, the Neue musikalische Zeitung für
Berlin notified that Carl Deichmann had been instructed by Charles de
Bériot in the meantime.8 A report about Deichmann’s 80th birthday
celebration only refers to him as a pupil of Bériot, not of Spohr or Ernst.
Like the obituary in the Musical Times this report also stated that
Deichmann moved to England in 1848.9 We do not have any information
about his studies with Heinrich Wilhelm Ernst. Nevertheless both Ernst
and Deichmann sometimes participated in the same concerts in London,
for instance on 9th May 1849, 11th June 1855, and 22nd June 1855.10 It is
conceivable that regular encounters between Ernst and Deichmann later
led to the idea that Deichmann was a pupil of Ernst.
As mentioned before, it seems that Deichmann moved to London in
1848. King suggested that Deichmann’s emigration was caused by the
upheavals of 1848, but he also stressed that this is only conjecture.11 The
emigration wave caused by the German March Revolution did not begin
before summer 1849, when the German governments put down the
uprisings. But Deichmann obviously gave at least one concert in London
in July 1848. At this particular time he did not take up residence there:
‘We have no doubt that next season, when Deichmann purposes visiting
London again, his talent will become more generally known.’12

In the next years he stayed by turns in London and in Europe. He
participated in concerts in his home-town Hannover (February 1849),13
Cologne (11th November 1849,14 before 5th October 1850,15 before 6th June
1854),16 Leipzig (6th and 10th December 1849,17 29th January 29 185218),
and in London (9th May19 and 8th June 1849,20 May 1850,21 12th22 and
26th23 June 1851). On 19th March 1853 the Rheinische Musik-Zeitung
reported that Deichmann began a tour to Belgium with the singers Mr and
Mrs Graumann-Marchesi.24 In summer 1853 he visited Latvia (concerts
14th May in Mitau25 and 2nd June in Riga26). Furthermore in 1852 and
1854 he took part in private music parties in Brussels.27
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It seems that Deichmann settled in London in 1854. Since that time
we only know of two instances that Deichmann stayed outside Great
Britain: in 1859 he and some other musicians from London gave a concert
at Boulogne (probably Boulogne-sur-mer).28 In 1870 ‘the London resident
players, Herr Deichmann, Herr F Ries, and Herr Ludwig took part’ in the
Beethoven Centenary Celebration in Bonn.29
According to London newspapers and musical journals since 1855,
and especially in 1857, Deichmann was a regular participant in chamber
concerts of other musicians. Moreover, he himself organised annual
concerts for his own benefit. It seems that he was never a regular member
of a permanent orchestra, but often played in temporary orchestras. For
instance, he was the principal second violin at the Wagner Festival in 1877
(but not the leader as was stated in the obituary quoted at the beginning of
this paper).30 In 1873 he was the leader of a band of fifty performers which
gave concerts at the international exhibition.31 In the absence of Joseph
Barnby, the director, Deichmann conducted the concerts.32 This project
presented something new to the London audience:
‘To propose giving a classical orchestral concert every day, for more
than six months, in a huge building on the outskirts of London, must
have struck not a few timid or very practical souls as little short of
madness [...] The public came or stayed away – more often stayed away
than came – but every afternoon Mr Barnby or Mr Deichmann was in
attendance, with his orchestra, and the prescribed work was done as
carefully as though the Hall had been full. Who can tell us how great
the influence of this unfaltering purpose? It brought a new element
above and beyond the question of pecuniary gain, and taking music into
account before aught else [...] Their true and legitimate results will
appear when daily orchestral concerts are a permanent feature in the
musical world of London.’33

According to Philip Heseltine Delius studied the violin with Deichmann
when he attended the International College at Spring Grove, Isleworth,
from 1878 to 1880.34 In King’s opinion this information is a paraphrase of
a verbal report by Delius,35 but unfortunately Delius, as far as we know,
never referred to Deichmann again. We know of at least two other
students at the same time, not at the International College but at another
college near London, the Royal Normal College and Music Academy for
the Blind. This school, founded in 1872, gave blind pupils a musical
training so that they would be able to earn a living as music teachers or
76

DSJ 154

piano tuners. In 1877 the school established a string quartet composed of
Carl Deichmann, Wilhelm Wiener,36 William Henry Hann,37 and Hugo
Daubert:
‘The weekly performances of this quartette with, and for, our pupils, will
afford them the best facilities for ensemble playing, and will make them
acquainted with the chamber music of the most eminent composers.’38

Nevertheless, as part of the teaching staff Deichmann is only mentioned in
1880 as a professor of ‘Violin, Harmony and Counterpoint’.39 From 1881
on there was no professor of violin at this school and the teacher for
harmony and counterpoint was H C Bannister.40 In 1878 Deichmann is
mentioned just as part of the ‘Professional Quartette’,41 and in 1879 there
are no lists of music teachers at this school at all.42
Arthur Cass Stericker (1861-1915), who entered the school in
September 1879 and left in January 1881, received lessons in harmony and
counterpoint from Deichmann. When he finished school, Stericker served
as organist and choirmaster at Row Parish Church and from September
1888 at Finnart U P Church in Greenock.43 In 1900 he became organist at
the South United Free Church in Aberdeen.44 He was a member of the
Braille Notation committee and was also the inventor of a music notation
system alternative to Braille.45
Alexander Prince of Hesse (1863-1945) attended the same school from
autumn 1878 to 1880. The works he studied there may give a clue to the
contents of the lessons Delius received from Deichmann, too. According
to Ralph Philip Ziegler’s monograph on Alexander, he studied
Beethoven’s Romance in F major and Bériot’s 2nd violin concerto.46
Actually he played Beethoven’s composition at a concert of the college on
19th November 1878 in the St James Hall, accompanied by an orchestra
led by Deichmann and conducted by Hans von Bülow.47 In the college’s
musical examination on 3rd June 1879 he played Pierre Rode’s Air with
variations Op 10.48 Moreover he and his teacher performed a violin duet by
Spohr in the college’s concert on 9th July 1879.49
We find these compositions in the repertoire of Deichmann himself,
too. He played a Romance by Beethoven in a concert in 1886,50 although we
do not know if this was the Romance in F, Op 50, as performed by Prince
Alexander, or the Romance in G, Op 40. Deichmann also performed an Air
varié by Rode in a concert on 16th February 1874.51
An important part of Deichmann’s repertoire was music by Bériot.
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Although there is no evidence that he ever performed his teacher’s
complete concerto No 2, Op 32, Deichmann played the second (Andantino)
and third (Rondo russe) movements of this very concerto at least twice in
1864 and 1865.52 Additionally Deichmann played the slow movement to
illustrate a lecture for the Young Men’s Christian Association in Exeter
Hall in the winter of 1858/59.53 On 12th December 1849 he performed
another violin concerto by Bériot, No 5, Op 55, at the Gewandhaus in
Leipzig.54 Some days earlier, on 20th November, he also played a violin
concerto by Bériot at the first Gesellschaftskonzert in Cologne, perhaps the
same concerto No 5.55
In Great Britain Deichmann apparently
concentrated not on Bériot’s concertos but on virtuosic duos for violin and
piano he composed jointly with eminent pianists such as ‘Benedict and
Bériot’s duet, for piano and violin’,56 a ‘capital duet on themes from La
Fiancée, by Hertz and De Bériot’,57 a ‘grand duo for pianoforte and violin
Les Huguenots (Thalberg and Bériot)’,58 and ‘Osborne and De Bériot’s duet
for piano and violin, on Guillaume Tell’.59
A composition by Bériot which Deichmann performed throughout
his career was the Air varié Op 52. It was part of his first London matinée
in 1848:
‘His performances were much applauded, particularly in the ninth Air of
his master, De Bériot, whose finished style Herr Deichmann has been so
fortunate as to acquire’.60

When he played this very composition several years later, in 1886, ‘his
magnificent execution and expression were highly appreciated’.61 But
when Deichmann presented the same piece in a concert in 1856 he
obviously encountered problems. The reviewer of the Musical World
blamed him:
‘Herr Deichmann was not fortunate in his choice of a piece. Not that De
Bériot’s ninth Air varié is an ineffective composition for the violin, but it
is unsuited to Herr Deichmann’s style of playing.’62

Henry Chorley in the Athenaeum made a strange remark about the same
concert: ‘Herr Deichmann is not equal to the solo by De Bériot which had
been set for him.’63 What does ‘set for him’ mean in this context?
Obviously this is not a formal dedication, since the print of this
composition is dedicated to Louis Viardot.64 As Viardot was not a
violinist it is not impossible that Bériot composed this Air for the use of his
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student Deichmann. We find a similar formulation when in 1873
Deichmann advertised
‘an interesting concert for 1st April, at which he will play in a solo
written for him by De Bériot and a concerto of his own.’65

Sadly, it is not possible to figure out which composition is meant in this
quotation, because none of the existing reviews of this concert mentions a
work by Bériot.66 We can assume it was passed over for the benefit of
Deichmann’s own compositions, which were actually performed (see
below). Anyway, in 1858 another composition by Bériot was announced
in both the advertisement and the review, as follows: ‘Fantasia – Violin –
10me Air varié ... Ch. De Bériot / (Composed for Mr Deichmann)’. While
in 1856 Deichmann was blamed for not being fit enough to play Bériot’s
ninth Air varié satisfactorily, in this case the argument is the other way
round:
‘The fantasia which Herr Deichmann with characteristic modesty had
placed at the bottom of the list, although an able and agreeable
composition, was not of that high calibre which, in justice to his own
abilities, Herr Deichmann would have done well to adopt. Its execution
was, as anything in such hands must be, a magnificent and
unsurpassable performance, in which grace, delicacy, and finish,
combined with power and freedom, to invest the composition with new
and hitherto hidden attributes of beauty.’67

Perhaps this 10th Air varié is also meant in two reviews of Deichmann’s
1849 concert at the Leipzig Gewandhaus: ‘Fantasia for violin by de Bériot,
manuscript, played by Mr Deichmann’ (‘Fantasie für die Violine von de
Bériot, Manuskript, vorgetragen von Herrn Deichmann’).68 If this
connection should be accurate, then ‘set for him’, ‘written for him’, or
‘composed for Mr Deichmann’, respectively, do not really mean that
Bériot dedicated a certain composition to Deichmann, but that he may
have donated some manuscripts to him.
As far as we still know the duet-performance along with Prince
Alexander was one of the rare cases that Deichmann played a composition
by Spohr in a concert. Another of these occasions was in a series of
chamber music concerts in Edinburgh in the winter of 1859/60:
‘Herr Carl Deichmann, who played throughout the series, [...] created a
most favourable impression by his pure tone, his skilful execution and
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refined taste. His performance of Bach’s Fugue, and his share in Spohr’s
Duet, won him the highest encomions.’69

In the same concert on 5th December 1859 Deichmann also participated in
the performance of Spohr’s double quartet Op 149.70 Nevertheless the
selection of two works by Spohr was probably not Deichmann’s decision.
It seems more likely that the star guest of this concert, the French violinist
Prosper Philippe Sainton, selected these compositions. Indeed Sainton
played the first violin in both compositions, the duet and the double
quartet. Moreover this selection may have been influenced by Spohr’s
death on 23rd October of the same year, and an account in the Caledonian
Mercury about Spohr’s funeral.71
Under similar circumstances Deichmann played the second violin in
Spohr’s string quartet Op 74 in a concert of Louis Ries on 25th May 1857;72
Ries was the oldest son of Spohr’s pupil Hubert Ries, whose manner of
playing was very close to Spohr’s. On June 25, 1863 Deichmann played
Spohr’s violin concerto No 8, the so-called ‘Vocal-scena’, in one of his
concerts.73 But this very concerto was the most popular composition for
violin by Spohr and belonged to the repertoire of most German-influenced
violinists of those days. That Spohr’s concertos were part of the violin
repertoire even in Great Britain is evident from a review of his concert on
1st April 1873, in which Deichmann played two compositions rarely heard
at this time, namely Bach’s Suite No 2 in D minor (‘Herr Deichmann could
have presented nothing more welcome in these days of revived interest
concerning all that Bach wrote’) and Mozart’s violin concerto in E flat (‘a
most attractive but strangely neglected work’): ‘When will our solo
violinists recognize the fact, that there are concertos worth playing besides
those of Beethoven, Spohr, and Mendelssohn?’74
While Deichmann played Spohr only on rare occasions, he was
known for his performances of several compositions by Bach, not only of
orchestral works like the Suite No 2, mentioned in the last quotation.
From a review quoted above we know that Deichmann played an
unaccompanied fugue in a concert in Edinburgh in 1859. This seems to be
the earliest source of Deichmann playing Bach in Great Britain.75 But as
late as 1896, at the end of Deichmann’s career, another reviewer stated:
‘Few violinists have made so exhaustive a study of Bach’s
unaccompanied sonatas as that accomplished artist, Herr Carl
Deichmann, as was manifested by his rendering of the rarely heard work
in A minor (No 3) [...]’76
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George Herbert Watkins: Carl Deichmann © National Portrait Gallery, London
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Deichmann’s interpretations of compositions by Bach seem to be always
disputed. Some critics were delighted about Deichmann playing Bach, like
the author of the following lines from 1869:
‘Bach’s Sonata in A major, for pianoforte and violin, was a real treat to
all lovers of music, which although characteristic of a past age, seems to
give unqualified pleasure in the present; a fact proved not only by the
applause with which the composition was received, but by the real
interest which it excited during its performance. It was played to
perfection by Miss Zimmermann and Herr Deichmann.’77

However, another reviewer determined in 1862:
‘One of Bach’s Duet Sonatas would have gone better if Herr Deichmann,
who took the latter instrument, had not been so much “at peace with
himself” (as the Puritan divine phrased it) as to play carelessly, by way
of playing with spirit – and had not, to boot, been out of tune. This the
music of Bach will not bear.’78

King previously cited a letter from the pianist Donald Francis Tovey
which includes a similar opinion about Deichmann playing Bach:
‘Last Tuesday I played the Brahms G minor quartet with the venerable
Deichmann, and Slocombe, and Whitehouse. It was awfully funny
because they all got excited, had the piano opened and ran away with
me! [...] The performance was a bit coarse, but it was, for once in a way,
vigorous. Deichmann has a big tone; though when he played the C
major solo Bach sonata it was madder than the March Hare’s tea-party,
and would have sounded equally clear if played, on shipboard during a
hurricane, on a double-bass. I haven’t been run away with’ for ages; it
quite cheered me up. And to be run away with by such a dear old
walrus as Deichmann too; you can’t think what a relief it is to get
something fresh. Music sometimes seems to me be going to sleep.’79

According to the concert programme given in the Oxford Magazine of this
concert of the Oxford University Musical Club on 15th June 1887
Deichmann not only contributed to the compositions by Brahms and Bach,
mentioned by Tovey, but also to Beethoven’s Piano Trio Op 70 No 1 with
P V M Benecke on the piano and W E Whitehouse on the cello.80 While
King stated that this concert seems to be Deichmann’s last recorded
appearance at Oxford more entries in the Oxford Magazine give
information about further contributions: On 24th October 1899 he was the
principal violin in the string quartets KV 465 by Mozart and Op 96 by
82
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Dvořák and also played a solo sonata in A by Händel.81 On 29th April
1902 he played the first violin in Beethoven’s String Quartet Op 18 No 5, a
Sonata for two violins and accompaniment by Bach, and Schumann’s
Piano Quartet Op 47.82 Obviously Deichmann remained an active
musician right up to an old age.
In his letter Tovey referred to Deichmann as an ‘old walrus’. This is
probably the source Gloria Jahoda used to describe Delius’s lessons with
Deichmann in her novel The Road to Samarkand:
‘Yet he also said he was a music student and immediately signed up for
violin practice with Mr Deichmann, the music master, whose white
whiskers had earned him the nickname of The Walrus. When The
Walrus told Fritz that an amateur orchestra had been formed at the
nearby town of Chiswick he begged to join.’83

Indeed a look at a photo of Deichmann (see page 81) makes it clear why
Tovey and Jahoda described him as a ‘walrus’.
In his article Hyatt also referred to Deichmann as a composer, and
listed five prints of songs available in the British Library plus the reference
to another print of a violin sonata. The evaluation of British music
journals moreover allows a provisional work list:
Songs for voice and piano:
The Brook (with violin obbligato), lyrics: Alfred Tennyson, print: Schott
c1860, shelf-mark British Library: Music Collections H.1771.e.(10.), shelfmark Universität der Künste Berlin: B 170.84
Die Nonne / The Nun, lyrics: Ludwig Uhland (Engl. transl. J Goddard),
print: Schott c1861, shelf-mark British Library: Music Collections
H.2139.(14.)85
Eine traurige Geschichte / A mournful tale, lyrics: Joseph Viktor von Scheffel,
print: Ewer c1862, shelf-mark British Library: Music Collections
H.1775.j.(26.)86
Songs for Mothers and Children, print: Schott c1865, shelf-mark British
Library: Music Collections H.2139.(15.)87
Four Songs, lyrics: A A Proctor, print: Schott c1872, shelf-mark British
Library: Music Collections H.1777.c.(12.)88
Sommernacht, lyrics: Robert Reineck, first known performance 1873.
Frühling ohn’ Ende, lyrics: Robert Reineck, first known performance 1873.89
Part songs for male voices:
Serenade, first known performance 1864.
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The Quiet Life, first known performance 1864.90
Violin and piano:
Étude in form of a scherzo, first known performance 1854.91
Fantaisie humoristique, first known performance 1855.92
Air varié, first known performance 1856.93
L’Extravaganza (consists ‘of a two-part Volkslied, with variations’), first
known performance 1857.94
Solo on Airs from ‘Masaniello’, first known performance 1858.95
Sonata in D minor, first known performance 1864, print: Schott c1865, shelfmark Universität Frankfurt: Mus. pr. Q 54/1434.96
Compositions for orchestra:
Concert-Stück in F major for violin and orchestra, first known performance
1873.
Overture Solitude, first known performance 1873.97
Karl Traugott Goldbach
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100 YEARS AGO
In this regular series of articles, Paul Chennell looks at Delius’s activity at
around this time exactly 100 years ago.
At the beginning of July Delius had travelled to Norway. He wrote to
Edvard Munch on 30th June to arrange a reunion with his old friend.
Jelka joined Delius three weeks later after undertaking intensive work on
sketches for the décor for Fennimore and Gerda in preparation for its first
performance at Cologne in March 1914. They returned to Grez in early
September, after what Jelka described in a letter as ‘a splendid trip’.
Delius immediately started work on his Requiem. With an Arabesque
shortly to be published, Delius urged Universal Edition to procure a
performance in October; he was anyway going to hear Nikisch give the
first performance of On Hearing the First Cuckoo in Spring and Summer
Night on the River in Leipzig on 23rd October. The next day Delis wrote to
Jelka to say that
‘Nikisch gave a beautiful performance of the 2 pieces. The first he took
rather too slow − the public seemed to like it the best – although I like
the 2nd best’.

An interesting preparation for the composition of the Requiem is indicated
in a letter Delius wrote to Ernest Newman in October, where he asks the
critic, ‘If you had to characterise the 4 principal religions in music – which
religious melodies used in the several religious ceremonies would you
choose?’ Newman’s reply has not survived, but Delius wrote to him on
12th November thanking him for his letter which had contained two
suggestions.
In October Henry Wood wrote to Delius to tell him of the success of
the Piano Concerto given with Theodor Szántó at a Promenade Concert.
On 7th November the revised version of Lebenstanz was given for the first
time in America by the Chicago Symphony Orchestra conducted by
Frederick Stock, the importance of this work dividing opinion amongst
the Chicago critics. In Finland Georg Schneevoigt performed this same
work on 10th November, Grainger reporting a glorious performance.
Schneevoigt also gave this work in Riga and in Sweden.
A month after his visit to Leipzig, Delius left Grez on 20th November,
again travelling east, this time to Vienna. Again his hopes for An
Arabesque proved ill-fated, as the proposed performance was postponed
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until January 1914. He wrote to Jelka to say; ‘Instead of the concert we
had a box at the opera.’ Delius stayed in Vienna to hear a performance of
some of his songs in December. At the end of the year he was back in
Grez continuing to work on his Requem.
Paul Chennell



The Bridge at Grez
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BOOK REVIEWS
ELGAR’S EARNINGS
John Drysdale
Boydell Press 2013 pp 241
ISBN 978-1-84383-741-1
*£50.00

The late nineteenth century was a propitious time for British composers,
but while the demand from music publishers for their works grew
substantially, the copyright and royalty terms were such that even
successful composers could not achieve the levels of earnings enjoyed by
other creative artists such as authors, painters and dramatists. However,
in the early twentieth century, new sources of earnings emerged notably
performing and broadcasting fees, as well as royalties from record sales.
Unlike other leading contemporary British composers, who also held
prestigious, salaried positions, Elgar was, by his own volition, a freelance
composer who relied entirely on the precarious earnings from his works,
supplemented by conducting fees and a brief tenure at Birmingham
University. As a result, although Elgar achieved fame, status and
recognition in his lifetime, both nationally and internationally, his
earnings did not match the standard of living to which he aspired. This
lack of money, exacerbated by too much expenditure, was a constant
source of worry, complaint and frustration to Elgar, even though he had
become a beneficiary from the new sources of income in the twentieth
century.
Elgar’s Earnings investigates whether Elgar’s complaints about a lack
of money can be justified by the facts. Drawing on hitherto neglected
primary sources, especially the Novello Business archive, John Drysdale
examines the relatively poor terms offered by music publishers to
composers of serious music in general, and Elgar in particular, and
explores the reasons why successful painters and authors, such as George
Bernard Shaw, could obtain much better terms. This comparative analysis
enriches our understanding of the economic and social forces at work in
nineteenth and early twentieth century Britain and shows how Elgar,
despite his insecure financial position, helped to establish the profession
of the English composer, to the lasting benefit of future generations.
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After we have enjoyed the music it is sometimes fascinating to
wonder how composers approached the business of making a living from
their art. It is intriguing to contrast Elgar with Delius in this regard. In
their book Music and Copyright: The Case of Delius and his Publishers, Robert
Montgomery and Robert Threlfall show that, broadly speaking, Delius
was not much more successful than Elgar at making a living from his
music. They note that the Performing Rights Society fees earned by the
two composers seem to have been roughly the same. For example, in 1931
Delius received £241 compared with Elgar’s £221. Montgomery and
Threlfall’s book is a more general study of the relationship between Delius
and his publishers and deals with much more than just his earnings. It
chronicles Delius’s dealings with his publishers and the Performing Rights
Society through his plentiful correspondence. Virtually all of the very
early letters have been lost, but his correspondence in German with
Harmonie Verlag of Berlin, Tischer & Jagenberg of Cologne and Universal
Edition of Vienna is almost complete. Perhaps because of his family’s
background in business Delius appears to have been the more businesslike of the two composers. Take for example his reaction in 1930, when
writing to Universal Edition. He was prepared to drive a hard bargain
and give rights away if Universal would actively obtain recordings in
Germany and Austria. He told them:
‘It is not beyond the realm of fantasy that I would grant you a certain
percentage but only if I were guaranteed that recordings of my works
would be made in Germany and Vienna.’

In contrast John Drysdale is just concerned with earnings. He suggests:
‘The pity was that Elgar, with his underlying sense of insecurity, failed
to identify what his self-interest and enhanced status could, and should,
have secured: he paid the penalty for being too pliant.’

Drysdale comments on the earlier part of Elgar’s musical career up to
1914:
‘For all the fame gained over this period, Elgar did not make a fortune
and he struggled to earn enough money to support the lifestyle which he
believed was both deserved and expected of him. His position when
compared with successful authors and painters, remained unenviable.’

In this very interesting and enlightening book John Drysdale argues that
Elgar was unable fully to benefit in financial terms when compared with
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other creative artists. Money was a constant preoccupation throughout
his life and was part of his general unease over his social background.
Given his social origins and struggles his courageous decision to become a
freelance composer without the security of a salaried position was even
more remarkable.
We might hope that someone will now research Delius’s earnings. In
the meantime do enjoy this marvellous study.
Paul Chennell

We are delighted to be able to include here this special offer from the publisher Boydell &
Brewer, which is valid until 31st December 2013. Members can purchase this book for just
£32.50 (full price £50.00). Either order securely online at boydellandbrewer.com (entering the
offer code 13070 when prompted at check out); by post at Boydell & Brewer Ltd, PO Box 9,
Woodbridge, Suffolk, IP12 3DF; via telephone: 01394 610 600 or via e-mail:
trading@boydell.co.uk. Payment can be made by cheque, MasterCard, Visa or
Maestro/Switch. For postage please add £3.00 for the UK, for Europe £7.50 per book (up to a
maximum of £30.00), international £13.50 per book. In all instances please be sure to quote
offer code 13070.
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CD REVIEWS
BRITISH WORKS FOR CELLO AND PIANO

Cello sonatas by Delius, Foulds, Granville Bantock and Parry
Paul Watkins cello, Huw Watkins piano
Chandos: CHAN10741
Recorded at Potton Hall, Dunwich, Suffolk in April and June 2012
I’d call this CD ‘delicious’! Fred’s 1916 Cello Sonata in D major –
dedicated to Beatrice Harrison – and well loved by all Delians, I guess, is
neatly placed between Hubert Parry’s Sonata in A major and John
Foulds’s Sonata Op 6. Granville Bantock’s Hamabdil completes the disc.
The Parry Sonata is a work of high romanticism with some melodic
flowing tunes. A lengthy Allegro is followed by an elegant Andante
sostenuto with piano highlights and finishes with a Maestoso; this begins in
a quiet way, turns dramatically and ends with an ebullient coda. Bantock
drew inspiration from far-flung realms and Hamabdil was originally
entitled Hebrew Melody. This is an austere and dignified setting, in G
minor, of a traditional tune which, at the end, just seems to fade away.
I was delighted to find this recording of John Foulds’s Sonata. During
his time as conductor and musical director of the City of Birmingham
Symphony Orchestra, Sakari Oramo explored the compositions of this
Manchester-born composer and released two splendid CDs. John was a
cellist in the Hallé Orchestra throughout the 1900s, and wrote a great deal
for his instrument. Composed in 1905 and revised in 1927, this is a true
duo sonata, a big bold work in three expressive movements each of a
similar length, and does not disappoint. Our performers, Welshmen Paul
& Huw Watkins, are brothers who have both progressed rapidly in their
careers; Paul as an eloquent cellist (now with the Emerson Quartet) and
conductor, and Huw as a composer and distinguished pianist.
Finally to the Delius Sonata. This single-movement, concise Sonata
always delights and this performance, I feel, is exemplary. Although this
is probably the most widely known of the four pieces on the disc, it’s
seldom heard. But here are four very distinct musical works by
personalities who all deserve more appreciation. An excellent disc. It
includes good, extensive notes by Calum MacDonald.
John Rushton
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FREDERICK DELIUS: AMERICAN MASTERWORKS

Koanga (excerpts), Appalachia, Sea Drift
Henriette Bonde-Hansen soprano, Johan Reuter bass-baritone,
Simon Duus bass-baritone, Aarhus Cathedral Choir,
Aarhus Symphony Orchestra, conducted by Bo Holten
Danacord: DACOCD732
Recorded in Aarhus in May and June 2012
Notes by Lionel Carley, scenes from Koanga and poem by Walt Whitman
in English
Duration: 78:26
We are pleased to include two reviews of this disc: one from David J Eccott, and
the other from Jean-Christophe Le Toquin, writing in the French online classical
music magazine, ResMusica, which awarded the CD a coveted Clef ResMusica.
This CD from Danacord is the fifth and final release of Bo Holten’s
recordings of the Delius Masterworks, and includes three major works by
the composer, all of which were inspired by the American continent.
The CD opens with a realisation by Bo Holten of the conclusion to
Act II of the opera Koanga, albeit slightly contracted and dispensing with
the chorus. Henriette Bonde-Hansen, who has featured on all of the four
previous recordings in the Frederick Delius Masterworks series, sings the
role of Palmyra. Henriette’s rich vocal texture gives added depth to the
aria which Palmyra sings just prior to her wedding ceremony, and her
technical agility also provides a breathtaking range of colour and dexterity
in La Calinda.
It is not stated in the liner notes of the CD precisely why Bo Holten
decided to dispense with the chorus in La Calinda. Although the Aarhus
Cathedral Choir is used in the other two works on the CD, here the choral
parts are replaced by trumpets and trombones. However, it must be said
that Bo Holten’s scoring is particularly skilful, and the Aarhus Symphony
Orchestra’s brass section deserves special commendation for its fine
playing. As it stands, Bo’s arrangement for soprano solo and orchestra
could well become a worthy alternative to the purely orchestral concert
version of La Calinda.
Bass-baritone Johan Reuter, who also appeared on the Danish and
English Masterworks recordings, and bass-baritone Simon Duus, take on
the roles of Koanga and Don Jose Martinez. A rather annoying feature of
the sleeve notes is that they fail to make clear which of the bass-baritone
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soloists sings each of the roles of Koanga and Martinez, simply stating that
both soloists sing on tracks 2 & 4. That being so, it is somewhat difficult to
give praise where praise is due. However, Koanga’s Invocation receives
an extremely evocative and powerful performance and it is certainly a
strong contender to the now famous 1973 EMI recording in which Eugene
Holmes sang the role of Koanga with the London Symphony Orchestra,
conducted by Sir Charles Groves.
Over the years there have been several very fine recordings of
Delius’s Appalachia, those by Beecham, Barbirolli, Mackerras, and more
recently by Andrew Davis, being amongst the most outstanding. It is only
fitting, considering his highly successful Masterworks series, that Bo
Holten should now join the long list of interpreters of Appalachia.
Having been familiar with this music for many years now, I am fast
coming to the conclusion that it is one of the most difficult works by
Delius to perform and record. The orchestral writing is extremely busy
and, as such, presents innumerable problems for performers and
recording engineers. Considering that the work has so many changes of
tempo, ambience and texture, in each recording that one hears there are
always going to be passages that please, and those which do not.
This Danacord recording, whilst not quite having the luxurious tonal
qualities of Sir Andrew Davis’s recording for Chandos, nevertheless
contains an abundance of clarity and detail. Holten directs with
meticulous precision, and the Aarhus Symphony Orchestra responds with
understanding and enthusiasm. The atmosphere of the opening molto
moderato is firmly established, although I found the tempo of the ensuing
poco più vivo a little too relaxed. I much prefer the tempo chosen, for
instance, by Davis for this passage, but this is really a matter of personal
preference. After that, I found the tempi for each individual variation to
be highly appropriate, with the Aarhus Symphony Orchestra seeming to
be in perfect sympathy with the varying moods of each of the fourteen
variations.
The cor anglais solo which announces the old negro folksong upon
which the variations are based, became a little swamped by the woodwind
accompaniment in places, but it was good to hear the difficult entry for
the cellos at the opening of the fourth variation, which gave Barbirolli and
the Hallé Orchestra so much trouble, executed with concise, nimble
accuracy. Variation 13, in which the unaccompanied chorus sings the old
negro folksong, is given a sonorous and finely balanced performance by
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the Aarhus Cathedral Choir. Johan Reuter’s rendition of ‘O Honey, I am
going down the river in the morning’ contains a wealth of spirit and
character, and the final passages for full orchestra and chorus embrace
considerable emotional intensity. All in all, Bo Holten’s interpretation
certainly ranks amongst the finest available on the recorded media.
Before leaving Appalachia, I should like to point out that, in Lionel
Carley’s programme notes, it is interesting to read for the very first time,
that the term Appalachia was never actually used by the American Indians
as a name for the whole of the North American land mass which they
inhabited. How interesting!
Although the CD is worth acquiring for the performance of
Appalachia alone, the real jewel in the crown comes with Sea Drift. Once
again, there have been some very fine recordings of the work over the
years, one of my favourites being the 1990 Argo release with Charles
Mackerras conducting the Welsh National Opera and Thomas Hampson
as the baritone soloist. However, the depth of expression which Johan
Reuter brings to the role of the baritone soloist is, in my opinion, virtually
unequalled. Reuter’s deep, vibrant vocal texture provides more than the
required emotion and poignancy needed for the drama which unfolds on
the coastline of Long Island. He holds the listener spellbound throughout
the narrative with an exceptional communicative rendition, incorporating
imaginative balance of phrase and lucidity of diction.
Sea Drift, as Lionel Carley quite rightly points out, is generally
considered to be one of Delius’s finest works. Yet, as with so much of his
music, it presents its own difficulties for conductors and performers alike.
The instrumental writing is often complex, and it is all too easy for an
important timbre to become lost in the general luxuriance of the orchestral
canvas. However, in this recording, the vibrancy and clarity of sound
which Bo Holten manages to draw from his orchestra, is quite astonishing,
often adding a whole new dimension to this well known masterpiece. This
is particularly true of the storm sequence, where the rising figurations in
the brass can be clearly heard against the backdrop of tremolo strings and
fluttering woodwind whilst, at the same time, the choral interjections
which echo the all important baritone solo are fully preserved.
I only have two minor quibbles which, in view of my above
comments, I really hesitate to mention, but I shall do so for the sake of
completeness. First, the octave arpeggios in the harps which begin on the
final word in the phrase ‘Silent, avoiding the moonbeams’ and which are
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so vital at this point in the score, are virtually inaudible. Second, the
muted effect on horns 4 & 5 at the words ‘you husky-voic’d sea’ is also
inaudible instead of piercing through the orchestral texture as it ought to.
It should be pointed out, however, that both of these orchestral colourings
are often overlooked by both conductors and recording engineers in many
modern recordings of the work, and are by no means unique to the
Danacord recording. In fact, it is really only in the analog recordings by,
for instance, Beecham where they can be heard with any degree of
prominence.
This present recording of Sea Drift is a very welcome, and somewhat
overdue addition to the catalogue. Indeed, all of the performances on the
disc are highly recommended. If you haven’t already done so, don’t
hesitate to purchase this excellent CD. You won’t be disappointed.
David J Eccott
American Masterworks by Bo Holten – the best introduction to Delius
Admirers of Frederick Delius often come up against
the same questions: how to get his music
performed, and which pieces to put forward in
order that we can hear them again in the concert
hall. His work sings of love, sensuality, nature, and deals with serious,
timeless, deeply touching themes such as racism (Koanga) and the loss of
the beloved (Sea Drift).
One of the reasons why Delius is not sufficiently known today is that
the discography of his works, though abundant, mainly features
recordings from the United Kingdom which suffer from a bland, almost
puritanical treatment. They are unlikely to generate mass enthusiasm. The
situation is especially difficult in respect of his operas and vocal works, for
which no really convincing combination of great voices and great
conductors has been found. From an orchestral point of view, Thomas
Beecham’s recordings are unquestionable points of reference, but the style
of his singers is dated and can no longer be considered as a reference.
In this context the contribution by the Danish conductor Bo Holten is
particularly welcome. He has addressed five different themes in five
different albums, each devoted to a different country: Denmark, Norway,
England, France and the United States. In this way he highlights the
composer’s cosmopolitanism. Being both a choral and orchestral
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conductor as well as a composer, Holten has more than anyone else
succeeded in getting soloists, choirs and orchestra to work together,
eliciting from them greater consistency, presence and sensitivity.
Interestingly enough it is another choral conductor, David Hill, who has
shown similar qualities in A Mass of Life (Naxos). Could the mastering of
choral expression be the key to mastering Delius’s art?
The opera Koanga was among our favourite recordings in the tribute
box set issued by EMI for the Delius 150th anniversary year. Charles
Groves’s interpretation is convincing, but Holten’s (admittedly just
covering only half of one act) shows more warmth and commitment, with
a radiant Henriette Bonde-Hansen as Palmyra. The orchestra is in turn
chamber music-like and lyrical, and all clearly indicates that this music’s
potential is still fully to be explored – and that Holten should record the
whole opera.
Appalachia has been recorded in a seminal version in 2011 by Andrew
Davis with the BBC Symphony Orchestra (Chandos). The relatively
modest Aarhus Orchestra does not shine in quite the way the BBC
Symphony does, but it possesses a greater sense of intimacy and feeling.
The choice between these two versions must be made on a personal basis.
And then comes Sea Drift, Delius’s masterpiece and the logical climax
of this series of recordings. The discography of this work is abundant and
many great conductors (Beecham, Mackerras) and fine voices (Thomas
Hampson, Bryn Terfel) are a part of it, but none of the versions are
definitive. The failure of the recent version by Stefan Sanderling (Naxos)
shows that the work remains difficult to bring off. Holten’s version is
surprisingly slow, and Johan Reuter’s Wagnerian style (he was very
impressive as Wotan in Munich in 2012) is a priori far from Walt
Whitman’s poem, which speaks of a young boy who daily watches the
nest of two birds on the sea-shore – one day the female bird will not return
and the male will be left alone and despairing. But Holten lends an
attention and a love for the piece that enables him to conduct the work in
a captivating way. We could of course, for each of the separate elements,
find a great version already in the catalogue: Gordon Clinton/Beecham
(EMI) is the most spellbinding, Thomas Hampson/Mackerras (Decca)
closest to the atmosphere of the poem, and Bryn Terfel/Hickox (Chandos)
vocally the most stunning. But it is Holten who finds the best
combination of all of the components of the poem and the music, in the
three dimensions that are orchestra, soloist and choir. For this reason
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alone Holten goes to the top of the discography of this magical work.
Through its very diversity and the beauty of its vocal pages this
album is the best way to enter into Frederick Delius’s musical universe.
Jean-Christophe Le Toquin

From the original review in French; additional translation by Lionel Carley. See also the
following two articles by Jean- Christophe Le Toquin on resmusica.com: Bo Holten, meilleur
successeur à Beecham dans Delius? June 2012; and Bo Holten et le secret de Frederick Delius
August 2012.


DELIUS & GRIEG: THE COMPLETE WORKS FOR CELLO
& PIANO

Delius: Romance (1891), Chanson d’automne (1911, arr. York), Sonata for
Cello and Piano (1916), Caprice and Elegy (1930)
Grieg: Intermezzo (1866), Allegretto (1887), Sonata in A minor, Op 36 (1883)
Raphael Wallfisch cello, John York piano
Nimbus NI 5884
Raphael Wallfisch and John York were early contributors to the never-tobe-forgotten Delius 150th Anniversary Year with their Sunday afternoon
recital at the Wigmore Hall on 8th January 2012. Their programme then
was very similar to the one that makes up this disc, recorded for Nimbus
around two months earlier.
The compilation reminds us yet again that Delius and Grieg were
friends. From Delius’s perspective, his meeting with Grieg and the many
hours they spent in each others’ company was one of the main, though
unexpected, advantages of his time in Leipzig. Grieg became the sort of
musical father-figure that Delius had perhaps imagined as a little boy
(‘when I first heard Grieg it was as if a breath of fresh mountain air had
come to me’).
Their musical styles fit well together, also. Here we have a neat
assembly of the complete works for cello and piano by both composers. In
each case there is a sonata of major consequence; from each we also have a
rather slight early piece (the Delius Romance and the Grieg Intermezzo).
There are two arrangements: Grieg’s of an Allegretto originally written for
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violin and piano, and the accompanist John York’s recasting of Delius’s
song Chanson d’automne, both of which work well. There is also that
enigmatic, ephemeral and at moments almost atonal pair of pieces that
Delius dictated to Eric Fenby, the Caprice and Elegy.
The Cello Sonata is Grieg’s largest chamber work, with a duration of
nearly half an hour, which often suggests the scale of a concerto. No
surprise, then, that it was orchestrated by Joseph Horovitz in 1985 (as a
double bass concerto) and later further adapted for the cello, and with cuts
reinstated, by Benjamin Wallfisch, Raphael’s composer son. In this form it
was recorded by Raphael Wallfisch with the LPO and Vernon Handley in
2001 (Black Box BBM1070). Here we have, of course, the original version,
with Wallfisch on top lyrical form and York faithfully supplying the many
handfuls of notes that Grieg demands. Grieg himself was dissatisfied
with this work, writing to Gerhard Schjelderup in 1903:
‘Of my large works I think you are altogether too kind to my cello
sonata. I myself do not rank it so high, because it does not mark a
forward step in my development.’

There are lovely and splendid passages, of course, but there are some
others, especially in the last movement, during which one could wish that
Grieg had deployed his red pencil more energetically.
The Delius Cello Sonata is much more concise, taking half as long to
play as the Grieg. Attempts have been made to orchestrate it, but the
piano part does not suggest such treatment and this is unmistakably a
chamber piece for two players and not a concerto in miniature. This
thoughtful performance begins reflectively, even hesitantly, and it is only
as it progresses that one detects a firm grasp of the structure of (to quote
Arthur Hutchings) this ‘masterpiece almost flawless in its perfection’. The
telling harmonic climax 11 bars from the end is well emphasised, with
York adding an additional low E flat on the second beat to make the point
still clearer.
There is a rather poignant connection between the two composers in
the Grieg Allegretto, which is a not-quite literal arrangement of the middle
movement of the C minor Violin Sonata Op 45 (1886). Delius attended the
first performance of this work in Leipzig on 10th December 1887. In a
note dictated to Percy Grainger, Delius later recalled:
‘(Grieg) had then just finished his C minor Violin Sonata, which had its
first performance during the winter season at the Gewandhaus chamber
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concerts, Adolf Brodsky playing the violin and Grieg the piano. It was a
beautiful performance and I was very enthusiastic, and after the concert
I wrote Grieg an enthusiastic letter with my impressions, enclosing in
the letter a sprig of heather which I had gathered on the Hardanger
Vidder. Next day I was very much moved to see what a deep
impression this had made upon him.’

This disc deserves a place in the record library of every Delian and every
Grieg enthusiast.
Roger Buckley
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DELIUS AND IRELAND: A CELEBRATION
From Monday to Friday 17-21 June 2013, the Birmingham Conservatoire put on
a programme of concerts and lectures devoted to the music of Delius and Ireland
(2012 was the 50th anniversary of Ireland’s death). Lyndon Jenkins gives an
overview of the week’s events, and we also include individual concert reviews by
Roger Buckley, Katharine Richman and John Rushton.

DELIUS AND IRELAND MEET IN BIRMINGHAM

A remarkable festival
From 17-21 June this year Birmingham’s 127-year old Conservatoire
positively hummed during a packed five days of concerts, often four or
even five a day. If I add that, not content with celebrating just the two
principal figures involved, there was music by Bax, Britten, Hurlstone,
York Bowen and Warlock, as well as a number of often substantial works
by less familiar names such as Ivor Keys, Ronald Stevenson and John
Barton Armstrong, one will get a better idea of the extent of this marathon
musical adventure. Full marks to John Thwaites, Head of Keyboard
Studies, and his Conservatoire colleagues for attempting an event on such
an ambitious scale and for pulling it off with such aplomb.
Besides providing an ideal follow-up to the Delius events of last year,
the festival marked the 50th anniversary of the death of John Ireland, the
60th of Arnold Bax and the 25th of Denis Matthews, the latter well
remembered in Birmingham as composer as well as pianist. In his
centenary year Benjamin Britten could hardly have been omitted, of
course, and here the Conservatoire achieved a considerable coup in
securing the world première of an orchestral piece Chaos and Cosmos,
composed when he was just thirteen. With his Piano Concerto of 1938 it
formed the climax of the week’s events, though fittingly Delius’s Sea Drift
was actually the last music heard, when Lionel Friend guided his youthful
forces through its many intricacies with his customary sure hand.
Throughout the five days honours were pretty evenly shared
between Delius and Ireland. Bruce Phillips, chairman of the Ireland Trust,
and I gave talks about our respective composers; though placed
consecutively on the same afternoon I don’t think either of us was in any
danger of confusing our audiences over the styles of our two subjects. As
to repertoire, Ireland perhaps had the numerical edge simply because he
wrote more on a small scale than our composer, very obviously so in the
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case of the piano. All the same, three of Delius’s violin sonatas and the
Cello Sonata were heard, a good representation of his songs, the Three
Preludes for piano and (an excellent stroke) the two-piano arrangements by
Philip Heseltine and Percy Grainger respectively of Brigg Fair and the
Dance Rhapsody No 1.
And that was only the beginning: on the orchestral front the balance
came down rather more in Delius’s favour.
While Ireland was
represented by his evergreen Piano Concerto (bravely tackled by the
Conservatoire’s junior orchestra and an excellent young pianist from
Taiwan), Delius had a complete concert to himself comprising the Florida
Suite, Brigg Fair and – most enterprisingly – the (double) Concerto for
violin and cello. This was played devotedly by two young protagonists
who capped their performance of it by carrying off the Delius Prize with
the same work two days later (see page 12). All this and the masterly Sea
Drift that ended the week certainly gave Delius his due.
The great majority of the performers were, understandably,
Conservatoire students and the fact that 40 pianists alone were involved
makes it invidious to try to single out individual performers by name.
Many appeared just once, having selected a piece or pieces that they
wanted to contribute (a most resourceful idea which was the basis of the
Festival’s scheme); one of the results was that Delius’s violin sonatas came
from three different players. I have little hesitation in saying that
everyone I heard put up extremely creditable performances in widely
varied repertoire, often in idioms that would hardly have been
immediately familiar to many of them. It was especially fascinating to
hear Delius being tackled by young students from overseas.
A few concerts featured some of the Conservatoire’s tutors, notably
Margaret Fingerhut, Mark Bebbington and Robert Markham, who
unsurprisingly elevated Ireland interpretation to new levels (with such
playing one regretted the paucity of Delius’s piano output, despite it being
unsuited to the instrument). Alexander Baillie and Lionel Handy
contributed the Ireland and Delius cello sonatas in their respective
programmes, while Baillie with John Thwaites brought out a sonata by
Ivor Keys (former head of a number of UK university music departments
including Birmingham’s) which proved to be a real find. Young conductor
Daniele Rosina coped well with the Ireland and Delius concertos with
soloists De-Wet Lee and the duo Amy Littlewood and Hetti Price, so that
both works made the impression they can and should.
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All in all it was a most stimulating week, and I was glad that our
Society played its part and that the Delius Prize competition was held in
the same building during the course of it. Interesting musical footnotes
were contributed by the fact that just over 100 years ago Delius had sat in
the historic Town Hall just across the road with his great friend Granville
Bantock (the first principal of the Birmingham School of Music,
incidentally, forerunner of the present Conservatoire) to listen to his Sea
Drift at one of the Birmingham Triennial Festivals; and that in 1925 the
same Hall had been the scene of only the second performance of his
Double Concerto when its dedicatees May and Beatrice Harrison played it
with the City of Birmingham Orchestra under its then conductor Adrian
Boult.
Lyndon Jenkins


DELIUS AND IRELAND SOLO PIANO WORKS

Recital Hall, Birmingham Conservatoire, 19th June 2013 at 10.30am
Arriving in Birmingham by 10.30am meant a very early start to what was
a packed day: following this piano recital, we could also look forward to
lectures on Delius and Ireland, as well as concerts devoted to Ireland’s
chamber music and Delius’s orchestral works. The latter is reviewed
below by John Rushton.
Almost 15 students contributed to this recital which began with
Delius’s Three Preludes, played by Shih-Yan Chang, a student in her final
year at the Conservatoire, where her teachers are Philip Martin, Mark
Bebbington and John Thwaites. The latest of Delius’s very few solo piano
compositions, the Three Preludes were written in 1923 and first performed
in London a year later. Shih-Yan’s playing, on the Recital Hall’s Steinway
grand piano, was assured and contained a wonderful variety of tone. She
is certainly someone to watch out for in the future!
John Ireland, of course, made his reputation with his pieces for piano
solo, and the remainder of this recital was devoted to his music. The first
contribution was his Two Pieces – February’s Child and Aubade, excellently
played, but unlike most of the other recitalists not from memory, by one of
the department’s teachers, Victor Sangiorgio. Listening to each of the
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students who followed, it was a relief to know that this was not a
competition and that I was not required to pick a winner! Almost all of
the very fine young musicians made light of the considerable demands
which Ireland makes of the pianist, producing performances which were
in turn virtuosic and lyrical (and sometimes both), as the music
demanded. Particular highlights for me were Francis Carey’s complete
command of Equinox (1922), The Almond Tree (1913) in which Mengxia
Chen expertly utilised the full range of piano tone to do justice to this
highly descriptive piece, and Bergomask (1925), superbly played by Ying
Rong Wang. The recital concluded with one of Ireland’s later pieces,
Puck’s Birthday (one of the Three Pastels of 1941), played with great aplomb
by Yen-Ting Wang.
Katharine Richman


FLORIDA SUITE, DOUBLE CONCERTO, BRIGG FAIR

Adrian Boult Hall, Birmingham Conservatoire, 19th June 2013 at 7.30pm
Queen’s Park Sinfonia
Amy Littlewood, violin
Hetti Price, cello
Daniele Rosina, conductor
Delius: Florida Suite
Delius: Double Concerto for violin and cello
Delius: Brigg Fair
Living within 50 minutes of the Conservatoire I was able to attend many
of the events during this unique week, which built on the momentum of
the two important anniversaries in 2012 – 150 years since the birth of
Delius and 50 years since the death of John Ireland.
To me, the excitement and focal point was the orchestral concert of
Delius works in the Adrian Boult Hall performed by the Queen’s Park
Sinfonia, with its conductor Daniele Rosina.
Formed in 2002, this Midlands-based orchestra has quickly
established itself as one of the new generation of exciting orchestras in the
UK. It gives the wealth of talented graduate musicians in the region the
opportunity to develop and play in a professional environment. With a
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complement of 76 musicians, this was something far grander than the
chamber orchestra it claims to be!
Daniele is a product of the Conservatoire; rapidly gaining stature and
returning in 2005 as a conducting tutor.
The highlight of the evening was the Double Concerto with soloists
Amy Littlewood (violin) and Hetti Price (cello) who had previously
played this with the Birmingham Philharmonic in May.
This was preceded by an outstanding and memorable performance of
the Florida Suite – I hadn’t heard this performed live before and enjoyed
every movement from Daybreak to At Night. The two soloists in the
concerto for violin and cello are a joy to hear and watch; they perform this
work as a unit with a seemingly effortless rapport between them. It was
no surprise to see them winning the Delius Prize with the same work,
albeit with piano accompaniment, two days later!
Finally we heard the English Rhapsody Brigg Fair – a spirited
performance with well-planned dynamics and excellent colour from the
brass and woodwinds, and not forgetting the bells!
What made this special for me, after seeing a little of the rehearsal on
Monday, was the genuine enjoyment the players exuded in playing
Delius. There was also great empathy between them, particularly when
many assembled in a local hostelry, for sustenance after the concert!
Check out future dates; they are worth listening to!
John Rushton


DELIUS SEA DRIFT, TIPPETT AND BRITTEN

Birmingham Town Hall, 21st June 2013
Birmingham Conservatoire Symphony Orchestra
Birmingham Conservatoire Chorus (Philip White, Chorus Master)
Yu-Fen Lin, piano
Gwion Thomas, baritone
Lionel Friend, conductor
Tippett: Praeludium for Brass, Bells and Percussion
Britten: Chaos and Cosmos (world première)
Britten: Piano Concerto
Delius: Sea Drift
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Sea Drift is scored for baritone soloist, mixed chorus and large orchestra
(triple woodwind, cor anglais, bass clarinet, contrabassoon, six horns,
three trumpets, three trombones, tuba, timpani, bass drum, two harps and
strings). The size of the orchestra guarantees a potential problem with
balance that the conductor must resolve if the soloist is to be heard over
the orchestra. The baritone’s vocal part may be devoid of dynamic
markings, but he cannot be expected to sing fortissimo throughout; he is,
after all, telling a moving story and simultaneously reflecting on it.
While it is a very fine building, modelled on the Temple of Castor
and Pollux in Rome and constructed with Victorian thoroughness, and
furthermore having recently undergone a £35m restoration, Birmingham
Town Hall’s acoustics cannot begin to compare with those of the nearby
Symphony Hall. Had the evening’s concert taken place there, we should
undoubtedly have heard every note. As things were, it must be admitted
that balance was something of a problem in this performance of Sea Drift.
The concert was the culmination of the Conservatoire’s ambitious
five day, 19-event Festival entitled Delius and Ireland – a Celebration, and
there was a buzz of achievement and confidence in the air. Performing
from the re-engraved score of 1951 (Volume 9b of the Collected Edition),
with textual corrections provided by the meticulous Lionel Friend, the
Birmingham Conservatoire’s forces drew us directly into the world of
Whitman and Delius. From the first bars evoking the steady tread of the
waves on that fateful beach on Long Island, once home to the poet, the
spell was cast and the inevitable drama was played out; though because
the baritone’s contributions were occasionally overpowered, to follow it
must have presented a challenge to those in the audience who were
unfamiliar with the score. The Conservatoire Chorus sang confidently
throughout, and it was a particular pleasure to savour the sound of their
young voices in the a cappella ‘O rising stars’.
If the unappealing piece by Tippett that opened the concert had set,
perhaps, the wrong note, the world premiere performance of a substantial
work by Benjamin Britten raised our expectations and provided a
fascinating glimpse into the precocious but prodigious mind of its 13-yearold composer. As in the Delius, a large orchestra was specified, and the
compositional technique was incredibly assured; all that was lacking, one
felt, was coherence and a sense of direction, attributes that Britten was
soon to master. Yu-Fen Lin gave a suitably brilliant performance of his
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Piano Concerto, written originally as a vehicle for Britten’s own virtuoso
pianism.
Twenty or so members of The Delius Society attended the concert at
the end of an eventful day that had also featured The Delius Prize and the
AGM and Annual Lunch.
Roger Buckley



The SS Gallia on which Delius and his friend Charles Douglas went over to America
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DELIUS SOCIETY MEETINGS
DELIUS SOCIETY LONDON BRANCH
Steinway Hall, London, Thursday 7th March 2013

A song recital of works by Delius, Grieg, Duparc, Debussy, Ireland
Warlock, Bliss and Colin Matthews
Jon Stainsby baritone, Se Ho Lee piano
Jon Stainsby’s performance last October, which won him The Delius Prize,
alerted many Delius Society members and their friends to attend this song
recital at the Steinway Hall, the last event in the 2012-13 season of London
branch meetings.
Jon began with three songs by Grieg: Prinsessen Op 41 No 5,
Spillemaend, Op 25 No 1 and Ved Rondane, Op 33 No 9. These songs, as
with so much else in this recital, were a pleasure to hear. Jon Stainsby has
a fine vocal technique which serves him well but which is not paraded
before the audience. He is clearly a most intelligent and musical singer;
this was poetic and powerful singing, which ensured that we heard every
word. The texts of these songs, by Ibsen and Bjørnson – both of whom
became acquaintances of Delius on his visits to Norway – were also set by
Delius in his Seven Songs from the Norwegian of 1889-90, which we heard
next, with their original Norwegian texts. Jon Stainsby believes that these
songs will be more successful in the original Norwegian, following the
suggestions set out in the Delius volume of Michael Pilkington’s guides to
the English Song repertoire, and the precedent set by Marit Osnes Aambø
and Graham Johnson in their recording of many of Delius’s Scandinavian
songs. Jon made no claim to historical authenticity; he acknowledged that
it was unlikely they were performing the songs as Delius originally wrote
them. Nevertheless he hoped that these performing versions of the songs,
juxtaposed with three of Grieg’s settings of the same poems, made a case
for Delius as a remarkable contributor to both English and European song
traditions. For this listener the experiment was well worthwhile.
If the influence of Grieg represents one facet of Delius’s
cosmopolitanism as a song composer, the rest of the songs in this concert
point towards the equally important influence of the French songs of
Duparc and, more especially, Debussy. First we heard three of the most
successful of Duparc’s songs: La vie antérieure; Extase and Le manoir de
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Rosemonde. Jon sang these most beautifully; however, it sounded as
though he was more at home in the music of Delius.
Delius wrote five delicate settings of poems by Paul Verlaine: Jon
and his accompanist prefaced the earliest two of these with four of
Debussy’s Verlaine settings: the Trois Mélodies of 1891 and Colloque
sentimental, the last of the second set of Fêtes galantes that Debussy
published in 1904. These were wonderfully performed with much clarity;
both these and the Delius songs were full of atmosphere and sensitive
delivery.
The provenance of the Verlaine poems is also suggestive of the way
in which England left its mark on French culture of this period.
L’échelonnement des haies, the last of Debussy’s Trois Mélodies, is Verlaine’s
depiction of the Lincolnshire countryside from the period he spent
working as a teacher in Stickney, while the rain that falls in Il pleure dans
mon coeur falls on Verlaine in Camden Town. Living in Paris in the 1890s,
Delius seems to have been amongst the first English readers to discover
Verlaine’s poetry; it was not until the very end of the decade that Verlaine
was brought to the attention of a wider English readership, with the
publication of The Symbolist Movement in Literature by Arthur Symons.
Symons’s critical work would prove to be a seminal influence on
W B Yeats and T S Eliot, among others, but it also informed his own
poetry and that of his friend Ernest Dowson. Dowson’s poem I was not
sorrowful (Spleen) is dedicated to Symons and seems to be a loose
reworking of Verlaine’s Il pleure dans mon coeur which Dowson also
translated separately, while Symons’s Autumn Twilight, in its shadowy
depiction of romantic liaisons, seems to have something of the atmosphere
of Verlaine’s Fêtes galantes. Jon Stainsby and Se Ho Lee performed them
in settings by John Ireland, the avowed Delius disciple Peter Warlock, and
Arthur Bliss – the latter being a little-known setting. Debussy’s piano
textures, harmonic language and distinctive approach to text-setting can
be heard infiltrating the vocal music of these seemingly very English
composers. Jon’s performance in all of these songs was most lyrical and
clear. Perhaps the least successful song is This Night by Bliss which
seemed less interesting musically than the others included in this recital.
The concert concluded with a major vocal work by one of the most
important English composers of a more recent generation, Colin
Matthews. Matthews started writing the songs which make up Un
Colloque Sentimental in the early 1970s and in its final form the cycle draws
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together settings of the symbolists Baudelaire and Nerval within the chilly
embrace of Verlaine’s Colloque Sentimental, and derives its unity as much
from the pervasively languorous and moonlit atmosphere of the poems as
from its evident stylistic hommage to Fauré, Duparc, Ravel, Debussy and
Poulenc. Matthews delights in rippling Debussyian piano textures and
understated vocal writing, but the cycle never gives in to mere stylistic
nostalgia. Indeed, the poems’ melancholy depictions of ghostly, halfremembered lovers, forever slipping out of reach, seem curiously
appropriate to Matthews’s attitude to his French predecessors. At the end
of the penultimate song, consonant major chords dissolve into dissonance
and twelve-tone rows, giving an extra piquancy to Nerval’s words:
‘Adieu, doux rayon qui m’as lui, − / Parfum, jeune fille, harmonie….’
‘Farewell light of my life, − / Oh perfume, girl, harmony!’ Nevertheless,
this remarkably beautiful work bears witness to the lasting influence of
continental music on the English song tradition. Jon’s performance of this
cycle was brilliant and very satisfying, bringing to an end a most
rewarding recital.
Paul Chennell

Recommended recordings
Grieg: Prinsessen Op 41 No 5, Spillemaend, Op 25 No 1 and Ved Rondane, Op 33 No 9
Grieg complete songs, various artists / Brilliant Classics
Delius: Seven Songs from the Norwegian
Mark Stone baritone, Stephen Barlow piano / Stone Records
Duparc: La vie antérieure; Extase and Le manoir de Rosemonde
The complete Songs of Henri Duparc, Sarah Walker mezzo soprano, Thomas Allen baritone,
Roger Vignoles piano / Hyperion
Debussy: Trois Mélodies de Paul Verlaine
Songs by Debussy, Christopher Maltman baritone, Malcolm Martineau piano / Hyperion
Debussy: Colloque sentimental, Fêtes galantes (série II)
Christopher Maltman baritone, Malcolm Martineau piano / Hyperion
Delius: Deux Mélodies
Mark Stone baritone, Stephen Barlow piano / Stone Records
Ireland: I was not sorrowful (Spleen)
The Songs of John Ireland, Lisa Milne soprano, John Mark Ainsley tenor, Christopher
Maltman baritone, Graham Jonson piano / Hyperion
Warlock: Autumn Twilight, Benjamin Luxon baritone, David Willison piano / Chandos
Bliss: This Night
Bliss Songs, Geraldine McGreevy soprano, Henry Herford baritone, Toby Spence tenor,
Kathryn Sturrock piano, Nash Ensemble, Martyn Brabbins conductor / Hyperion
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MEMBER SOCIETIES
RECIPROCAL MEMBERSHIP

Links with all of our Member Societies are provided on our website at
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. Our 150th Anniversary, a
very exciting year for Delians, brought us many new members and
friends. 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: englishmusicfestival.org.uk/british-composerorganisations.html.
This is published twice per year and
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
email
on
michael.heather.green@gmail.com. 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 keeping
them informed about our meetings and events in their Newsletters and
Journals.

CONTACT DETAILS
Berlioz Society
A very active society, with publications, conferences, weekends and
meetings.
Annual membership:
Website:

£15
theberliozsociety.org.uk

Arthur Bliss Society
New members receive the last two published copies of the Society’s
substantial newsletter.
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Annual membership:
Website:
Contact details:

£15
arthurbliss.org
Mrs Jill Smith 01242 578688

Havergal Brian Society
Members receive a bi-monthly newsletter as well as discounts on a wide
range of Brian books and memorabilia.
Annual membership:
Website:

£20 (single), £10 (concessionary); see website for
other forms of membership and sponsorship
havergalbrian.org

Elgar Society
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 with its own
programme of meetings, usually in the form of lectures given by eminent
Elgarians and members of the Society, and these are open to members of
the public. The Society website lists a wide range of performances of
Elgar’s music both in the UK and abroad.
The Elgar Birthplace Museum (elgarmuseum.org) is located at
Broadheath, Worcestershire, and stages a variety of exhibitions and events
throughout the year. The Museum is open daily 1st February – 23rd
December, 11.00am – 5.00pm.
Annual membership:
Website:

£35 (single), £40 (joint), £16 (student), £21 (joint
student); see website for worldwide rates
elgar.org

Finzi Friends
The Finzi Friends produce a twice-yearly journal, hold occasional
workshops and study days, and organise a lunch and lecture at the Three
Choirs Festival as well as a Triennial Weekend of English Song in Ludlow.
Annual membership:
Website:
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£20 (single), £32.50 (joint), £10 (student), £25
(overseas)
finzifriends.org.uk

DSJ 154

Percy Grainger Society
Annual membership: £14
Website:
bardic-music.com/grainger.htm
Grieg Society of Great Britain
Members receive a journal and meetings are held which are open to nonmembers.
Annual membership:
Website:

£15 (single), £25 (joint), £10 (student), £120 (life)
griegsociety.co.uk

Ivor Gurney Society
The Society produces an annual journal and newsletters throughout the
year, has undertaken substantial work in cataloguing and conserving the
Gurney archive and has organised and facilitated a number of recordings
on the Somm and Naxos labels. Society events are normally held each
Spring.
Annual membership:
Website:

£10 (single), £12.50 (joint – retired members),
£12.50 (institutional membership)
ivorgurney.org.uk

Holst Birthplace Trust and Museum
All Holst events can be found on the British Composer Organisations page
of the English Music Festival website: englishmusicfestival.org.uk.
Annual membership:

Website:

£15 (single), £20 (joint), £25 (family),
£50 (corporate), £60 (benefactor),
£100 (joint benefactor), £300 (corporate benefactor)
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 voucher towards any Albion CD or publication.
DSJ 154

115

Society journals are available as downloads from the website.
Annual membership:
Website:

£20 (single), £12 (concessionary)
rvwsociety.com

Sir Arthur Sullivan Society
The Society publishes a magazine twice yearly.
Annual membership:

Website:

£20 (adult), £15 (concessionary), £25 (joint),
$US60/£30 (overseas); $80/£40 (overseas joint),
$US40/£20 (overseas concessionary)
sullivansociety.org.uk

Peter Warlock Society
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.
Annual membership:
Website:

£17 (single), £5 (student)
peterwarlock.org

Michael Green
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MISCELLANY
PIERS LANE

Regrettably, we have omitted to congratulate Piers Lane, one of our VicePresidents, on his appointment as an Officer of the Order of Australia in
the Queen’s Birthday Honours in 2012, and also his receipt of an Honorary
Doctorate by Griffith University in Australia a few years ago. We
therefore do so now! He is in fact the second of our Vice-Presidents to be
made an AO - the late, lamented Sir Charles Mackerras was one too.


LIAHOVDA ANNIVERSARY CELEBRATED

On Sunday 28th July Delius enthusiasts in Norway gathered in Lesjaskog
to mark the 90th anniversary of the famous ascent of Liahovda in 1923.
On that occasion Delius was conveyed to the summit by Percy Grainger,
Jelka Delius, and the maid Senta Mössmer, the composer sitting in a
kitchen chair adapted by Grainger to be carried on wooden poles. Local
tradition maintains that teacher Ola Nordsletten was also part of the
‘ascent team’.
The 25 who attended the anniversary hike were led by Delius expert
Dr Andrew J Boyle, who is preparing the first book in Norwegian on the
composer. The group assembled at the spot where Delius’s mountain
cottage, Villa Høifagerli, had once stood. Everyone present enjoyed seeing
again the humble chair that would be Delius’s ‘vehicle’ on that day 90
years ago. The chair is now owned by Mette Øverli, granddaughter of
Mathias Øverli, from whom Delius had acquired the plot of land.
Retired teacher and local Delius enthusiast Hans Enstad has recently
signposted and marked the whole route to the summit, so even the least
athletic of the party had no trouble finding their way up. The hikers were
rewarded with magnificent views of the peaks of Reinheimen and
Romsdalen stretching into the distance. At the summit Dr. Boyle also
presented Hans Enstad and Mette Øverli with the Bo Holten CD
Norwegian Masterworks in gratitude for their assistance.
Andrew Boyle’s article Forging a Famous Partnership, which reports on the journey taken by
Delius and Thomas Beecham in 1908, is on page 15.
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90th anniversary ascent of Liahovda, 28th July 2013. Photo: Andrew Boyle


ERRORS AND CORRECTIONS

Readers have written in to correct three errors in the last edition of The
Delius Society Journal, No 153.
Brian Radford points out that ‘Photo © Brian Radford’ should be
added to the credit for the picture on p 19.
Shigeo Nakano has written in to say that the picture which appeared
on p 132 was not taken by her, but was presented by Midori Komachi.
Rod Sharpe, of the Music Library, Western Illinois University, has
written to correct a minor error in David Tall’s article on Sea Drift: at the
bottom of p 71 David writes: ‘But the original score, as written by the
composer, is not available.’ In fact a reprint of the 1929 score is available
from Musikproduktion Hoeflich (musikmph.de) in its Repertoire Explorer
series, with a new introduction in English and German. This publisher
has reprinted several other Delius scores, including the Requiem,
Lebenstanz, Violin Concerto, String Quartet and Appalachia.
We apologise to all concerned, and thank them for their corrections.
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DISCOVERIES AND MEMORIES: AN INVITATION FOR
DELIUS

In his latest book Stravinsky: Discoveries and Memories (Naxos Books 2013,
p 319), Robert Craft recounts how on 18th May 1922 Stravinsky and
Diagilev entered a Parisian hotel for a gala supper after the first
performance of the ballet Renard. This event was organised by Sydney
and Violet Schiff with the assistance of T S Eliot. Sydney Schiff wanted to
gather the ‘four greatest living artists: Stravinsky, Picasso, Joyce and
Proust’. The Schiffs had been friends of Delius and Jelka from at least
1921 and many eminent figures from the artistic community in Paris were
invited to the supper, including Eliot, Marinetti, Edith Sitwell, Katharine
Mansfield, Clive Bell and Delius himself. Craft relates how an invitation
was sent to Delius who was ‘a Stravinsky friend since 1913, when he
carried the cumbersome score of The Rite of Spring for the composer to the
second dress rehearsal’. Clearly Delius did not attend because at this time
he was in Germany, seeking a cure for his illness.


MIDORI KOMACHI

Members may be interested to hear news of Midori Komachi, whose
September 2012 concert at the Overseas Club was reviewed in the Spring
Journal, and who attended our Anniversary Meeting in January 2013 to
collect her certificate for performances of the Delius Violin Sonatas in
London, Cambridge and Japan.
Midori will be recording Violin Sonata No 3 in Chicago in October,
along with works by Debussy, Ravel and Grieg and hopes to receive
support from the Arts Council International Artists’ Development Fund.
This recording will not only mark the culmination of Midori’s Delius and
Gauguin project, which will be referenced in the CD booklet, but will
allow wider dissemination of these works for audiences in the USA, Japan
and the UK. It is of interest that Midori has discovered that 1,700 copies of
the EMI 18CD boxed set have been sold in Japan, representing around
30% of total sales of the set. Delius has a lot of fans in Japan!
Midori is also planning some concerts in Chicago during March 2014,
one of which will take place in the Harold Washington Library Center as
part of its Music in the Library series. Along with Delius, this will include
DSJ 154

119

works by Emile Sauret, a violinist who was a Professor at both the RAM
and at the Chicago Music College in the early 1900s. It seems that there
are some mutual connections to be explored although it is not certain if
they knew each other.
We wish Midori success with her various projects.


A VILLAGE ROMEO AND JULIET IN FRANKFURT

We are delighted with the news that Oper Frankfurt will be staging A
Village Romeo and Juliet in the summer of next year.
Conducted by Paul Daniel, and directed by Eva-Maria Höckmayr,
there will be seven performances during June and July 2014, with the first
on Sunday 22nd June. This is particularly significant as, 104 years on from
the world premiere at the Royal Opera House, Covent Garden, this will be
the first time ever that this opera has been given in Frankfurt.
More details can be found at oper-frankfurt.de.


NEWS FROM AUSTRALIA

Tony Noakes, a founder member of The Delius Society, sends us the
following news and comments.
‘Barry Humphries, in the course of an April radio interview on ABC
Classic FM, included “They are not long” from Songs of Sunset (in the
Beecham recording) as one of his five music choices. Six weeks later, in
conversation with one of ABC Classic FM’s regular presenters, he gave us
a much wider selection of music he loves, much of it French and from the
late 19th and early 20th centuries, eg Honegger, Hahn, Francaix, and
Chabrier, as well as Cole Porter and Kurt Weill. And he ended, once
more, with “They are not long”.
This Beecham recording has very personal memories for me. My
father was a member in the 1950s of the short-lived Beecham Choral
Society. By the time of the recording of Songs of Sunset, he was the last
amateur tenor left in the choir – too stressful and time-consuming for most
amateurs! I went to one of the recording sessions, and saw and heard Sir
Thomas in action.
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ABC Classic FM recently played Spring Morning, which was new to
me. As in similar early pieces by Delius, he seems already to be
approaching his characteristic manner of orchestration, but not yet his full
harmonic and emotional intensity.
It is good, for once, to be able to report on a Delius performance in
Australia. In a concert entitled “Percy Grainger and Friends”, Sir Andrew
Davis, Piers Lane, and the Melbourne Symphony Orchestra and Chorus
gave an imaginative programme in Melbourne on 5th June, which was
broadcast nationwide. It began with Grainger’s Marching Song of
Democracy; next came Grieg’s Piano Concerto and Piers Lane’s encore was
Dudley Moore’s Beethoven on Colonel Bogey. Then we heard Brigg Fair –
first Grainger’s beautiful choral setting, then Delius’s English Rhapsody, my
enjoyment of which was enhanced by listening to it while reading John
White’s article from DSJ 153. Last came Grainger’s Danny Deever, The
Bride’s Tragedy, and Tribute to Foster.
There may well have been other Delius performances in Sydney,
Melbourne or elsewhere, but these cities are as far from me in Perth as
London is from Moscow, and I would not normally have heard of them.
However, I know of none in Perth.
I wonder if members may have seen, as I did on television, a very
moving documentary on Kathleen Ferrier. I had not known before that
there was an entry in her bookings diary to perform at the 1953 Leeds
Festival in A Mass of Life – and the date on which the performance was to
have been given was on the very day that she died. Imagine her singing
“O Zarathustra”!
Finally, I am grateful to Jayne Strutt for her Delius/Fenby tribute
videos (DSJ 153, p 91), which I have enjoyed watching via internet on my
wife’s computer, and thereby heard for the first time part of An American
Rhapsody.’


DELIUS IN HANWELL

In April this year, the Borough of Ealing funded an exhibition celebrating
the area’s connection with Delius. Put together by Gillian Spragg, Artistic
Director of the Ealing Autumn Festival which, in 2012, celebrated Delius’s
150th anniversary, historian David Blackwell from Hanwell Heritage and
the Local History Society, and Delius Society member and Ealing resident
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Terry Sanderson, the exhibition explored the brief visit by Delius to the
poet Richard Le Gallienne who lived in Hanwell and to whom Delius was
introduced by the Norwegian writer, Peter Rosenkrantz Johnsen. Delius
stayed with Le Gallienne in February 1892 in order that they might
collaborate on an opera, Endymion. Sadly Delius did not complete this
project and the two did not meet again, but his fleeting friendship with Le
Gallienne impacted on Delius’s later works through The Rhymers’ Club,
whose members included W B Yeats and Ernest Dowson as well as Le
Gallienne. Delius set Dowson’s texts notably in his Songs of Sunset.

The opening of the Delius in Hanwell Exhibition at Ealing Library, 6th April 2013.
Pictured left to right are Gillian Spragg (Artistic Director of the Ealing Autumn Festival),
David Blackwell (Hanwell Heritage and Local History Society), Councillor Mohammad
Aslam (Mayor of Ealing), Mrs Majeeda Aslam (Mayoress of Ealing), Terry Sanderson (Delius
Society member), Dr Lionel Carley (President of the Delius Society), and Margaret Morrell
(Da Rocha Pastorale: organiser of the Ealing Autumn Festival Coffee-time Concerts).
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EVENTS
This listing aims to be a complete record of all events and it is therefore
very likely that some will have already taken place by the time the Journal
is published. For events in the future, you are advised to confirm the
details with the relevant box office.

DELIUS SOCIETY LONDON BRANCH SEASON 2013-14

All meetings take place at the New Cavendish Club, 44 Great Cumberland
Place, London W1H 8BS (unless otherwise stated).
The nearest
underground station is Marble Arch, on the Central Line.
Wednesday 9th October 2013 at 7.15pm
Delius in the Garden: a talk with musical excerpts
Dr Daniel Grimley, MA, PhD (Cantab)
Monday 9th December 2013 at 7.15pm
Paris, the Song of a Great City: uncovering some musical secrets
Tony Summers talks about the unusual and novel features of this early
work and his quest to identify the source of some of Delius’s musical
materials. With musical extracts.
Wednesday 26th February 2014 at 7.15pm
Delius: an Anglo-American Composer
Roger Buckley
On the day of Delius’s re-interment at Limpsfield, the Observer carried a
lengthy interview with Sir Thomas Beecham in which he declared that he
had thought of writing a book with the title An Anglo-American
Composer’.
Delius’s contact with African-American music, he
maintained, had ‘brought out his gifts’. Tonight’s speaker will attempt to
justify Beecham’s belief.
Wednesday 16th April 2014 at 7.15pm
Delius – and all that Jazz
Jazz musician Digby Fairweather discusses the musical, harmonic and
melodic relationships and influences between Delius’s music and the jazz
that arrived during the composer’s later years.
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OTHER EVENTS
Wednesday 22nd May 2013 at 1.10pm
St James Piccadilly
Delius: Sonata for Violin and Piano No 3
Kreisler: Praeludium and Allegro in the style of Pugnani
Bartok: Romanian Folk Dances Sz 56
Grieg (arr. Sauret): Lieder for violin and piano
Sarasate: Carmen Fantasy Op 25
Midori Komachi violin, Florian Mitrea piano
Note: On 29th January 2013 Midori Komachi was awarded a Certificate
by The Delius Society for her performances of Delius in the Anniversary
Year. Florian Mitrea was a prize winner in the Delius Prize competition
2008.
Tuesday 11th June 2013 at 7.30pm
Garnisons Church, Copenhagen
Delius: On Craig Ddu; Two unaccompanied part songs (To Be Sung of a
Summer Night on the Water)
and works by Sibelius, Gershwin and others
Ars Nova Copenhagen, Paul Hillier conductor
Saturday 6th July 2013 at 8.00pm
The Old Gym, Wellington College, Crowthorne, Berkshire
Delius: Brigg Fair
Arnold: Overture Tam O’Shanter
Dvorak: Romance for Violin and Orchestra; Symphony No 7
Molly Cockburn violin
Crowthorne Symphony Orchestra, Robert Roscoe conductor
Saturday 7th September 2013 at 7.30pm
St Peter ad Vincula, Hampton Lucy, Warwick
Delius: On Craig Ddu
and works by Warlock, Finzi, Parry, Elgar, Vaughan Williams,
Britten and Ireland
Rachel Haworth organ, The Carice Singers, George Parris conductor
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Friday 20th September 2013 at 8.00pm
MDR Cube at Augustusplatz, Leipzig
Delius: Air and Dance for Strings
Britten: Simple Symphony
Haydn: Symphony No 45
Beethoven: Romances for violin and orchestra Nos 1 and 2
Daniel Stabrawa violin, Kammersymphonie Leipzig
Sunday 22nd September 2013 at 7.00pm
Kaisersaal, Erfurt
Delius: Air and Dance for Strings
and works as above
Daniel Stabrawa violin, Kammersymphonie Leipzig
Thursday 26th September 2013 at 8.00pm
Davies Symphony Hall, San Francisco, CA
Mahler Blumine
Beethoven Piano Concerto No 3
Short works by Delius, Copland, Debussy, Delibes, Grieg and
Rachmaninov
Emanuel Ax piano
San Francisco Symphony Orchestra, Michael Tilson Thomas conductor
Friday 27th September 2013 at 8.00pm
Davies Symphony Hall, San Francisco
Programme as above
Emanuel Ax piano
San Francisco Symphony Orchestra, Michael Tilson Thomas conductor
Friday 27th September 2013 at 7.30pm
Westbourne Hall, Westbourne, West Kirby
Delius: Late Swallows
Haydn: Quartet in G Major Op 77 No 1
Philip Glass: Quartet No 5
Beethoven: Quartet in B Flat Major, Op 18 No 6
Villiers String Quartet
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Saturday 28th September 2013 at 8.00pm
Davies Symphony Hall, San Francisco
Programme as for 27th September
Emanuel Ax piano
San Francisco Symphony Orchestra, Michael Tilson Thomas conductor
Thursday 10th October 2013 at 7.30pm
St Edmund’s Church, Southwold, Suffolk
William Alwyn Festival
Delius: Cello Sonata
Ireland: Cello Sonata
Bridge: Elegie and Scherzo for Cello and Piano
Lloyd Webber: Nocturne
Rachmaninov: Cello Sonata
Julian Lloyd Webber cello, Rebeca Omordia piano
Tickets: aldeburgh.co.uk
Sunday 13th October 2013 at 3.00pm
Lincoln Performing Arts Centre
Delius: Cello Sonata
Bach: Air on a G String
Piazzolla: Oblivion
Britten: Cello Sonata Op 65
Bridge: Scherzetto
Julian Lloyd Webber cello , Rebeca Omordia piano
Tickets: lpac.co.uk
Thursday 17th October 2013 at 8.00pm
Hawthorne Theatre, Welwyn Garden City
Delius: Cello Sonata
and works as above
Julian Lloyd Webber cello , Rebeca Omordia piano
Tickets: hawthornetheatre.co.uk
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Saturday 19th October 2013 at 7.00pm
St Peter’s Church, Littleover, Derby
Delius: On Hearing the First Cuckoo in Spring; Summer Night on the River
Mozart: Overture – Così fan tutte
Haydn: Symphony No 101 The Clock
Beethoven: Symphony No 8
Derby Concert Orchestra
Andrew Hubbard and Jonathan Trout conductors
Tickets: derbyconcertorchestra.co.uk
Sunday 20th October 2013 at 3.00pm
Royal Festival Hall, London
Delius: The Walk to the Paradise Garden
Grieg: Piano Concerto
Holst: The Planets
Alice Sara Ott piano
Philharmonia Orchestra, Vladimir Ashkenazy conductor
Tickets: southbankcentre.co.uk
Saturday 9th November 2013 at 7.30pm
Lincoln Drill Hall, Lincoln
Delius: The Walk to the Paradise Garden
Britten: Four Sea Interludes from Peter Grimes
Walton: Crown Imperial
Eric Coates: London Suite
Elgar: Enigma Variations
Lincoln Symphony Orchestra, Richard Crossland conductor
Tickets: lincolndrillhall.com
Sunday 17th November 2013 at 3.00pm
German Society of Pennsylvania, 611 Spring Garden Street, Philadelphia
The Delius Society, Philadelphia Branch presents The Barnard Trio
Delius: Double Concerto
Grieg: Piano Trio in C minor
Staneck: Thanksgiving
O’Neill: Theme and Variations on Pretty Polly Oliver
More information: germansociety.org
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Tuesday 26th November 2013 at 7.30pm
Warwick Arts Centre, Butterworth Hall, Coventry
Delius: On Hearing the First Cuckoo in Spring; La Calinda (Koanga)
Walton: Cello Concerto
Elgar: Enigma Variations
Jamie Walton cello
Royal Philharmonic Orchestra, Christoph Koenig conductor
Tickets: warwickartscentre.co.uk
Saturday 18th January 2014 at 8.00pm
Opéra Bastille, Paris
Delius: Violin Concerto
Britten: Sinfonia da Requiem
Brahms: Symphony No 3
Guy Braunstein violin
Orchestre de l’Opéra National de Paris, Jeffrey Tate conductor
Tickets: operadeparis.fr
Thursday 30th January 2014 at 7.30pm
St Mary de Lode, Gloucester
Delius: String Quartet
Bush: Dialectic
Whettam: Hymnos Quartet
Villiers String Quartet
Tickets: villiersquartet.com
Sunday 2nd February 2014 at 3.00pm
German Society of Pennsylvania
611 Spring Garden Street, Philadelphia, PA 19123
Presented by The Delius Society, Philadelphia Branch
Works by Delius, Schubert, Bach, C W Orr, Edward German and Norman
O’Neill
Davyd Booth violin, Michael Stairs piano
More information: germansociety.org
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Friday 21st February 2014 at 8.00pm
Concert Hall, Bruges
The Great War
Delius: To be sung of a Summer Night on the Water
and works by Ravel, Howells, Stanford, Warlock, Bax, Walton, Wilkinson,
Gurney, Butterworth and Somervell
Julien Libeer piano, Vlaams Radio Koor, Bart Van Reyn conductor
Tickets: vlaamsradiokoor.be/en
Saturday 22nd February 2014 at 8.15pm
Merelbeke Kerk Flora, Gent
The Great War
Delius: To be sung of a Summer Night on the Water
and works, performers and ticket information as above
Sunday 23rd February 2014 at 8.15pm
Flagey: Studio 1, Brussels
The Great War
Delius: To be sung of a Summer Night on the Water
and works, performers and ticket information as above
Tuesday 25th February 2014 at 8.00pm
Virga Jesse Basilica, Hasselt
The Great War
Delius: To be sung of a Summer Night on the Water
and works, performers and ticket information as above
Thursday 27th February 2014 at 8.00pm
Bethaniënhuis Zoersel, Antwerp
The Great War
Delius: To be sung of a Summer Night on the Water
and works, performers and ticket information as above
Friday 28th February 2014 at 8.15pm
Jezuïetenkerk, Lier, Antwerp
The Great War
Delius: To be sung of a Summer Night on the Water
and works, performers and ticket information as above
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Friday 7th March 2014 at 7.30pm
Portsmouth Guildhall
Delius: The Walk to the Paradise Garden
Elgar: The Wand of Youth Suite No 2
Vaughan Williams: The Lark Ascending
Elgar: Symphony No 1
Amyn Merchant violin
Bournemouth Symphony Orchestra, David Hill conductor
Tickets: portsmouthguildhall.org.uk
Saturday 8th March 2014 at 7.30pm
Brighton Dome, Concert Hall
Delius: The Walk to the Paradise Garden
Elgar: The Wand of Youth Suite No 2
Vaughan Williams: The Lark Ascending
Elgar: Symphony No 1
Tasmin Little violin
Bournemouth Symphony Orchestra, David Hill conductor
Tickets: brightondome.org
Sunday 16th March 2014 at 11.00am
Kapel van het Elzenveld, Antwerp
The Great War
Delius: To be sung of a Summer Night on the Water
and works, performers and ticket information as for 21st February
Sunday 16th March 2014 at 4.00pm
Sint-Margaritakerk, Tielen, Antwerp
The Great War
Delius: To be sung of a Summer Night on the Water
and works, performers and ticket information as for 21st February
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Saturday 29th March 2014 at 7.30pm
Bridgewater Hall, Manchester
Delius: Brigg Fair
Elgar: Introduction and Allegro
Vaughan Williams: A Sea Symphony
Katherine Broderick soprano, Roderick Williams baritone
Hallé Choir, Hallé Orchestra, Sir Mark Elder conductor
Tickets: bridgewater-hall.co.uk
Sunday 22nd June 2014
(Further performances on 25th and 29th June, 4th, 6th, 10th and 12th July)
Oper Frankfurt
Delius: A Village Romeo and Juliet
Dietrich Volle Manz, Magnús Baldvinsson Marti, Jussi Myllys Sali,
Amanda Majeski Vreli, Johannes Martin Kränzle The Dark Fiddler,
Chorus and Orchestra of Oper Frankfurt, Paul Daniel conductor
Tickets: oper-frankfurt.de/en
A full list of all concerts and events is always available on the Delius Society
website: delius.org.uk.
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