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CHAIRMAN’S NOTES
For perfectly understandable reasons, and quite contrary to what many
societies do, the musical ones generally hibernate during the summer – and
we are no exception! The Committee, however, is ‘on the go’ right round
the year – and the time since the last issue of the Journal has largely been
taken up with planning for the autumn and winter events.
By the time you read this, the cruise down the Thames will have been
and gone – and hopefully will have been a very successful event, with
Digby Fairweather’s band to entertain us, and a number of members of
other societies joining us.
There will be two London meetings before the end of the year – talks
by Bo Holten and Stephen Threlfall (Director of Music at Chetham’s School
of Music, which contributed so much to the 150th anniversary celebrations
in 2012). We are very lucky in that we seem able to twist a good number of
arms among potential speakers, and have had some quite fascinating
evenings – and I am sure that both of these will be really rewarding.
My wife and I went to the Frankfurt Opera production of A Village
Romeo and Juliet – and, although I have no knowledge of what Roger
Buckley has said in his review (see page 74) we thought that it was one of
the most marvellous productions of any opera we have seen in the past 30
or more years. In comparison, the one at Wexford in production (although
not musical) terms was almost amateur. Paul Daniel coaxed echt-Delian
sounds and sensitivity out of the entirely in-house cast and quite excellent
orchestra – while the actual production was deeply satisfying. There were
absolutely no gimmicks, the set and the lighting were completely
appropriate, and the mechanical wonders of the Opera House stage were
used to great effect, so that the stage pictures were constantly changing at a
pace totally consistent with the flow of the music. A quite magical evening!
Martin Lee-Browne
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YOUR COMMITTEE
NEEDS YOU!
In the last Newsletter, I wrote about the way the
Committee functions and, in the hope that it may have
interested a few Members, I am now making yet
another plea for one or two to consider joining us.
Everyone on the Committee does an essential job, and
if anyone is unable to continue for whatever reason
we shall be in dire straits. We must plan for the
future, and ensure that we have enough Committee
members coming forward to enable us to keep the
Society going. Please give some serious thought to
whether you could help. No offer is too small!
If any Member wishes to discuss the possibility of
joining us, or to suggest the name of someone who
might be persuaded to, I shall obviously be happy to
talk, or exchange emails, in strict confidence. My
contact details are at the front of this Journal, and my
telephone number is 01285 712 102. Thank you.
Martin Lee-Browne
Chairman
6
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EDITORIAL
Welcome to the autumn issue of the Journal, which has an American
flavour. I am very grateful to Bill Thompson for bringing Paul Kruse’s
paper on Delius’s time in Florida to my attention. This has never before
been published in the Journal, despite having been written more than 70
years ago; I found it fascinating to read, written as it was by a ‘local’, and
have taken the opportunity to reprint alongside it Roger Buckley’s account
of his visit to Solana Grove in 1981. You may also be interested in the
transcript of Roger’s February 2014 talk, Delius – An Anglo-American
Composer, and the insightful thoughts of Jeff Driggers, leading American
Delian who sadly died last year, on Delius as well as various other
composers.
I know that many of you will have been saddened to note the death of
Lyndon Jenkins back in April; by the time you read this, a memorial concert,
Mainly for Pleasure, will have taken place in Birmingham. I am pleased to
be able to include in the following pages tributes from four of those who
knew him, and the wonderful work he did for the Delian cause.
No doubt many of you will be eagerly awaiting the forthcoming
publication of Delius and his Music by Martin Lee-Browne and Paul Guinery.
Both Martin and Paul will be at the Delius Society meeting on Wednesday
15th October, at which the speaker is Bo Holten, and they will be delighted
to sign copies bought in the interval. Those purchasing in person at the
meeting will enjoy 25% discount on the RRP; we hope to see you there! If
you are unable to be there, copies can also be ordered at the same discount
direct from the publisher – please see the enclosed flyer for details.
The Society is enormously grateful to Stephen Lloyd for his work on
the online Delius bibliography which has been recently completed to
complement his discography which was launched on the website last year.
He introduces both on page 52.
Finally, I would like to thank all those who wrote in to explain what it
was that prompted them to become members of the Delius Society. I was
fascinated by the variety of reasons given, and the diverse routes by which
people come to know and appreciate the work of this great composer. I
hope you enjoy reading their stories.
Please do keep sending me your contributions – these can be original
articles, letters to the Editor, items for the Miscellany section or anything at
all that members might find interesting. The copy deadline for the Spring
DSJ 156
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2015 issue is 1st February 2015, but I am more than happy to receive your
contributions at any time.
Katharine Richman
journal@thedeliussociety.org.uk

Photo: Roger Buckley



Digby Fairweather and his ‘Half Dozen’ entertaining Delius Society members and their
guests with the premiere performance of Digby’s jazz suite To Frederick with Affection,
as they cruised on the River Thames on 16th September 2014.
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LYNDON JENKINS (1938-2014)
Delius Society Vice-President, acclaimed music journalist, writer and presenter,
Lyndon Jenkins died earlier this year, aged 75. Here we present tributes from some
of those who knew him best.

JOHN WHITE

Like Lyndon Jenkins, John White is a founder member of the Delius Society. He
has been a regular contributor to the Journal over the years, as well as serving as a
member of the committee for many years, and as Newsletter Editor.
Although Lyndon and I must have passed one another several times at the
1962 centenary concerts in Bradford, at that stage I had only recently joined
the Society and knew nobody by sight. We both would have been at the
very first AGM, but it was not until some years later that I got to know him.
He visited me once in Maidstone and, after playing some of Sir Thomas
Beecham’s Delius recordings, I remember how we laughed at the
ponderous ending of Vidal’s Gavotte, a typical Beecham joke. But, of course,
Beecham and Delius were inseparable in Lyndon’s affections, as they
showed so clearly an intuitive understanding between composer and
interpreter. Not that this prevented Lyndon from being very appreciative
of other conductors and performers, so many of whom he got to know in
the course of his exceedingly busy professional life.
We seldom met because of the physical distance between us, but
AGMs were an opportunity to chat. When he became Chairman of the
Society, Lyndon brought not only authority but also wit and charm to
proceedings which could sometimes have become sleep-inducing,
especially on a warm summer afternoon. In more recent years we were able
to meet at Society events and a particular pleasure was, when staying at the
New Cavendish Club, to have what Lyndon himself described as ‘our
extremely civilised breakfast’ together.
Now that I know something of Lyndon’s activities, I am full of
admiration and am astonished at the extent of his achievements. For us,
there is so much to be grateful for: the book on Delius and Beecham, the
many recordings with which he has been associated, the CD booklets and
articles in the Journal; all informative, clear and discriminating and
beautifully written. Bur for me, I shall remember most a man of great
kindness and generosity and with a wicked sense of humour.
DSJ 156
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Lyndon Jenkins
20th November 1938 – 24th April 2014
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He would always commiserate with me over my misfortune in living
in the South, a region which was in his opinion only just, and with
difficulty, emerging from the Dark Ages. It was in vain to protest that we
were connected to the national grid, had television and access to the
internet; all this was greeted with kindly scepticism. I never contacted
Lyndon without having my leg well and truly pulled.
Some months ago, I received a package containing several CDs,
amongst which was not Delius’s, but Parry’s Songs of Farewell. This Lyndon
described as a masterpiece, as indeed it is, but I now understand that it also
carried a message of which I am now sadly aware. In the fourth song ‘There
is an old belief’ there are these words:
‘… on some solemn shore … dear friends shall meet once more.’

And I know exactly what Lyndon will say: ‘Oh, John! So they have decided
to let you in, after all?’ Then a pause, and softly, as if to himself: ‘Standards
must be slipping’. I shall not miss the twinkle in his eyes as he says it.
John White


JULIAN LLOYD WEBBER

A Vice-President of the Delius Society, Julian Lloyd Webber was a keen performer
of Delius’s music until he was forced to retire from playing earlier this year due to
a neck injury. His CD, Evening Songs, featuring arrangements for cello and
piano of songs by Delius and Ireland, was released in 2012.
The year I met Lyndon Jenkins I was having a ‘spot of bother’ with my
downstairs neighbour. Not only did she seem to stay in all day long but
she had evidently run out of patience with my relentless preparation for the
recording I was about to make of modern British cello music. This consisted
of pieces by Lennox Berkeley, Peter Racine Fricker, John McCabe and
Martin Dalby. ‘Easy listening’ it wasn’t! I was practising a full six or seven
hours each and every day and my neighbour’s equally relentless protests
had forced me to consider moving to a detached house where no one could
hear me. As a rookie solo cellist London was obviously not an option so I
started to look for places near Elgar’s beloved Worcestershire: still too
expensive and rather too far from London. So I eventually paid the princely
DSJ 156
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sum of £14,600 for a detached house in the village of Upper Boddington on
the Northamptonshire/Warwickshire borders. ‘Fourteen grand for a
detached house?’ Yes, it was a snip, even back in 1976 – the year I met
Lyndon Jenkins.
Shortly after moving in, I received a letter from the editor of a local
magazine called Warwickshire & Worcestershire Life. Their music editor, aka
Lyndon Jenkins, would like to interview me to coincide with my
performance at that summer’s Three Choirs Festival. Three weeks later
Lyndon was knocking at my door and, in all honesty, I was surprised by
his genial countenance as his reputation as the Birmingham Post’s
sometimes fearsome music critic had preceded him.
But we hit it off immediately as we swapped tales of British music and
musicians and discovered our mutual love of Delius. Lyndon and his wife
Sue soon became firm friends of my first wife Celia and me, and many a
convivial lunch – which invariably lasted until the early evening – was
spent at the Butchers Arms in the neighbouring village of Priors Hardwick.
I was always impressed by Lyndon’s encyclopaedic knowledge of
music which came liberally laced with large doses of caustically cynical
humour. Although he could be severely critical of both music and its
practitioners, Lyndon was fiercely loyal to those he believed in and
exceptionally encouraging to young musicians – especially if they played
Delius!
A key figure on the Birmingham music scene, Lyndon was
instrumental both in the genesis of Symphony Hall and the loving
refurbishment of Town Hall. Together with Andrew Jowett he was hugely
involved with Rising Stars – a scheme which gave young musicians fantastic
opportunities to play at the most prestigious venues throughout Europe.
Lyndon’s fount of knowledge meant he was in constant demand from
both artists and record companies to write sleeve notes which were always
models of historical precision. Yet Lyndon’s penchant for accuracy was
matched by a delicious sense of the politically incorrect – he famously
introduced an all-female string quartet at Symphony Hall with the words
‘if they play half as well as they look then we’re in for a treat’!
A constant evangelist for Delius he scored some notable coups –
including a series of interviews with Eric Fenby for the Birmingham radio
station BRMB and persuading Vladimir Ashkenazy to conduct Eventyr with
the Philharmonia Orchestra at Symphony Hall.

12
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Many will miss the depth of his knowledge but I am already missing
the depth of a friendship that lasted almost forty years.
Julian Lloyd Webber


MIKE GREEN

Mike Green was, until last year, Vice Chairman of the Delius Society, and
instrumental in organising the Society’s celebrations of the 150th anniversary in
2012.
I first encountered Lyndon many years ago at a Society weekend in
Norwich, the first time my wife Elizabeth and I attended a Delius event,
although I had been a member for some years. Lyndon gave us a
presentation, with supporting slides and sound, of the approach of various
conductors to performances of Delius. In particular I remember he
concentrated on On Hearing the First Cuckoo in Spring and I recall that
Barbirolli’s recording received much praise for the conductor’s
management of the wonderful wind instruments.
Some years later, in the 80s, I was one of six Birmingham businessmen
who came together with the objective of providing the city with concerts of
smaller scale works, mainly falling between the repertoire of the CBSO and
the Birmingham Chamber Music Society. Lyndon provided us with
invaluable programming suggestions and contacts for likely performers.
Our mainstay orchestra was the English String Orchestra (sometimes
enhanced) under William Boughton and, over four or five years, we offered
around six concerts a year taking our title ‘Grosvenor Concerts’ from the
wonderful Grosvenor room in the Grand Hotel where performances took
place. We offered John Lill, playing two Mozart Concertos, John Ogdon,
playing the Shostakovich Second Piano Concerto, Julian Lloyd Webber as
conductor, soloist and recitalist, Nigel Kennedy with an extraordinary
performance of The Four Seasons, Michael Collins, the Academy of St
Martin-in-the-Fields, the Salomon Quartet, the English Concert, the Vienna
Chamber Orchestra, the Allegri Quartet and many more. I remember
Lyndon being very keen to include Leroy Anderson’s Fiddle Faddle in one
of the programmes, which went down very well. Complimentary interval
cakes also went down rather well, courtesy of Drucker’s Vienna Patisserie,
DSJ 156

13

Mike Green, the late Bernard Jones, Julian Lloyd Webber, and Lyndon Jenkins
at a Grosvenor Concert

Stephen Drucker being a member of our team. We later relocated our
concerts to the Adrian Boult Hall at the Birmingham Conservatoire where
our most challenging achievement was a rare performance of
Shostakovich’s Symphony No 14 – but it was a real struggle to sell tickets!
I particularly recall Lyndon’s kindness and sympathy. When
Elizabeth died suddenly in 1989 I very quickly received a CD in the post
from him of Elgar’s Piano Quintet and a touching note inside:
‘Do please play the Quintet Adagio for me in memory of Liz. Its serenity
matches her most perfectly it seems to me’.

I shall always treasure this.
I served under Lyndon on the committee and he was a wonderful
chairman – finding the perfect match between being business-like and
having fun. They were happy times.
Sadly I saw less of him recently although he was very helpful with our
2012 arrangements and we met several times for lunch (or, as Lyndon put
it ‘a cold collation’). I also visited his house for discussions over the reissue
of his wonderful Fenby interview, and he and Sue always made me most
14
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welcome. I knew he was having medical treatment but he always played
this down, treating it as a private matter.
Lyndon was a wonderful presenter with a keen wit and tremendously
good company. And as author and as a fount of knowledge on all matters
musical he was supreme. I only ever disagreed with him on one point – his
conviction that Richard Strauss was a far greater composer than Mahler!
Michael Green


PAUL CHENNELL

Long-standing member of the Delius Society, Paul Chennell is currently
Membership Secretary.
I joined the Delius Society thirty years ago, and soon after attended the
society’s annual weekend, held in 1985 at Wolfson College, Cambridge.
Lyndon Jenkins was one of the first people in the Society I met, and I
experienced first-hand how exceptionally welcoming and kind he was to
new members. I think it is most fitting that today’s new members will
continue to hear Lyndon’s voice on the CD Eric Fenby 1984 Radio Programme,
which new members receive on joining the Society. He was a founder
member and very active both in the Midlands and nationally, serving on
the Committee for many years, and as Chairman for six.
I remember him as a wonderful after-dinner speaker and lecturer; his
talks are legendary, and wonderful memories for those who attended.
Many times at our annual Society dinners Lyndon would be on sparkling
form, often recollecting his friendship with well-known artists such as
Julian Lloyd Webber, Yehudi Menuhin, and of course Eric Fenby.
We cannot fail to mention Lyndon’s fine articles, reviews, record sleeve
notes, and of course his books including While Spring and Summer Sang, his
in-depth study of the extraordinary creative relationship between Delius
and Beecham; Delius & Fenby A Photographic Journey with Paul Guinery; and
books about Birmingham: The Birmingham 78s, 1925-47, a story of the
gramophone records made by the City of Birmingham Orchestra, with
Beresford King-Smith; and Town Hall Birmingham – A History in Pictures,
with Fiona Fraser.
What particularly comes to mind when I think of Lyndon is his
DSJ 156

15

kindness and guidance, and his insistence on accuracy, which I particularly
appreciated when I was busy with the Journal. He also helped me
enormously with a talk I gave to the Society some years ago, on Delius and
the Proms.
It would be tempting just to think of Lyndon as an entertaining
speaker, but there was always a serious purpose underneath his lightheartedness. His talks, however casual and relaxed they sounded, were
thoroughly prepared, and we always came away with something to think
about, whether it was a new insight into the music, a reminder of some
aspect of the music we had forgotten, or maybe an interpretation we had
possibly misjudged. His criticism was always positive and never unkind.
Lyndon will always be remembered for his chairmanship of the
Society which was a fine success. His judgement was very sound and he
was a good leader. I am sure there are others who, like me, will miss the
chance of hearing once again one of his eloquent and entertaining talks.
Paul Chennell
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FLORIDA IN THE LIFE AND WORKS OF
FREDERICK DELIUS
This paper, by Paul Kruse, which has recently come to light amongst the Delius
Collection in the Jacksonville Library, was read at a meeting of the Jacksonville
Historical Society on 28th January 1942. It is reproduced here for the first time in
the Delius Society Journal with the kind permission of the Jacksonville Historical
Society, Jacksonville, Florida, USA. Illustrations have been added by the Editor.
Readers should note that, since 1942, research has shown a number of Paul Kruse’s
statements to be inaccurate; in each case these are marked with an asterisk and
addressed in the Editor’s notes at the end of the article. I am grateful to Roger
Buckley and Paul Chennell for their help in identifying the inaccuracies.
In the preparation of this paper, the obvious sources of musical
encyclopaedias, dictionaries, periodical sources traced through the
Readers’ Guide, and published biographies were used. An examination of
the Florida Times-Union files for the years covering Delius’s sojourn in the
State afforded related information and background. It is to be regretted that
numerous manuscripts, letters and mementos of Delius, which he gave to
friends whose families are still in Jacksonville, were destroyed in the
Jacksonville fire of 1902. However, contemporary information has been
supplied by long-time residents of Jacksonville who remember the
musician, and by other individuals who have made an effort to establish
factual information.
On a pleasant October evening in 1929, a helpless, bowed, blind figure in
an invalid chair was wheeled into the Circle at Queen’s Hall, London.
Hysterically, frenzied people stretched their necks to get a glimpse of him.
For six days they had listened to his music, seen his head sway with its
subtle rhythms, gazed on his pallid, hollow cheeks, his stark, unseeing eyes,
and watched him acknowledge the applause by the feeble raising of one
hand. At the end of the Festival when he spoke, their tears flowed
unashamedly. Thousands outside, unable to gain admittance, crowded the
doors and climbed the railings. The police had to make a path so that he
could be carried to his hotel across the street. Admirers stood in the way of
his chair, endeavoured to touch his clothes, to hand him flowers. Never
before in the history of London had an English composer been thus
acclaimed.1
DSJ 156
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As the shadows of evening lengthened for Frederick Delius, the dawn
of worthy recognition brightened into earnest popularity, and like many
another genius, he lived to enjoy only a small part of his fame. Frederick
Delius, the second son and fourth of the fourteen children of Elise Kroenig
and Julius Delius, was born at Bradford, Yorkshire, England, on 29th
January 1862.2 He was educated by private tutors, and later attended
Bradford Grammar School and International College. His father was a
successful textile broker and warehouseman who entertained the firm belief
that not only the eldest, but all of his sons, should learn his, the woollen
business. The senior Delius, of German origin, who appreciated music as a
cultural polish, allowed his family to receive limited musical training in
conjunction with school work, but never did he entertain or countenance
the fact that anyone, especially his son, should follow the study of music as
a career.
Very much a domestic Hitler, the elder Delius unsuccessfully held his
sons to the textile business, the first bolting to New Zealand as a sheep
rancher, and Fred passively accepting a parental commission to represent
the firm on the continent only because it allowed him time to practise his
musical tastes. Chagrined by Frederick’s unproductive record for the firm,
Mr Delius called the young man back to Bradford for a final family council.
Through repeated failures, Fred had come to learn the best tactics in dealing
with his father. There was the problem of pleasing him so that financial
security would be at hand, but at the same time he must be far enough
removed from parental restraint to indulge his talent.
His temperament was wont to seek a place where the sun was always
shining and nature lent herself to peace and contemplation. Spinning the
globe on the library table and music before the fireplace one evening, the
outline of Florida caught his eye. The name of Florida was not strange to
him for then a virtual land boom was on with the English land offices who
had especially singled out this semi-tropical region for promotion. The
London papers advertised the Florida land offices and in Bradford itself,
Delius almost daily passed by the office of The Land Mortgage Bank of
Florida, Limited. Our own Florida Times-Union for this period of 1884
carried such advertisements as The Florida Land and Mortgage Company,
Limited, London Office, 7 Whitehall Place. And it offered as proof
‘Two millions of acres of farming, orange, timber and grazing lands
situated in 29 counties. Opened for sale this year, and the lands have not

18
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been picked over. No part has been reserved in any manner and the
whole is open for sale.’

So it was no wonder that the young Delius had already dreamed of this
strange, new land about which he had read where oranges grow plentifully
and with little care. There, he thought, nature would do her work with the
oranges and he could do his with music. Since his brother Ernest had
received parental blessing as a sheep rancher in New Zealand, why could
he not go to Florida as an orange planter? He approached his father with
the idea, and Mr Delius, hoping to save young Fritz from that fate worse
than death as he thought – the career of a musician – accordingly made
arrangements and took an option on a Florida grove with a view to its
purchase.
Delius arrived in New York in March of 1884 and continued by
coastwise steamer to Florida and up the broad expanse of the St Johns to
Solano Grove. It must have been a joyful time for the young musician
arriving as he did in the early spring. He perceived a great difference
between the two countries and at once his sensitive spirit was stirred by the
natural beauties that stood out in contrast with his native England. The
bleak, English countryside and the cold, heavy fogs had given way to
tangled natural vegetation under a warm and sunny sky, and the sunset
that evening over the bow of the liner heading for Jacksonville filled the
western horizon with soft pastels such as he had never before seen.
The yellow gorse and the chalk cliffs he missed, but in their places were
the orange blossoms and the moss-laden, overhanging oaks. The social and
political life of Florida had never known another period like the era when
Delius arrived. It was a decade of progress in the State’s history since it was
but a year later that her people adopted its constitution as it is today.
Jacksonville even then was the gateway city and had found its place as an
industrial centre, boasting five lumber mills, two brickyards, fourteen cigar
factories, and two wagon establishments. That year Pablo Beach was
opened as a resort, and feeling over the construction of the Jacksonville and
Atlantic railway was running as tense as it is today over its successor, the
Hogan Road. The city attracted the cultured, for in that year the famous
Park Opera House was dedicated with a professional performance of Faust.
Amateur theatricals sallied forth with Pirates of Penzance whilst the
professionals billed J B Polk, nephew of the ex-president and one of the
leading comedians of the time, in Mixed Pickles. The social whirl of
Jacksonville was as gay as in any other city of the South, and from the Florida
DSJ 156
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Image by kind permission of the Delius Trust

1967 American Department of Commerce 1:40,000 map of the St Johns River. Solana Grove
lay between Magnolia Point and Silano Point. Subsequent owners of the Grove were the
Meldrim family whose name is commemorated in the land to the north-east of the
plantation. Picolata (top) was a landing place for river steamers to and from Jacksonville.
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Times-Union of 9th April 1884, almost the exact time of Delius’s arrival, we
read a typical social announcement:
‘Lords George and Henry Fitzgerald arrived yesterday in this city and
are at the Windsor. These young gentlemen are sons of the Duke of
Leinster, one of the richest and most influential of the noblemen of
Ireland. They bring letters to several prominent people of the State.’

Indeed, it was just the period and just the life in which any young man
could find normal expression.
He was not entirely alone and among strangers when he arrived in
Florida since an English colony had already been established around
Picolata. The ranch of Captain Bell, from London, adjoined that of Delius,
and the Douglass family, on a nearby plantation, had been friends of the
Deliuses in Bradford.
Solano Grove was an old Spanish plantation on the eastern bank of the
St Johns River about forty miles up the river from Jacksonville, near Picolata
Landing. All about the plantation were acres and acres of semitropical
vegetation. The river and the dense forests shut the young man of twentytwo off from the world outside. ‘It was an ideal situation for Fred,’ his sister
writes in her biography of him.
‘He wanted time to dream and think, and here for the first time in his life
he found the peace and seclusion in which his musical genius could
blossom. There was no distraction; here he could forget everything except
his pursuit of an imagined beauty of capturable sound. He was as far
removed from Victorian England and parental dictatorship as if he had
landed in the middle of Africa.’3

Ideal for Delius, it was quite unsuited to the object which his father had at
heart of making his son a prosperous businessman who might in the orange
trade win those spurs which had grown so deplorably rusty in the business
of bartering wool. His house was a small frame dwelling consisting of four
rooms, standing on a bluff overlooking the river. Having no servant, he did
all of his own domestic chores. He utterly disliked to cook, so he lived for
the most part with a can opener in one pocket and a manuscript in the other.
The illusion of becoming an orange planter soon faded, but not until
he had firmly established himself in parental grace and was sure of his
annual allowance, but before the first crop was due his interest had
vanished completely. He had secured an old Negro couple to attend to the
running of the bungalow and an overseer attended to the grove. Fred just
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dreamed and played music. The only instrument he had was a violin and
without a piano he felt that his wings as a composer were clipped. He
determined early that a piano he must have, so he embarked one day at
Picolata for the three hours’ journey on one of the palatial St Johns River
liners to Jacksonville, the nearest town where he could buy his piano.
Published biographies are confused regarding the firm doing business
in musical lines from which he purchased the piano, although one source
states that ‘he visited the chief store.’4 The A B Campbell company was
doing business at 7 West Bay Street, and was listed in the Jacksonville city
directory as ‘Alexander B Campbell, music store and printer.’ Their
advertisement appeared frequently during this particular year in the Florida
Times-Union with the reminder,
‘Pianos – Organs, $50-$100 saved by buying of A B Campbell, 7 West Bay
Street – Don’t forget it.’

Contemporary sources indicate that Mr Campbell himself was an
outstanding civic worker, very popular in musical circles, so it is only
reasonable to suppose that his firm might be well established in such lines.
It was not until several months after Delius made his purchase that the
advertisement of the competing firm, Merryday and Paine, appeared, doing
business at 48 East Bay.
The firm of A B Campbell published Zum Carnival, a polka, probably
the first of Delius’s published works, and certainly the first in America. He
dedicated it to his friend William Jahn, Jr, whose father was a retired
musician and later clerking for A B Campbell Company. The publisher’s
advertisement on the back of Zum Carnival bears introductory bars of two
numbers by Professor William Jahn, who was himself a German composer
of repute and gave Delius valuable instruction. It might be interesting to
add here that a copy of this first American work of Delius is contained in
the Delius Collection in the Jacksonville Public Library and another is in the
Library of Congress. The British Museum is said not to have a copy of this
historic work.
As Delius was trying out the pianos that particular afternoon, his
improvisations impressed Mr Campbell and attracted several people who
were passing the store. Among them was Thomas Ward, an accomplished
music teacher and organist from Brooklyn who had retired to Florida for
his health and was serving as organist of the Church of the Immaculate
Conception. Greatly excited, he rushed in to see what the stranger was
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playing. ‘Why, er, it’s nothing,’ replied the young Delius. ‘Just some tunes
I was making.’
The two became fast friends. Delius insisted that Mr Ward accompany
him to Solano Grove, so by sundown that day Delius had not only acquired
a lifelong friend* and teacher, but had completed arrangements for
shipping not one, but two pianos to Picolata Landing, nearest his grove.
From Ward, Delius learned the mastery of the organ which talent was to
stand him in good stead even before his sojourn in America was over. Mr
Ward, about eight years older than Fred, put in long hours with the young
artist, but Delius proved to be an apt and earnest pupil for in later years he
described to Eric Fenby how he had learned from Thomas Ward the virtue
of regular work, and amid the thousand and one distractions of Paris, Fenby
writes, ‘that habit acquired out there in Florida never left him.’ Delius paid
high tribute to Ward as his teacher when he said, later in life,
‘Had it not been that there were great opportunities for hearing music and
talking music, and that I met Grieg, my studies at Leipzig were a complete
waste of time. As far as my composing was concerned, Ward’s
counterpoint lessons were the only lessons from which I ever derived any
benefit.’5

Thomas Ward had organised quite a large class of private pupils, but his
consumptive condition made it difficult to carry on steady work. He found
respite in his prolonged visits at Solano Grove with Delius at intervals
during the remainder of 1884 and well into the next summer. Sadly he
never lived to enjoy the fame of his pupil. A devout Catholic, having been
raised an orphan by the Sisters of St Joseph, he entered the monastery, but
during his early thirties he succumbed to tuberculosis, the lingering illness
that had forced him to sacrifice a brilliant career*.
As the time for the orange harvest drew near, Delius became further
removed from the grove in his interests. Clare Delius, in her book Memories
of my Brother, rather humorously describes this waning interest and the
rising tide of vexation experienced by Papa Delius. As 1884 faded into 1885
Fred’s letters to the home front became less and less frequent and the elder
Delius tried to believe that the oranges were taking so much time that Fred
was unable to put pen to paper. But suddenly the tragic news broke. Fred
one day wrote to say that he had taken up the serious study of music with
a friend. After the atmosphere cleared at Bradford and Father Delius
acquired his aplomb, he immediately exercised the option and purchased
Solano Grove. By so doing he believed he could tether Fred to the orange
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industry for good. He also determined to send somebody whom he could
trust to Florida to check upon the situation.
Accordingly a Mr Tattersfield was commissioned. Instead of a listless,
uninterested Fred presiding over a dilapidated grove, Mr Tattersfield found
an enthusiastic, self-indulgent young master of Solano bubbling over with
furious energy, but not for raising oranges. As the investigating Tattersfield
was approaching the cottage, young Delius was playing the piano, and
except when he was acting the part of host, all the time Mr Tattersfield was
there, he continued to play the piano. The prospects of the orange
plantation he flatly refused to discuss. Thereupon, the investigator duly
reported that
‘… when Fred was not playing the piano or engaged in the study of
counterpoint, he spent most of his time on the river in his boat,
accompanied by his old Nigger servant, whose duty it was to play to him
on the banjo some of the old slave songs.’6

In the middle of 1885, Delius’s brother, Ernest, tiring of the New Zealand
ranch, put in his appearance at Solano Grove. Fred, glad to be rid of the
grove, turned it over to his brother who in turn neglected it. Ernest had
come to Florida not for oranges but for a ‘touch’ from Fritz, and then sailed
off to oblivion. Fred joined Professor Ward in Jacksonville where he set up
as a teacher of music. Late in September he saw an advertisement stating
that Professor Rueckert of Danville, Virginia, was seeking a music teacher
for his two daughters.
Making the journey on borrowed money, he arrived in Danville with
but one dollar in his pocket and no view to any immediate gain. But luck
was with him, for Professor Rueckert had advertised that the
‘celebrated and well-known musician, Professor Delius, had arrived in
town and was open to give lessons to a select number of musical
aspirants.’

Needless to say, he soon was initiating all the young ladies of the
surrounding plantations into the mysteries of the Muse.
In Danville he became intimately acquainted with Professor R S Phifer
whose ninety-year-old widow has supplied us with contemporary
information. She writes,
‘Those who became interested in him (Delius) finding that he was a
musician, directed him to my husband. He had a charming manner and
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when he played the violin and the piano, my husband recognised very
quickly that he had the gift of musical genius.’

Photo by kind permission of the Delius Trust

Fritz Delius was given a position teaching music, piano, violin and
harmony at Roanoke Female College and he had a number of private
pupils. Professor Phifer was among the first to recognise the genius and
potentialities of this young man from England. As these two musicians
discussed harmonic progressions, Delius’s arguments would defy all rules
of theory of the day, but when he rendered them on the piano they had the
same exquisite qualities that his later orchestral works showed. Professor
Phifer often remarked that Frederick Delius was well in advance of his day.7
Some time had elapsed since the family circle in Bradford had heard
from Fred. Father Delius was much concerned but all he knew was that the
grove had been left in charge of an overseer and Fred apparently vanished
into space. A peculiar circumstance touched the paternal heartstrings, and
weakening under the anxiety, the elder Delius employed the services of a
private detective agency, sending the message that, whilst still clinging to
his views that music as a career was an absurdity, he would allow him to
enter the conservatory at Leipzig if only he would make contact with his
family again.8
Fred was run to earth in New York where he had gone from Danville.

Roanoke Female College, Danville
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Photo by kind permission of the Delius Trust

To the elder Delius it seemed almost incredible that Fred should be selfsupporting as an organist in a metropolitan church. Indeed, he was
outraged. If music was to be his determination, then a thousand times
better let it be at Leipzig where one could be pursuing the study as an
educated gentleman than playing for money in a New York church. So once
more in parental grace, and in his twenty-fourth year, he sailed for
Liverpool in June 1886. That August he began residence at Leipzig.
During his study at the conservatorium he was introduced to the
famed composer, Edvard Grieg. Even while he was in Florida he had
acquired a taste for Grieg, having learned of the Norwegian composer
through his association with the Mordt family in Jacksonville.* It was Grieg
who brought about a final reconciliation of Delius’s father to his career as a
musician, after hearing the performance of Florida, an orchestral suite
composed during Delius’s study at Leipzig.
Leaving Germany, he settled near Paris in the village of Grez-surLoing, where he owned a secluded villa.* A bachelor uncle had bestowed
a nominal annuity upon the young musician so his energies were now
freely devoted to unrestrained composition.

Stratford House (built 1883), formally Danville College for Young Ladies, where Delius,
Halfdan Jebe and the Princesse de Cystria gave a concert on 30th January 1897
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On one of the few trips he made after that, he returned to America in
the spring of 1897 in the company of Halfdan Jebe, a Norwegian violinist.
Together they gave what were probably private recitals to his friends in
Danville and in Jacksonville. He stayed for nine months in Jacksonville,
living at the Carleton Hotel, located at Market and East Bay Streets. It was
then that he made the acquaintance of Fredericka Mordt, now Mrs Andrew
Mencke, a musician still living in Jacksonville. She is also the younger sister
of Madame Bell-Ranske who so encouraged Delius more than ten years
earlier, during his life at Solano Grove. Mrs Mencke described Fritz Delius
as she remembers him. She writes,
‘He was always a gentleman in his bearing, his appearance and manners.
He was tall, with dark, wavy hair, blue eyes, a meticulous dresser, with
regular features. His hands were remarkably fine, well moulded and
expressive. He was, in all, a very handsome man, one who would
command attention anywhere, although he was most courteous and
unassuming at all times.’9

It was also during this holiday to America that he made the first sketches of
his Piano Concerto, so once again he drew inspiration from Florida and
rekindled the mood lying deep within his soul.
Although it was a comparatively short period of his life spent in
Florida, it was here that he found himself. Here he was associated with the
people who above all others could encourage and give him the technical
training he required. Here he was removed from the harsh criticism and
misunderstanding that was his while he lived in his native community. In
a personal letter, his sister Clare writes,
‘Fred always loved Florida and spoke of it with affection until the end.’10

Deems Taylor, eminent American musician and critic remarks about Delius,
‘The warmth of his orchestral colouring is more suggestive of Florida than
Yorkshire.’

Off the beaten path, Solano Grove still stands, its vegetation and
undergrowth tangled and reverted to a natural beauty. The cottage in bad
repair, still looks out with silent vigil across the broad St Johns to a multicoloured sunset. Local efforts have been successful in establishing the
legality of the title abstract and the plantation now lies in the name of F M
Leonard and Company.
Delius remained in Florida a year and a half, but during these months
he drank deeply of the languid strains of the dreamy South. Before the day
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Letter by kind permission of the Delius Trust

Letter dated 9th September 1898 from Albert Anderson,
Delius’s Foreman at Solano Grove, to Delius

of the motor car and other rapid transportation and communication, he
found there was little else to do but to live and study to the fullest of his
leisure and opportunity.
The songs of the plantation workers sank firmly into his memory. He
watched by the hour the river traffic as it passed up and down the milewide river past Solano Grove.* A deep-voiced darky he hired to sit in front
of his cottage and strum a guitar, sang the old slave tunes. The woodland
noises in the moonlight drifted over his abode and the summer evenings
were rich in the mellow quietness of the mood that stirred him deeply and
filled his soul. In richness, the luxuriant colouring that was Florida, wove
a background in tapestry that found expression years later in such
masterful compositions as Appalachia, On Hearing the First Cuckoo in Spring,
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Summer Night on the River, and Florida Suite. While in Florida, Delius
became impressed with the Creole stories of George W Cable and his opera
Koanga, one of the most outstanding of his earlier works, is said to have
been based on the incident of the Negro chieftain Bras-Coupé in The
Grandissimes.
During his short stay in Florida he received the inspiration which
turned him toward music. Until recently he was comparatively little
known in America, probably because his composition are almost entirely
for the operatic stage, the symphony orchestra, or the large choruses. We
in America learn to know the composers whose works come to us quickly
through the keyboard of the piano and in other soloistic forms. But not so
with Delius. He is not everybody’s composer, but rather, as Percy Grainger
has said, he is a musician’s musician, a genius among geniuses. Percy
Grainger also reminds us that when Delius is artistically inspired such as
by a river, it is not merely a momentary mood aroused by a personal contact
with that river, that he records in his art-work, but a whole train of
thoughts, emotions and imaginings connected with that river, embracing
the remote past no less than the present. In other words, he is no
impressionist but rather a reflective, cumulative emotionalist, summing up
in great richness numberless moods, memories, reactions, impressions and
sensations.11
Florida, ever proud of her contribution to the arts, rightfully regards
Frederick Delius as an illustrious son, and, significantly, she was the first to
honour his memory. It was in Florida’s clime that he found his muse
although his native England affords him honour in his last resting place.
To perpetuate the name of Delius as a tribute to inspiration, the memorial
fund set up by Mrs Henry L Richmond of Jacksonville, is a fitting requiem
for him whose life here found attainment and whose memory shall be a
challenge for generations to come. This memorial has its significance as
stated in a portion of the trust agreement:
‘The name and genius of Frederick Delius, now widely acclaimed, should
be honoured among the students and lovers of music in the city and
county where his greatest achievements in musical composition were
inspired.’

In this way, Florida, though the generosity of an American woman, reaches
across the ocean to join hands with Delius’s native England. The crowds at
Queen’s Hall brought enthusiastic assurance to the heart of the blind, aged
master. Florida has caught up the echo of that October evening to proudly
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claim eternal remembrance of the life whose mould was set beneath her
skies.
****
Although it was long after Delius left Florida that he conceived the idea for
Appalachia, it definitely shows the State’s influence on his career. It was
published in 1907, and in 1931 the Milwaukee Philharmonic and associated
choral forces gave it in Milwaukee, under the direction of Frank Waller,
apparently for the first time in America.
Delius prefixed to the score this note:
‘Appalachia is the old Indian name for North America. This composition
mirrors the moods of tropical nature in the great swamps bordering on
the Mississippi River which is so intimately associated with the life of the
old Negro slave population. Longing melancholy, an intense love for
nature, childlike humour, and an innate delight in dancing and singing
are still the most characteristic qualities of this race.’

The old slave song which forms the basis of the composition was sung
nightly outside the shanty where Delius lived on the banks of the broad St
Johns. The impressions and imaginings received from the activity of this
Florida river, he transplanted to fit his theme of the Great Father of Waters.
The singer was a former slave, and in the variations which Delius evolved
from the song, he depicts his impressions of the vast forests of the country
traversed by the Mississippi, the miles on miles of untouched forest; and
the old Negro himself plays spiritually an important part in them.
As does Sea Drift represent perfectly the poem of the sea as Whitman
saw it from Long Island, as does Brigg Fair portray the English country
festival, and Eventyr the Norwegian folklore, so does Appalachia depict the
plaintive, melancholy chant of the coloured singer so typical of plantation
days. In writing about this symphonic poem, Philip Heseltine says:
‘Here the deep impression made on Delius by his life in Florida, which
colours many of his earlier works, finds its mature utterance. The work
consists of a lengthy introduction, fifteen variations on an old Negro
folksong, and a choral epilogue which ends with an echo of the
introduction.’

The epilogue [which we shall hear tonight] employs a pathetic little snatch
of Negro verse relating to the separation of husband from wife and parent
from child, when one might be sold for a slave to a distant plantation and
the other left behind. The verse is doggerel, but in the music it is
transfigured into poetry. The words of the final chorus are as follows:
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After night has gone comes the day
The dark shadows will fade away.
Towards the morning lift a voice,
Let the scented woods rejoice,
And echoes swell across the mighty stream Oh Honey, I am going down the river in the morning,
Heigh-ho, heigh-ho, down the mighty river.
Aye, Honey, I’ll be gone when next the whippoorwill’s a-calling,
And don’t you be too lonesome, love, and don’t you fret and cry!
For the dawn will soon be breaking,
The radiant morn is nigh,
And you’ll find me ever waiting
My own sweet Nelly Gray!
La-la-la-la-la-la-la
Ah ……

Paul Kruse, January 1942
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Letter by kind permission of the Delius Trust



Letter dated 5th June 1903 from Albert Anderson to Fritz Delius
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JEFF DRIGGERS ON DELIUS AND OTHERS
Corlis (Jeff) Driggers was a driving force in the Delius Association of Florida; his
knowledge of, and understanding for, Delius’s music was second to none and, in
the words of Lionel Carley, he had ‘an almost unparalleled ability to go direct to the
heart of it’. He died on 11th November 2013, just a couple of weeks before his 89th
birthday, and tributes to him, from Helen Faulkner, Roger Buckley, and Lionel
Carley, were included in the Spring Journal (DSJ155). Jeff Gower has put together
the following article, incorporating some of Jeff Driggers’ comments on the music
of Delius, and other composers.
I began attending the annual Florida Delius Festivals in the mid-1990s. At
the time I was living in New England but I very much looked forward to
the annual trips to Florida to immerse myself, along with other Delians, into
the uniquely rich world of Delius and his music and the Florida
surroundings that inspired much of it. I’ll never forget the first time I
walked onto the Jacksonville University campus and was immediately
approached by a friendly person named Jeff Driggers, who welcomed me
warmly and introduced me to other Festival ‘regulars’ who, over the next
several years, would become friends with whom I enjoyed spending time
as much as I enjoyed the annual Delius immersion itself. I moved to Florida
in 1997, so was able to spend more time at the Delius festivals, and visiting
the different Delius sites, as well as being part of the groups that Jeff and
others led on detailed tours of Delius items in the Jacksonville and
Jacksonville University libraries. I was also able to take Jeff up on his
frequent offers to spend hours at his home with other Delians, including the
conductors, musicians, authors, and Delius Society folks who travelled long
distances to attend the Festivals. I will always treasure these times I spent
just listening to and talking with such talented and devoted Delians.
In January 2001 I decided to start a Yahoo discussion group for Delius
fans to connect and chat about their favourite composer and related topics
(http://groups.yahoo.com/groups/f-delius). Over these thirteen years since
its beginning, the group has been active with 129 members (at the time of
writing), including some very prominent Delians worldwide. It has proven
to be an informative and entertaining means for Delians to learn about
concerts, recordings, books, etc., as well as to discuss and debate all things
Delius and related topics. Jeff Driggers was one of the first members of the
group, and he frequently participated in the discussions. As always, his
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input on Delius and related topics was knowledgeable and insightful. Bill
Thompson, a long-time Delian friend of mine who is one of the most
involved and active members of the group, has compiled all of Jeff’s
contributions to the group discussions, and has asked me to submit them,
with some commentary, for the benefit of other Delians. I have decided to
group Jeff’s comments by discussion subject, with the dates of each
comment given above the comment.
First, let’s read some of Jeff’s own comments about Delius’s music
itself, and the effect it has on us as listeners.
[4th February 2005]
‘Any images, any emotions, any deep feelings, any inner-stirrings that any
individual feels when listening to the magical music of Frederick Delius –
these are all absolutely real, viable, describable, really tangible for any
individual who experiences them. How can I deny that music exerts
powerful responses in human beings when I become rigid with goose
bumps at that fantastic modulation in Part 2 of A Mass of Life – all done by
the solo voices. One of the magical moments in ALL OF MUSIC!!!!!!!!!!!!!!!’
[26th July 2005]
‘Let me remind everyone of Stravinsky’s dictum, which I wholeheartedly
believe. Music means nothing other than itself. When words are added, or
when specific melodies or excerpts to which most of the western world has
associations are quoted, then some extra-musical meanings are possible,
but lacking these elements, the music means only the sounds which we
hear. We can add any meaning we wish to it, but our interpretations may
have nothing to do with what the composer had in his head. And our ideas
are as valid as the composer’s!!!’
[5th January 2008]
‘Stravinsky, in my view, was absolutely correct: “For I consider that music
is, by its very nature, essentially powerless to express anything at all,
whether a feeling, an attitude of mind, a psychological mood, a
phenomenon of nature, etc ... if, as is nearly always the case, music appears
to express something, this is only an illusion and not a reality, it is simply
an additional attribute which, by tacit and inveterate agreement, we have
lent it, as a label, a convention – in short, an aspect unconsciously or by force
of habit, we have come to confuse with its essential being.” And as he said
elsewhere: “Music means only itself.” All this, in my view, is not a dry,
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antiseptic and philistine observation about music. To me, it means that
music really means only itself, and that individuals may react differently,
and sometimes wildly disparately to a single piece of music – there is no
common reaction which may be proved to reside in the music itself.
Additional remarks by Stravinsky bear out the fact that he himself was
moved both emotionally and intellectually by music. So I think he was
telling us that there is no intrinsic meaning in a piece of music that every
ear hears and understands. As for studies on the meanings engendered by
music - there are many. Results generally show that an individual’s
response depends upon his own experiences, musical knowledge (or lack
thereof), plus any number of other factors. When I hear In a Summer Garden
I certainly do not think of a riverbank in France; I see moss-draped oaks,
azaleas, and magnolias and I feel the humid heat of Florida and see the wide
St Johns River. And when I hear the last major theme in A Song of Summer
I hear the pentatonicism of black songs and spirituals and I feel a kind of
“Southern sadness” (whatever the hell that is), but I am fully aware that the
only measurable or easily demonstrable musical fact here is the five-tone
scale that is involved. Music is indescribably mysterious, ineffable, and
WONDERFUL!’
[2nd November 2005]
‘I find the Cello Concerto, and the Double Concerto very disappointing – far
too much doodling. As a matter of fact, the fiddle concerto has its share of
that kind of thing also. I agree with you about the Piano Concerto. It is
technically a more impressive work than one would expect from FD. On
the other hand, I think that An Arabesque is one of the finest things Delius
ever wrote. The rumblings in the bass at the beginning completely befuddle
the mind about what is coming. Is this to be a MODERN and DISSONANT
piece? Or what? Prof McNeiland, conductor from JU, and I are in total
agreement on this. As a matter of fact, Eric Fenby either told me this, or it
is in his writings and talks someplace: he regarded An Arabesque as one of
Delius’ very best works. Personally I love Margot. The love duet is
absolutely incredibly beautiful. (It was not only Puccini who could write
meltingly gorgeous duets.) Margot is the closest that FD ever came to
Debussy. There are some astonishing parallels between the writing here
and that in D’s Pelléas et Mélisande. Eric agreed with me on this.’
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[16th August 2007]
‘I have long loved this neglected work (Delius’s Requiem). The ending of
this magnificent piece of music is absolutely one of the highest points of
inspiration that Delius ever gave us. The orchestral introduction to this
ending using a Debussyan technique of “planning” (chords in parallel
motion) is genius at its highest expression. And the choral declamations of
“Autumn”, “Winter” and then “Springtime” are almost too much to
believe. To my mind, one of the greatest expressions of a musical genius –
to be compared to some Mahler, some Bach, some Britten, some Brahms.’
[3rd October 2007]
‘I regret so much that I did not mention A Late Lark when talking about FD’s
song output. That piece is a peerless gem. I will never forget an event a
good many years ago. Bill Early was talking to Eric Fenby about Lark and
how magical it is, and he specifically pointed out a section in the song when
the key suddenly changes. Eric threw back his head and exclaimed
“Genius! Genius!” And that is exactly how I feel about the work too.’
[30th April 2010]
‘(Delius: Complete Part Songs CD conducted by Matthew Greenall) is
outstanding, particularly since the Irmelin and Appalachia choruses have
been included. But the really significant thing here is the marvellous music
from Hassan. Another attraction is that Delius’s lovely music does not have
to share space with Elgar, a fine composer but with little distinction
stylistically.’
[14th October 2009]
‘I have watched a couple of the DVDs (of performances of Delius’s music).
I selected Sea Drift first. I had not listened to that in some time. It was Bill
Early’s favourite Delius composition, and I have not listened to it since his
passing three years ago. I was again floored by the beauty of the work, and
the performance on the DVD is sensuous and sensitive. Thomas Hampson
is superb. Last night I watched The Song of the High Hills, and that work still
leaves me a bit dismayed. I do not find it a satisfying composition at all; the
choral writing, or rather sound, is gorgeous, but the piece just doesn’t hang
together for me. The main theme is so pentatonic (which I love) that it
convinces me that those Norwegian mountaineers were all raised in our
very own South. Perhaps I’ll change my mind about this piece someday.’
The music critics and concert/record reviewers are routinely taken to task
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on the Delius discussion group. Here Jeff comments on a particularly
annoying review of Sea Drift:
[10th November 2003]
‘”Amorphous and ambiguous harmonic progressions” – so said the
Houston Chronicle writer in describing FD’s masterwork Sea Drift. The
idiot. I can agree on “ambiguous,” but “amorphous” - no way. That is the
great Delius style. Sevenths, ninths, elevenths, all varieties of altered chords
– not I,IV,V and the standard permutations thereof that characterize the
functional harmony of RVW’s Sea Symphony, as fine as it is. Oh well, the
critics will never learn!’
Here is a superbly written contribution Jeff made to the group, regarding
Delius and jazz music, Ellington, Gershwin, African-Americans,
harmonies, etc.
[31st December 2006]
‘As regards Delius and jazz, I am not aware of anything quoting Delius and
his feelings toward Ellington or any other specific jazz performer. The only
connection I know of between Delius and jazz is that found in FD’s own
words in his foreword to the German translation of James Weldon
Johnson’s novel (first published anonymously in 1912 and republished in
1927 under his own name) – The Autobiography of an Ex-Coloured Man. The
German translation (Der Weisse Neger, ein Leben zwischen den Rassen) was
published in Frankfurt in 1928, and Delius wrote a Foreword for it. The
third paragraph from the end reads as follows: “Moreover, the jazz being
written by American composers and so popular in all the European dancehalls and nightclubs is in my opinion simply a travesty. It is overlaid with
too much Yankee vulgarity. The Negro of the southern states was never
vulgar in my time. Primitive and childlike, yes, but never vulgar.” This was
written in Grez-sur-Loing in 1928. The last paragraph reads: “I have read
James Weldon Johnson’s book with the greatest of interest and find it to be
an absolutely true and moving description of the conditions there. I believe
that if America is one day to give to the world a great composer, he will
have coloured blood in his veins.”
‘We must remember that Delius was here at Solano Grove and
Jacksonville in 1884-85 and then again briefly in 1897. His views of AfricanAmericans are certainly a reflection of general ideas from those times.
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‘Schuller has mentioned Delius in connection with Ellington, but by far
the best exploration of any connections between FD and Ellington or
Gershwin is to be found in Christopher Palmer’s book Delius, Portrait of a
Cosmopolitan. In my view, Palmer makes some overstatements but, all in
all, his is an extraordinary perspective. In Palmer’s discussion of
“barbershop harmony” he describes the get-togethers in the South where
groups would in their singing “experiment with unfamiliar chord
combinations.” It is absolutely uncanny that this is exactly what James
Weldon Johnson describes in his autobiography Along This Way when he
informs the reader of life in Jacksonville when he was young (AND WHEN
FD WAS HERE!). Palmer makes no mention of Johnson in his book, and he
is not listed in a brief bibliography, but Palmer, though brilliant in his
insights, was never a stickler for bibliographic exactitude. Music theorists
knew very well, of course, that many of the chord combinations that FD
used (also Debussy, Ravel and others) have been used in jazz: sevenths,
ninths, elevenths, altered chords, added sixths, etc, etc, etc.
‘I personally see no DIRECT connection between the music of Delius
and jazz. The expansion of harmonic language was going on all around FD
by virtually every composer who is still known today. Eventually, but still
within FD’s creative lifetime, Schoenberg exploded tonal music but, as
everyone knows, that was not to become the music for all the future.
Mankind’s ears just love those juicy chords (THANK HEAVENS!).
‘Jazz composers were well behind classical composers in their
exploration of new harmonies. But they did discover all the altered chords
that the impressionists, Scriabin and many others had come upon and made
a part of their own musical styles. And jazz writers added new
permutations to these sounds.
‘Now where I see a definite and irrefutable connection between Delius
and jazz is in FD’s melodic lines. BUT, it is not really a connection between
FD and jazz, but a connection between FD and the music of AfricanAmericans. The many, many examples of pentatonicism in FD’s music, and
the frequent use of the so-called “Scotch snap” are two prime examples that
prove to me, as well as to Derek Healey, Philip Jones, Andrew Boyle, and
many others, that Fritz Delius had his ears wide open when he lived in
Florida and Danville, Virginia.’
The group would frequently discuss other British composers also, and here
are some of Jeff’s offerings.
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[27th May 2005]
‘E J Moeran deserves far more recognition than he has been awarded. I first
knew the G Minor Symphony about 56 years ago in its first recording. I’ll
never forget Eric Fenby’s recounting Moeran stories one hot summer
afternoon in 1982. Moeran loved to drink, and it got him into some pickles
now and then. Granted that there are many places in Moeran’s music that
are reminiscent of Delius (falling chromatic lines will almost always spell
Delius), I think that the biggest influence is RVW. I often like to think of a
comparison of Moeran and Bax. Both composers were marvellously
inventive, but whereas Bax spoke so often with an enormously orchestrated
voice, with many individual lines obscured, Moeran was a model of clarity.
Melodic lines, harmonic progressions and every permutation of these
elements are always clear, distinct, and easily discerned. I always think of
Mahler whose gigantic scores are always as crystalline as chamber music.’
[3rd October 2007]
‘I made a mistake in naming the Bax song that I like so much. It is called
Glamour, and it is truly a marvellous orchestral song. It is on Chandos with,
I believe, the Fourth Symphony.’
[5th August 2010]
‘Doesn’t anyone like the craggy Fourth Symphony of RVW or the masterpiece
the Sixth Symphony?
A good many years ago the Houston Symphony came to Jacksonville
under the baton of John Barbirolli. The concert pieces to be performed in
the presentation sponsored by Civic Music had not been previously
announced. I confided to some friends that if the VW Symphony No 6 was
performed I would be ecstatic, and if some Delius also appeared on the
program I would pass totally out of the picture. Guess what? No 6 was
performed, and then Sir John came to the front of the stage and said that he
could never forgive himself if here in Jacksonville, scarcely 150 feet from
the St Johns River, he did not perform some Delius. And he did – The Walk
to the Paradise Garden. When it was over I figuratively passed totally out of
the picture. To this day that is my absolute favourite concert of all time.’
And sometimes we’d compare the British composers – a rather fruitless
endeavour, perhaps, but an entertaining one – here are Jeff’s contributions.
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[4th November 2003]
‘When stacked up against RVW, I do believe that FD comes off the loser.
But on the other hand, I think that Sea Drift is a much better piece of music
that A Sea Symphony. Sea Drift is the embodiment of all the great things
characteristic of the mature, and fully developed personal style that
belonged only to Delius. A Sea Symphony is a long, long way from the
Pastoral Symphony, or the craggy Fourth Symphony, or the masterpiece Sixth
Symphony. These are just my own personal feelings, of course.’
[6 February 2010]
(Response to “Which British Composers Will Be Remembered”?)
‘(Britten) is by far the greatest on the list and will last the longest, along
with Purcell. I also think Vaughan Williams will still be around. I do like
the music of Bax, but he was unable to edit his own music – so many musical
ideas thrust upon one all at the same time. Moeran, on the other hand, is a
part of that same musical impulse that produced Bax, but his music is a
model of clarity – no overloading. (I’ll never forget a conversation I had
with Eric Fenby a few years ago about Moeran. Eric liked Moeran.) Elgar
has never, ever got to me. His music always sounds like somebody
humming, and being virtually devoid of truly interesting chord
progressions and harmonies, I have always found most of it boring. Bridge
is indeed a composer who should be heard more. And it is too bad that
Walton seems to be in a neglected period right now. Tavener is a lost cause,
as is Birdwhistle (sic). Frederick Delius, most of whose music I adore, will,
I fear, be forgotten except for the small pieces that we already hear too
much.’
And sometimes we’d just talk about other composers, even if they were not
British.
[17th February 2008]
‘I played about 20 minutes of the film (Magic Fire), and was amazed at the
skilful treatment of Wagner’s music by our favourite movie composer (E W
Korngold). Korngold was indeed a masterful musician. I played his
Schneemann music this week. Eleven years old, and he could write like that!
Only Mozart and Mendelssohn did anything comparable at that age.’
[28th October 2011]
‘Has anyone checked out Charles Martin Loeffler yet? We all know his A
Pagan Poem, but there is a lot more lovely stuff that he has written. There is
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a recording of The Death of Tintagiles with his Five Irish Fantasies, which is
very, very good. Try his By the Waters of Babylon. Not bad at all.’
[2nd November 2011]
‘Speaking of special moments in music, does anyone know Deems Taylor’s
Through the Looking Glass? The theme from the section “The White Knight”
is, to me, one of the most gorgeous themes (tunes, melodies, whatever) that
I have ever heard. The entire suite is lovely – pretty, pretty music.’
Here Jeff discusses two classic Delius-related films, with some very
interesting stories relating to them.
[27th April 2010]
‘In the 1970s, after several years of requests and inquiries to the BBC, I
finally acquired a 16mm print of Song of Summer. The BBC’s excuse was the
fact that it could not clear up all the equity rights that the film involved.
The film was added to the film collection at the Jacksonville Public Library
and was presented several times during annual Delius Festivals. It might
be noted that the local PBS station had aired the film several years earlier
during a Delius Festival when PBS had obtained limited rights. This
presentation caused quite a stir within members of the Delius Association.
At the first board meeting of the directors following the Festival, several of
these disgruntled folks introduced a resolution stating that the film should
never again be shown during a Delius Festival – because of its explicit
announcement that Delius suffered from syphilis. Fortunately the
President of the Association was an ex-nurse, and she defended the film
vigorously, citing a string of great artists who had suffered from the disease.
The resolution was tabled!
‘The library also acquired Nick Grays’s Song of Farewell, an account of
Eric Fenby’s experiences with Delius in Grez-sur-Loing and his later visit to
Grez where much of the filming took place. An electrifying experience is to
view Song of Farewell and then on the same day view Song of Summer.
Everything that Fenby describes is suddenly there before your eyes. It is
truly like going back in time and actually living through those fabled six
years.
‘During one Festival we had the opportunity of screening Song of
Summer with Eric in attendance. Following the presentation, he described
to us exactly how faithful Ken Russell’s work was a truthful representation
of all that happened in the Delius household.
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‘It was in the 1980s, I believe, that a great Delius Festival took place in
Keele. The director of that Festival had implored the BBC for a print of the
film to be presented at the Festival. All to no avail. An attempt to acquire
a print from Ken Russell himself did not work out. It seems that he was off
in some remote location making another movie. So the print that was
shown was the one in the collection of the Jax library. It was taken over by
one of our board members who was virtually chained to a cage of
restrictions, requirements and precautions to safeguard our precious (and
costly) acquisition.
‘I must mention that Song of Farewell has been issued on DVD. The box
of my copy notes NTSC and DVD-R. I cannot get it to play on any of my
machines. I can analyze harmonically, structurally, melodically and serially
any piece of music, but machines baffle me. Incidentally, the DVD-R issue
is now titled Return to Grez.’
Finally, some comments from Jeff regarding an especially wonderful Delius
Festival in 1982, as well as some information about the Delius House (now
located on the JU campus).
[8th October 2010]
‘I attended that concert in Daytona. It was in 1982. Eric and Rowena Fenby
and Christopher Palmer had arrived in Jacksonville about three days prior
to the concert. I and a couple of other members of the Delius Association
of Florida were with Eric, Rowena and Christopher on a number of
occasions during that visit. I drove them all down to Solano Grove on a
very hot day. There is a photo of Eric and Rowena sitting on a stone bench
at Solano Grove, about fifteen feet from the St Johns River, which was
published in Fenby on Delius. That visit is still vivid in my memory. The
performance of Appalachia under Eric’s baton was unbelievable. Almost as
unbelievable was a small intimate gathering during cocktail hour at a lovely
home in Jax. Eric spoke at length of his days at Grez and of his memories
of other musical luminaries in Britain at that time, including E J Moeran and
Peter Warlock. It was all truly great.’
[13 September 2007]
‘There is no chance that the separate kitchen will ever be constructed and
added to the existing reconstruction of the Delius House on the Jacksonville
University campus. JU is not even certain that it can find the money to have
the house painted! As for the stairs to the loft ... yes, there were stairs to the
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sleeping quarters in the cramped attic area. I climbed them, twice on early
visits to Solano Grove. They were eliminated when the house was moved
(in pieces) to the JU campus. The air conditioning system now occupies the
space where the stairs stood.’
Jeff Driggers was the foremost Delius expert in America, and he will be
sorely missed by all Delians. I consider it a privilege to have known Jeff
and to have had the enjoyment of his insightful and knowledgeable
commentary about our favourite composer, Delius. I hope this compilation
is enjoyable to other Delians, and thanks go to Bill Thompson for compiling
Jeff’s comments.
Jeff Gower
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Photo: Roger Buckley, 1981

The waterfront of Solana Grove seen from a landing stage a little to the north
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A VISIT TO SOLANA GROVE
This article, an account of a visit to the Grove in Spring 1981 by Roger Buckley,
first appeared in DSJ 77 (October 1982). It is reprinted here with the author’s
corrections and annotations.
Solana Grove
Early one Sunday morning at the beginning of May 1981 I stood in Solana
Grove1. The heat of the sun, flung down like a challenge to the intruder,
was moderated from time to time by small high clouds. A fitful breeze
stirred the moss-festooned branches of the oaks and pines, in which grey
squirrels darted about and unseen exotic birds called. Over the rough
clearing huge butterflies floated and flying beetles zoomed. Almost
underfoot, lizards basked warily. At my approach, larger creatures, dark
serpentine shapes hardly seen at the corner of the eye, slipped into deeper
cover in the dense shade of the trees. The cicadas chirped ceaselessly.
From the site of the pleasant wood-framed house ‘in Yankee style’
which once stood in the grove, the St Johns River, shallow and two miles
wide at this point, was hidden by the vegetation on the low bank. There
were a few aged palm trees to the left, and to the right, almost covered by
creeping vines, were the crumbling remains of the massive live oak whose
far-flung shade many must have enjoyed until Hurricane Dora toppled it in
1964. Determination was needed to reach the river through the tangled
aromatic scrub which filled the grove, and care, when stepping on fallen
branches which looked solid but were rotten to the heart.
The river lapped gently at the eroded bank over a yellow sandy bed.
Trees grew up to the edge of the bank and even in the water: there were
oak, palm, acacia and pecan. The wooded opposite bank formed a thin line
in the far distance.
Sitting astride a branch overhanging the water I continued to orientate
myself. South, to my left (and upstream, though no flow was discernible)
was a plot of land, inhabited by people tending their garden; to my right,
another plot, cleared but apparently deserted, a rickety landing stage
extending far out into the river. Its sentinel live oak had also fallen –
perhaps in the same storm – but into the river, from which its silvery limbs
emerged in a graceful final gesture. Further downstream an elderly couple
fished from a hut at the end of their landing stage, and after a little while
one of them walked back to the house to fetch the Sunday paper.
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Behind me the grove hummed and rustled in the mid-day heat. The
twin processes of luxuriant growth and rapid decay, silent and invisible,
continued universally.
‘Delius House’ and Jacksonville University
When the young Rudolf Haym arrived at Solana Grove in 1912 to try his
hand at orange growing he found Delius’s house in a poor state. He had
the floors and roof replaced, and moved in. In a few months he, like others
before and after, despaired of making a success of the grove and left for the
more certain climate of Tampa Bay on the Gulf coast of the State. The house
resisted decay and vandalism (perhaps saved from collapse by the
brickwork of its two chimneys) until 1939 when it was rediscovered by the
good Mrs Henry Richmond of Jacksonville. Covering the holes in the roof
allowed the house to survive until 1961, when it was moved the 35 miles
north to Jacksonville.
‘Delius House’, as the little building is now known, was situated on
the campus of Jacksonville University, behind the Phillips Fine Art Building
(which houses the Music Faculty) and the Swisher Gymnasium. Some
attempt had been made to landscape the terrain but the house was quite
swamped by the modern architecture about it. It has been found, saved and
restored, which is marvellous; a few more years of the natural processes of
decay – which have almost destroyed the huge live oak, under which Delius
no doubt sat many times in contemplation, in less than twenty years – and
it could have been lost forever. But there can be few who, hand on heart,
could declare that it is now appropriately located2. I found the parallel with
the re-interment of Delius’s body in England quite inescapable: another
questionably wise decision arrived at for reasons that were in themselves
admirable.
I was kindly received in the Music Faculty by Dr James Hoffren, who
detailed two of his students to show me round Delius House. The
Universities of Florida breed a race of super-people, obsessed by physical
culture and nurtured by an ideal climate and a diet of steak and fresh fruit.
My guides, both fine physical specimens, were not born when the house
was moved, and had some difficulty in finding it. They were in some awe
of the stranger with the peculiar accent who took so long to see over the
tiny building (which any competent Estate Agent could summarise in
seconds!)
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Photo: Roger Buckley, 1981

The Delius House on the campus of Jacksonville University

The house looked almost new. This was a tribute to the restoration
and an authentic feature – for it was virtually new when Delius arrived in
Florida in 1884. It has four rooms and an unbelievable number of internal
doors. Each room has a fireplace. Fires were necessary; even before the big
freeze of 1886, which halted commercial citrus growing in northern Florida,
the winters were cold. Large windows and plastered walls ensure a light,
airy aspect in the small rooms, and outside the verandahs, front and back,
are sheltered by the generous roof. In one of the front rooms stands a large
square piano, reputed to be that used by Delius after the meeting with
Thomas Ward: it was discovered in Daytona Beach – not far down the coast
– in 19613. It has a full compass keyboard and casework of restrained
ornateness; it was not in playing condition. I could not read the maker’s
name4. In the adjacent room stands another similar instrument by
Chickering. Apart from the two pianos, the house is simply furnished.
Gazing through the windows onto smooth turf, I attempted the mental
conjuring trick of placing the house back in the grove which I had recently
left. Sadly I admit that I failed.
On leaving the house I was introduced to Mr Thomas Gunn, Director
of the Swisher Library, who took me first to the library where the most
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precious Delius exhibits are usually displayed. The score of Koanga was
away for restoration – apparently Delius’s pasted additions have caused
staining of the pages. The ‘Florida Notebook’ was also receiving attention.5
Eric Fenby’s manuscript of A Song of Summer (presented in 1978) was,
however, on display. Mr Gunn then showed me the small collection of
books, records and programmes which is not on permanent display. The
most interesting items were those that had belonged to Delius: the volume
of Byron given to him by Thomas Ward and presented by Eric Fenby in
1962; Berlioz’s treatise on orchestration; and Book 5 of Bach’s organ works
in a suspiciously fresh state of preservation. If this was Delius’s copy
(which it would be churlish to doubt) can he have opened it very many
times?
I was puzzled by another item: The Castle on the Hill (1942) by Elizabeth
Goudge. On returning home I looked out the work. There is not much of
relevance to Delius. A character named Jo Isaacson, a street fiddler, is made
to say: ‘It’s not my usual habit to commit sacrilege by playing Delius in
these streets.’6
So ended my visit to Jacksonville University, where I had been made
to feel welcome. There was no time for me to visit the Haydon Burns Public
Library7, the Cummer Gallery of Art, or other centres of interest, as I now
had to drive almost the entire length of the State to my final destination.
Travelogue
Having found Solana Grove on my own, I can perhaps direct prospective
visitors a little, though it should be borne in mind that the Grove is now in
private ownership. Tough clothes and strong shoes are indicated. The
Grove lies on the east bank of the St Johns River; its entrance, unfortunately
no longer marked by a sign placed by Jacksonville University, is on the west
side of State Road 13, 30 miles south of the junction of that road with
Interstate 295. This point is a short distance beyond Picolata. A car can be
left by the gate, which is likely to be locked (but is passable on foot). The
walk to the Grove, along a good track, takes 20 to 25 minutes; even this
distance of about a mile can be tiring in tropical heat. At a short distance
from the road, on the right, stands a derelict wooden chapel, probably that
illustrated by Jahoda in The Other Florida. Inside, in 1981, an upright piano
was decaying at a spectacular rate, and so was the fabric of the building,
which even then was probably better not entered. The track, which is fairly
straight, passes through a pleasant wooded area. The trees become taller as
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The main track swings to the left and the entrance to Solana Grove lies straight ahead
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the road is left behind. Little sunlit rides lead off at intervals. It is tempting
to wander along them, but they branch often and it would be easy to
become lost. As the river is approached, the track swings abruptly to the
left; Solana Grove lies directly ahead, its entrance path in line with the track.
Inside the gate the path bends to the right and the clearing, with the trees at
the water’s edge beyond, is then seen.
Epilogue
As I stood in Delius’s grove, various questions formed themselves in my
mind. Could this placid lake of a river really be that portrayed in the 12/8
movement of the Florida Suite? Could I imagine distant Negro voices, from
the plantation or the river steamers, harmonising the Appalachia theme?
Could I set this little plot of two acres in the context of the original hundred?
Where were the ‘immense magnolia trees’ mentioned in several of the
biographies?8 What caused the music of the last Act of The Magic Fountain
to permeate my brain that day? And, most powerfully and recurrently,
what had been my motive for coming here?
Every pilgrimage is a journey of self-discovery. Perhaps I wished to
test my commitment to Delius’s art. I had known of the Florida adventure
for most of my life; perhaps I sought to compare the crumbled reality (the
climate subtly changed, the house gone, the tree fallen, the forest moving
in) with the cherished fantasy. Whatever the true motive, this was a pulseracing experience, intense and memorable; a happy amalgam of the
anticipated and the unexpected; and a point of contact with that young and
original mind in which the spark of creativity was fanned to flame, nearly
a century before, with the help of these same forces of Nature.
Roger Buckley
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Footnotes
1 It seems reasonable to use ‘Solana’ rather than the more current ‘Solano’ for the name of
Delius’s orange grove. That is what he called it, and it bore this name until 1912 at least.
‘Solana’ is also the name of the hero of The Magic Fountain in Delius’s manuscript.
2 In 1996 ‘Delius House’ was relocated again, to another part of the Jacksonville University
campus. The current site slopes significantly, so that tapering brick piers were needed to keep
the house level.
3 Don Gillespie believes in the authenticity of this instrument as Delius’s: see: Gillespie D C,
1996. The Search for Thomas F. Ward, Teacher of Frederick Delius. Gainesville: University Press of
Florida, p 55
4 Gillespie (op cit) identifies the manufacturer of this instrument as Hazelton Brothers, a
company established in New York in 1850.
5 At the time of writing, it was believed that the so-called ‘Florida Notebook’ was a record of
the work that Delius and Ward had done together. Eric Fenby, when he donated the Notebook
to Jacksonville University in 1962, apparently believed this, for he endorsed the document as
follows: ‘Delius’s MSS notebook 1884 / containing his earliest exercises in counterpoint, / with
numerous alterations, which he worked on / with Thomas Ward at Solano Grove’. Robert
Threlfall later established that the Notebook had in fact derived from the Leipzig
Conservatorium period (1886-7) and that the exercises to which it relates are from Delius’s
teacher Salomon Jadassohn’s handbook. See: Threlfall R, 1990. The Delius Society Journal No.
104 (Spring/Summer 1990), pp 3-5
6 Thomas Gunn later advised that this item had been removed from the Delius Collection; see:
Gunn T.H., 1983. The Delius Society Journal No. 78 (January 1983), p 23 (Correspondence)
7 The Haydon Burns Library closed in 2005 and was relocated to the new Jacksonville Public
Library, which opened in the same year.
8 The 24th Annual Delius Festival, organised by the Delius Association of Florida, coincided
with the centenary of Delius’s arrival in Florida in 1884. On that occasion I learned from Mrs
Vera McFarland, who owned the adjacent plot and farmed many hundreds of acres around
Solana Grove, including most of the 140 acres that were once Delius’s, that the ‘immense
magnolia trees’ had stood on the thirty feet or so of bank that had disappeared during the 1964
hurricane. There had also been a line of bald cypresses.
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A DELIUS DISCOGRAPHY AND
BIBLIOGRAPHY
Stephen Lloyd has recently completed an online Delius bibliography, to
complement the discography that he produced last year. Here he explains how each
has been structured, and offers tips to interested users.
Users of the Delius Trust / Delius Society website (delius.org.uk) may have
noticed the addition last year of a Delius Discography. Readers may find a
few words here by way of introduction helpful.
Discographies vary considerably in format and detail. The purpose of
this one is to list, as simply as possible, all known recordings of the works
of Delius. For many years Delius was generally thought of as being rather
poorly represented on disc, and while in the pre-CD days the number of
Delius recordings available at any time did indeed often seem
comparatively small, readers may be surprised to discover how many
recordings there have been, with the ever popular On Hearing the First
Cuckoo in Spring numbering 65 commercial releases. Having a discography
online seems to be the only effective way that it can be kept both up-to-date
and easily accessible, and the order of works follows that in Robert
Threlfall’s excellent A Catalogue of the Compositions of Frederick Delius (Delius
Trust 1977):
I Dramatic Works
II Works for voices and orchestra
III Works for solo voice and orchestra
IV Works for unaccompanied voices
V Songs with pianoforte accompaniment
VI Works for orchestra alone
VII Works for solo instrument(s) and orchestra
VIII Chamber music
IX Pianoforte solos
X Arrangements (of other composers’ works)

Works are grouped according to their origin, thus the Intermezzo from
Fennimore and Gerda is found under the opera Fennimore and Gerda in section
I, not in section VI. Versions of the Seven Danish Songs for voice and piano
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are found under section III as they originated as orchestral songs. Likewise
orchestrations of songs that were written for voice and piano are found
under the respective song in section V. Piano transcriptions of orchestral
works are similarly found in section VI, and so on.
The recordings of each work are listed in chronological order, with the
month and year of recording, and issue number, together with details of
any successive issues in whatever format, from 78, LP and cassette to CD,
video and DVD. Entries in blue (here printed in bold type) denote releases
that are not commercial: these include recordings that were never issued,
recordings that are held in various archives, such as the National Sound
Archive at the British Library where they can be heard by appointment, or
recordings that are accessible on YouTube. (Items on YouTube are only
included when the recording is felt to be of particular interest; sound only
recordings have not been included.) With 78s and LPs, the catalogue
numbers of parallel releases in the USA, Japan, etc., have not been listed.
Samplers with extracts from works have also been excluded. With a few
compilations on CD of popular works where the titles have been listed but
not the performers, it has not generally been possible to include these
issues. Where a recording is part of a set of CDs or LPs, the number of discs
is given in brackets. Beecham’s commercial recordings of the works of
Delius are allocated a session number corresponding to Michael Gray’s
Beecham: A Centenary Discography (Duckworth 1979), e.g. [G26]. As an
example, the entry for Brigg Fair runs as follows:
BRIGG FAIR [RTVI/16]
Royal Albert Hall Orchestra, Eugene Goossens
78: HMV D799/800 (ac.)
CD: Classical Recordings Quarterly CRQCD144

Rec.: Dec. 1923

London Symphony Orchestra, Geoffrey Toye
78: HMV D1442/3
CD: Dutton CDAX8006

Rec.: Jan. 1928

London Symphony Orchestra, Thomas Beecham
78: unissued

Rec.: July 1928 [G14]

[Beecham] Symphony Orchestra, Thomas Beecham
Rec.: Dec. 1928,
78: Columbia L2294/5
July 1929 [G26]
LP: in World Records SHB32 [5]
CD: BEECHAM 3; SOMM-BEECHAM 10; Naxos 8.110906, 8.503148 [3]

DSJ 156

53

Royal Philharmonic Orchestra, Thomas Beecham
78: HMV DB6452/3
LP: in World Records SHB54 [6]
CD: Dutton CDLX7028; Naxos 8.110984

Rec.: Nov. 1946 [G206]

London Symphony Orchestra, Anthony Collins
Rec.: Feb. 1953
LP: Decca LXT2788, ACL131, ECS633
Cass: KECC633; in Pickwick DTO10177 [2]
CD: Dutton CDLXT2503; Decca 470190-2 [2]; Belart 461362-2
Download: Pristine
. . . and so on up to the two latest releases . . .
Berlin Philharmonic Orchestra, Simon Rattle
DVD: Encore 3248

Rec.: live Aug. 2007

Royal Scottish National Orchestra, Andrew Davis
CD: Chandos CHAN10742

Rec.: Dec. 2011

These are then followed by arrangements of Brigg Fair for two pianos and
for solo piano.
Occasionally extra important details are given, for example the
language in which a large choral work is sung, or whether the work is
performed complete (Florida Suite is a case in point where brief cuts in the
first movement have sometimes been made). Additional sections deal with
talks, documentaries and films concerning Delius, and a final section lists
other significant, chiefly off-air, recordings known to exist in private hands.
It is as well to point out one or two limitations of this Discography.
While the chronological listing will indicate the latest recording of any
work, the Discography does not identify which works are currently
available. However, this can be readily found out by using one of the
several online record dealers (such as Bath Compact Discs, Classics Direct,
Europadisc, MDT Classical Music, and Presto Classical) who offer a search
facility on their websites; entering either the work’s title or the record
number should be sufficient to find if the recording is available. Neither
does the Discography show which works are gathered together on any CD
or LP. But again this is something easily done via an online dealer’s
website. Also, recent reissues of older or historical recordings will
unfortunately not stand out as a new recording does, as they will be entered
against the date of the original recording.
To move quickly to a particular work in the Discography, first locate
the section in which it appears and then enter the work’s name using the
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normal search function (Ctrl + F). In the same way one can, if needed,
search within any section for a performer or conductor.
The Discography is updated regularly, and so that it can be kept as
accurate and therefore as useful as possible, members are invited to send in
any errors and omissions they have noticed. It would also be very helpful
if they could ascertain any of the recording dates for which the year either
has been guessed at or is as yet unknown. Such information should be sent
to DeliusTrust@mbf.org.uk.
In addition to the Discography, a Delius Bibliography has recently
been added to the website. This requires little explanation other than to say
that it is divided into six sections:
1. Principal books on Delius
2. Catalogues of the Music of Delius, etc.
3. Other books with substantial references to Delius
4. Essays and articles on Delius excluding concert reviews, programme
notes and articles that have appeared in The Delius Society
Journal/Newsletter, back-numbers of which can be seen on-line at
delius.org.uk/pastjournals.htm
5. Exhibition Catalogues, Programme Books, Encyclopædias, etc.
6. The Published Writings of Frederick Delius

Section 4 is the most extensive, and here again members may be able to
assist with any omissions.
It is hoped that both the Discography and Bibliography prove to be of
use and interest to members.
Stephen Lloyd
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BRIGG FAIR, CARTOONS AND JAZZ:
WHY MEMBERS JOIN THE DELIUS SOCIETY
Following requests in the two previous Journals for members to write in with the
stories behind their membership of the Delius Society, I am pleased to have received
six accounts, all very original, and by no means all citing a piece of music as their
first Delius experience!
Michael Lester was born and educated in Eric Fenby’s home town of
Scarborough, and now lives just a few miles from Cloughton where he is
church organist. Michael’s father was at school with Eric. He writes:
‘Eric returned to Scarborough in the 1950s to establish the Music
Department at the North Riding Teacher Training College, and eventually
retired here. The last time Dad and Eric met was a chance encounter on a
train journey in 1982 when Eric was making the Yorkshire TV Film Song
of Farewell.
‘Eric was frequently mentioned; my mother knew his mother as well as
his sister Marjorie who lived nearby. I therefore learnt the story of his
Delius connection from an early age from my parents. I became a music
teacher, and wrote to Eric on a few occasions when he was at the Royal
Academy about various things, usually seeking advice.
‘Because of the local connections, I regularly gave lessons about the Eric
Fenby and Delius relationship in school, and have given talks locally to
various groups like the WI and U3A.
‘It wasn’t until 1985 that I got round to joining the Delius Society, and
have attended various AGMs around the country. When Eric was still
reasonably fit, the AGMs were held at Scarborough, and in 1992 a coach
trip was arranged to visit places associated with the Fenby family,
including the Cloughton Cliffs where Eric wrestled with the thoughts of
what he should do in relation to Delius. Eric had a big part in helping me
to organise this outing, although he was not able to go on the coach.
The last event I attended was the wonderful British Library weekend in
2012.’

Tony Augarde joined the Society in memory of his late father, a musician
who communicated his love of Delius. He writes:
‘I grew up in a musical family. My father was a semi-professional
musician who played numerous instruments and had an extensive record
collection, mostly of jazz. But he also appreciated some “serious”
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composers, notably Delius and Ravel, who have often been admired by
jazz musicians for their advances in harmony and rhythm. Such jazz
musicians as George Shearing, Mel Tormé and Gene Krupa have been
mentioned in this journal as devotees of Delius.
‘My early love of jazz led me to want to play the drums, an ambition I
achieved at the age of 11, when my father bought me my first set of drums
for £10. Since then, I have played with various jazz groups and dance
bands, and enjoyed the music, the camaraderie, and the creativity
involved in making music (especially with jazz, which involves so much
improvisation).
‘I also grew to share my father’s love of Delius, a composer who I
particularly valued for his ability to move me emotionally (even to tears)
and, paradoxically, for his calming effect if my nerves were ever frayed
(Vaughan Williams is another composer I value for much the same
reason). As a teenager, I bought a 78rpm disc of La Calinda, which I played
over and over.
‘When my father died, I wanted a special way of remembering him. So I
joined the Delius Society – and have much appreciated its Journal and its
many other offerings. I also attended the Delius Festival in Bradford the
year after my father’s death, and remember particularly a chamber music
concert by a string quartet in a local school and Tasmin Little’s radiant
performance of the Violin Concerto.
‘Since then, I turn to the music of Delius particularly when I am tired or
depressed, as its serenity has a healing power. But I also marvel
continually at the richness of Delius’s harmonies. As Jazz Editor for
MusicWeb International (musicweb-international.com), I have had cause
to mention Delius in reviews of several jazz albums. In one review, I think
I found the mot juste to describe Delius’s music: imperturbable.’

Both John Hedges and Ray Osborne describe the first time they heard Brigg
Fair as a seminal moment. For John, this was the music that marked the
start of a lifelong love of Delius. This is his account:
‘One of the first Henry Wood Prom concerts I ever attended (in 1950?)
included Brigg Fair. I was about sixteen and immediately captivated by
this “new” kind of sound. Then there was the film about Delius and
Fenby in the 1960s, which so fascinated me and my wife that we
immediately bought Fenby’s biography Delius as I Knew Him.
‘We moved from Lancashire to Berkshire in 1974, and attended the
English Music Festival every year at the South Hill Park Centre in
Bracknell, until this ended about ten years later. Here we received a
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wonderful welcome and were able to meet Eric Fenby and many other
Delians, who told us about the Society. The first two meetings we
attended were at the home of Christopher Redwood; we also attended
London meetings where Estelle Palmley made sure that we felt at home.
‘We now travel to London less often, but have enjoyed Tasmin Little’s
festival in Bradford, the wonderful performance of Hassan in Cheltenham,
and the English Music Festival at Dorchester a couple of years ago. Most
recently we enjoyed the excellent gathering on Delius’s 150th birthday in
the Archduke Restaurant, followed by the afternoon concert in the Royal
Festival Hall.
‘We have many gramophone records and CDs of Delius’s music, which
are often played and enjoyed. Although we now attend few events, we
are convinced that the Delius Society is well worth supporting!’

For Ray, however, it was some years after he first became interested in the
composer, that he first heard any of his music. He writes:
‘There had always been music in our house. My mother played the piano
quite well and my father had a keen interest in classical music. I listened
to popular classics on our old wind-up gramophone but was never really
captivated by the great masters such as Mozart, Schubert and Beethoven.
These were for me a passing phase and I was really looking for something
else more interesting.
‘I had a keen interest in history and spent a lot of time travelling around
Surrey looking at old houses, churches and abbeys. I borrowed Arthur
Mee’s book on Surrey in the King’s England series. The entry on
Limpsfield mentioned that a composer called Frederick Delius was buried
in the churchyard and opposite the text was a full page picture of James
Gunn’s portrait of the blind and paralysed composer. What little it said
about him and his music struck a chord with me and, searching in the
library, I found the biography by Philip Heseltine which led on to reading
Beecham’s and Hutchings’ biographies. This all happened from about
1960 onwards. Everything I read about the man and his music fascinated
me and I longed to hear some of this music but there was no recorded
Delius in our house and I did not know anyone who had any records.
‘Two years went by and I still had not heard a note of Delius’s music until
September 1962. I listened to the last night of the Proms on the radio and,
in the first half of the programme, I heard a piece of music which made a
very deep impression on me. As an 18 year old I was completely
captivated. This in a strange way was the music that I had been
unconsciously searching for. Until that moment I knew a lot about the
man from the books but hearing Brigg Fair for the first time was a
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revelation. Following the Delius Centenary year some records started to
appear such as that by Ormandy with the Philadelphia Orchestra and the
two Delius Centenary LPs of Beecham recordings, which I eventually
bought. I played those Delius recordings over and over again.
‘During the next few summer breaks from university, I often went to the
Proms. In a programme leaflet for the Mass of Life concert in September
of 1966 I read an advert for the Delius Society but did nothing. When I
finished my studies in 1970 I again saw an advert for the Society in the
Gramophone magazine and so I wrote to Estelle Palmley and joined. I
regularly attended London meetings, and participated in the AGMs and
the Delius weekends. I had the pleasure of meeting Eric and Rowena
Fenby on many occasions at Society events. In about 1973 or 74 I joined
the Committee under the chairmanship of Rodney Meadows, later
becoming Membership Secretary, a post I kept until 1978 even though I
had moved to work in Grenoble the previous year.
‘After returning to the UK in 1983 to work in Shropshire I attended many
Midlands Branch meetings which were always enjoyable experiences. I
became known as the “cheese man” as I always contributed a cheese
board to the superb food served at these events.
‘When the mood is right the music of Delius continues to move me like no
other. There are works that evoke an acute sense of time and place in my
life. It is all there, the sadness, the joys and the angst of youth. Joining
the Society has been a pleasurable and enriching experience.’

Dave Hughes, who was given his Society membership as a birthday gift just
a year ago, has been a Delian since 1955. His interest in the composer was
sparked by, of all things, a cartoon strip! He writes:
‘It was in 1955 that I received an Eagle Annual No 5 for Christmas and page
47 was given over to a strip cartoon of the life of Delius. I was fascinated
and intrigued and remain so after 58 years, so much so that I found a copy
of the annual on eBay and each individual cartoon sprang from my
memory. But the two most important were of Delius in the orange grove,
and especially him blind and crippled, on stage with Beecham.
‘Two years later I acquired a school atlas and, during one of my many
illnesses, became fascinated by the long, thin country of Norway with its
wonderfully named mountain of the Glittertind. I remember thinking
that I would climb it when I grew up and I did, along with Galdhoppigen
and many more in the Jotunheimen, the Rondane, Snohetta, Romsdal and
the Arctic. It was only when I saw Ken Russell’s Song of Summer that I
became aware of the link, but coming from the edge of the Lake District,
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Buttermere could not be confused with Norway. However, the memory
of that film was a revelation of the man, his music and the role of Eric
Fenby. I recently bought the DVD and it remains one of the best bits of
film/TV that I have ever seen.
‘Fast forward to this year and our plans to go to Arctic Sweden fell
through, so we booked at a place called Fagerli near Hovringen in the
Rondane which, when Googled, came up with Delius and Hoifagerli. I
only had a poor knowledge of the whereabouts of his cottage and the full
story only came out when I came across the website of Andrew Boyle. I
emailed Andrew a few days before flying to Norway and I did not expect
such a rapid and fulsome exchange of emails – thank you Andrew.
We went to Lesjaskog, saw the site of the original hytte, and climbed
Liahovda on a beautiful autumn day with the birch forest in full colour
and huge flocks of field-fares preparing for migration. On the summit a
golden eagle circled, a flock of ptarmigan were feeding and in the distance
was a solitary reindeer. There was little wind and the air was clear so we
could see many areas that Grieg, Delius and their friends had explored.
Liahovda is a pimple of a mountain by Norwegian standards but is a very
good viewpoint, being half way between the magnificent but wet fjords
and dry Cairngorm-like mountains of the centre and east.
‘As a mountaineer and ex member of a mountain rescue team I know how
hard it is to carry someone any distance, even on a purpose designed
stretcher with the assistance of many fit mountaineers. I was astounded
by the feat of Jelka, Percy Grainger and the local help. Andrew Boyle
indicated that not many members had made the ascent in 2012 and I
would urge members to go there and climb Liahovda. It is a
straightforward walk and you do not have to be especially fit or
experienced to do it. Maybe we could make a formal trip to do this?
‘So much of Delius’s music is hauntingly beautiful and rooted in
landscape. He lived and travelled in many countries, was friends with
many leading composers and artists, but I suggest he was our first and
best composer in the English language.’

And finally to one of our newest members, Derek Schofield, for whom
Digby Fairweather’s talk back in April, provided the impetus to join.
‘My main motivation in joining The Delius Society is two-fold: firstly, I
had the good fortune to sit next to Peter Roberts (at a Chopin Society
recital) who informed me of its existence; secondly, I was attracted by the
up-coming talk to be given by Digby Fairweather.
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‘I have always been fascinated by chords and their progeny. Whether one
looks back to the establishment of the dominant seventh as a chord in its
own right – which up until that point had only been allowable en passant,
according to the stringent laws of harmony at the time – or to the Tristan
half-diminished seventh of Wagner (which, again, can be found briefly
stated in a posthumous Mazurka of Frederick Chopin), each chord clearly
has its antecedent.
‘It is true that all progress is made by “standing on the shoulders of
others” but it has always seemed to me that Delius was, on occasions,
slightly divorced from this musical continuum. On the most basic level,
a line or phrase may be presumed to be serviced by the chord or chords
which underlie it; in some of Delius’s work, I venture to suggest, this
process appears to have been stood on its head, with the top line used as
a vehicle to bring into some sort of coherence the chords which lie
beneath; put another way: it is the ‘harmony’ which has generated the line
and not the line which has generated the ‘harmony’ (I use the word
advisedly). Of course, I am claiming none of this to be true, but merely
sharing a personal observation. Delius must have spent many hours
experimenting with extended harmonies which ultimately, and
unsurprisingly, were to lead his music into very interesting tonal areas.
This, to my mind, explains the uniqueness and joy of the Delian sound.
‘As someone who has derived hours of infinite pleasure in arranging
other people’s music, where developing interesting chords and
progressions are very much part of the stock-in-trade, is it any wonder
that I, along with others, were bound to be captivated by the alluring title
of Delius and all that Jazz? I had no knowledge of what Digby was going
to say, but had an inkling that On Hearing the First Cuckoo in Spring might
feature in his presentation, not because the title is one of Delius’s catchiest,
but because a fair amount of the notation is ‘vertically’ written,
particularly in the bars following the opening C major seventh.
‘It goes without saying that all arrangements call for skill and
inventiveness, though the chords in this case – unquestionably “jazz” in
character and certainly heralding the chromaticism of the leading
“modern jazz” pianists of our age – were ready-made by Delius and left,
not to be tampered with. None the less, I enjoyed Digby’s Cuckoo, and
what with this and the addition of the simulated wind-up phonograph –
cleverly executed, I thought – it made for a very enjoyable evening. I went
home to Brighton completely happy and affirmed in my decision to join
The Delius Society.’

Katharine Richman
DSJ 156

61

100 YEARS AGO
In this regular series, Paul Chennell looks back at Delius’s letters and the writings
of others to gain an insight into the composer’s activities in 1914.
In a letter from January 1914 Delius told Philip Heseltine: ‘I am working so
successfully at present,’ and the year seemed to hold such wonderful
musical promise for the older composer. In the months leading up to the
outbreak of war, it appeared that Delius was finally − in his early 50s −
beginning to experience real international artistic success. The next four
terrible years would see a significant cultural change in Europe which
hindered this artistic progress significantly.
At the Queen’s Hall in London on 20th January, On Hearing the First
Cuckoo in Spring and Summer Night on the River received their first British
performances conducted by Willem Mengelberg. He had recently
conducted these two works in Amsterdam, and Grainger reported that:
‘He told me he loved them and all tell me that it was a ripping
performance & made a deep impression. Am trying to get hold of the
critiques which I hear were splendid.’

On 3rd March Fritz Steinbach was to give these two pieces in Cologne1. In
February Henry Wood performed A Dance Rhapsody and, in a letter to Viva
Smith, Heseltine said of this performance ‘Henry Wood did the Delius
Dance Rhapsody disgracefully badly’, adding that Wood ‘has no idea
whatever, where Delius is concerned’.2
At this time Delius was in Germany where a number of his works were
being performed. He heard A Mass of Life at Wiesbaden and then Frankfurt:
the first of these was a fine performance and the second was even better, as
Delius wrote to Emil Hertzka soon afterwards. He was back in Grez by 11th
March, in the knowledge that plans were under way for a performance of
A Village Romeo and Juliet in the following season at Frankfurt. In fact this
performance did not happen; neither did a performance of Fennimore and
Gerda which was to have been given in the Autumn of 1914. Yet another
disappointment was the abandonment of a Delius concert in Bradford,
planned for November 19143. Philip Heseltine, who was beginning to
assemble material for his biography of Delius, visited him at Grez at the end
of March, and was able to help him in various ways.
In May Delius learnt that Paul von Klenau hoped to perform A Village
Romeo and Juliet in Freiburg. One month later he travelled to London to hear
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more of his music given by Beecham; this time he stayed with Heseltine and
Balfour Gardiner in Ashampstead, then with Beecham and O’Neil in
London, where he plunged into a world of opera, ballets, concerts and
receptions at the height of the season. Revealing descriptions of Delius at
around this time can be found in Osbert Sitwell’s memoir Great Morning
and in Eugene Goossens’s autobiography Overture and Beginners.4
Goossens remembered that in company:
‘However large the gathering, the querulous voice of Delius always
managed to make itself heard over a general conversation …’

One fascinating aspect of Delius’s reaction to the war is suggested by Sir
Thomas Beecham in his funeral oration, delivered when Delius was
reburied at Limpsfield in 1935. Beecham suggested that Delius wanted to
be buried in England because:
‘War broke out, and something strange happened, which revealed this
country in a different light to the entire world. To the astonishment of the
entire world, this country turned its back on the idols of the market and
the counting house, and embarked upon the greatest adventure of
idealism the world has, perhaps, ever known.’5

Beecham suggests that Delius’s reaction to this, and the increasing interest
in his music in this country, caused his revised view of his homeland. His
music, Beecham said, ‘became known, it became loved, and came to be
understood.’6 In addition Beecham reminded his audience that the 1929
Delius Festival had given the composer more recognition in Britain than in
other countries. Beecham’s suggestion regarding the composer’s reaction
to the war may strike us as rather perverse, given our knowledge of the
carnage, yet no doubt this was the case. 1914 was the first year in this
savage conflict and brought large-scale warfare close to Delius’s home.
Paul Chennell
Delius A Life in Letters by Lionel Carley, Scolar Press 1988 p121
Frederick Delius and Peter Warlock A Friendship Revealed by Barry Smith, OUP 2000 p113 n1
3Delius A Life in Letters by Lionel Carley, Scolar Press 1988 p116
4Ibid p133
5Frederick Delius by Sir Thomas Beecham, Severn House Publishers 1975 p6
6Ibid p7
1
2
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BOOK REVIEWS
CONSTANT LAMBERT: BEYOND THE RIO GRANDE
Stephen Lloyd
Boydell Press 2014 pp 622
ISBN: 9781843838982
£45.00 (£33.75 to Delius Society members – see below)

To the economist and ballet enthusiast John Maynard Keynes he was
potentially the most brilliant man he’d ever met; to Dame Ninette de Valois
he was the greatest ballet conductor and advisor this country has ever had;
to the composer Denis Aplvor he was the greatest, most lovable, and most
entertaining personality of the musical world; whilst to the dance critic
Clement Crisp he was quite simply a musician of genius. Yet sixty years
after his tragically early death, Constant Lambert is little-known today. As
a composer he is remembered for his jazz-inspired The Rio Grande but little
more, and for a man who selflessly devoted the greater part of his life to the
establishment of English ballet his work is largely unrecognised today. This
book amply demonstrates why he deserves to be held in greater renown.
With numerous music examples, extensive appendices and a unique
iconography, every aspect of the career and life of this extraordinary, multitalented man is examined. Stephen Lloyd looks not only at his music but
at his journalism, his talks for the BBC, his championing of jazz (in
particular Duke Ellington), and – more privately – his long-standing affair
with Margot Fonteyn. This is an indispensable biography for anyone
interested in Constant Lambert, ballet and British musical life in the first
part of the twentieth century.
There can be no doubt that Lambert greatly admired some of the music
of Delius. Stephen Lloyd reminds us that in his book Music Ho Constant
Lambert suggests that Delius has written, ‘music that is essentially English
without having to dress it up in rustic clothes or adopt pseudo-archaic
modes of speech.’ In 1926 Lambert and Heseltine each orchestrated one of
Delius’s Four Old English Lyrics. Lambert’s orchestration was of Delius’s
setting of Nashe’s Spring, the sweet Spring. In contrast to Heseltine,
Lambert’s fondness for Delius’s music was, as Stephen Lloyd remarks, ‘not
quite so all-embracing as Philip’s …’. However, ‘… some of (Heseltine’s)
enthusiasm must have rubbed off on him.’ In 1928 Lambert suggested, in a
long article on jazz in the monthly publication Life, that Hymns Ancient and
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Modern was responsible for the ‘richly sentimental’ harmony shared by
black American spirituals and the music of Delius. No doubt the older
composer would have been outraged by this suggestion. In 1932 Delius
wrote to Hamilton Harty indicating that he greatly approved of Lambert: ‘I
think he is the most gifted of the young lot. He has got something to say.’
Eric Fenby also recalled Delius’s enthusiasm for Lambert, in an interview
with Robert Layton, included in Stephen Lloyd’s Fenby on Delius.
In a tribute written after Delius’s death Lambert says of the older
composer that, ‘most of Delius’s works are settings of words’ and that ‘the
best of his purely orchestral works are those built round some literary or
pictorial idea.’ Lambert suggests he may not be a ‘pure’ musician but when
we examine the content of these works we see that this is the best medium
for expressing such ideas with such great intensity. ‘In that sense he is the
most musical of all composers’. When reviewing the Delius Society
recording of Paris, Lambert gave his view that Delius ‘was potentially the
greatest of his generation, showing a greater universality of outlook and a
more flexible technique than the composer of the Songs of Sunset, for
example.’ In an article written for Apollo published at the same time as the
1929 Delius Festival, Lambert wrote that the best of Delius was in the choral
works: Sea Drift; Appalachia; Songs of Sunset; and The Song of the High Hills.
Stephen Lloyd gives us a full review of Lambert’s appreciation of Delius
which was of course not wholly uncritical.
In the last chapter of his book, Lloyd remarks that emphasis is placed
on Lambert’s illness in his final years by some commentators, just as
occurred with Delius, in Fenby’s memoir and Ken Russell’s film Song of
Summer. For both of these composers we need to retain an all-round image
of them throughout their lives to have a true picture of their achievements.
This book is brim full of characters both musical and non-musical. As
we would expect there is much here on Lambert and the Delius circle. His
particular friends, Cecil Gray, Philip Heseltine and Bernard van Dieren are
mentioned frequently. As Stephen Lloyd remarks, Lambert’s friendship
with Heseltine was a turning point in his life, and greatly influenced him
musically. Heseltine introduced Lambert to the Elizabethan composers as
well as more recent ones such as Liszt. Heseltine’s non-musical impact was
less positive.
Lambert in common with Delius had a great interest in the visual arts
which he shared with his friends. Undoubtedly this interest aided his major
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role in the progress of English ballet earlier in the last century. Certainly
this non-musical interest greatly assisted the creativity of both men.
This book contains many useful resources for conductors, performers
or concert promoters who want to include Lambert’s music in the concert
hall, on radio or on CD. Almost 150 pages are devoted to a series of
appendices which provide a fine bibliography; a discography and much
other reference material. Stephen Lloyd gives us a full, clear narrative of
the life and principal achievements of Constant Lambert, and this is a fine
place to start researching this composer.
Lambert’s principal compositions are described and analysed in the
book, in a style which is not impenetrable but makes us want to go and hear
the music. Lambert as conductor is described by various friends, colleagues
and reviewers of his concerts. Similarly several extracts from Lambert’s
journalism are included here, and what a fine writer he was – such a rarity
in Britain where musical journalism is so often the province of the second
rate.
Lloyd’s achievement in this book is to reveal a fascinating musical
career; a composer who deserves to be performed more often and who
made a major contribution to music and ballet in England in the first half of
the last century. Each of Stephen Lloyd’s books has had a particular
purpose to rehabilitate or present the best appreciation of its subject. This
is his finest achievement so far, and a major musical biography − and much
finer than most. It would be very sad for anyone interested in English music
of the first half of the 20th century to miss this outstanding book.
Paul Chennell
Boydell & Brewer is pleased to offer Delius Society members 25% discount on purchases of
this book, when ordered direct from the publisher before 31st December 2014. Either order
securely online at boydellandbrewer.com (entering the offer code 14200 when prompted at
checkout); by post at Boydell & Brewer Ltd, PO Box 9, Woodbridge, Suffolk, IP12 3DF; by
telephone: 01394 610 600 or by e-mail: trading@boydell.co.uk. Payment can be made by
cheque, MasterCard, Visa or Maestro/Switch. For postage please add, for each book ordered,
£3.00 for the UK, £7.50 for Europe, and £13.50 for the rest of the world.
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EDMUND RUBBRA: SYMPHONIST

Leo Black
Boydell Press 2014 pp 256
ISBN: 9781843839330
£19.99 (£14.99 to Delius Society members – see below)
Published in hardback 2008; first paperback edition 2014
Let me start with an embarrassing confession – embarrassing at least for
someone who purports to know his British music of this period: Rubbra
has passed me by. Goodness knows why, but I have managed to get to this
stage of my life without becoming even slightly acquainted with the 11
symphonies, concerti, chamber music or even, from the conductor’s stand,
the choral music. I remember seeing him in Oxford with his distinctive
shock of silver hair when I was a chorister at New College in the early 60s
and we nudged each other in recognition as we crocodile-d our way from
the school to the college for our rehearsal – possibly to sing his wonderfully
original setting of the Anglican evening canticles in A flat which was part
of our staple fare in the college chapel.
When, therefore, I was asked to review Leo Black’s book for this
Journal (it has been in hardback since 2008, but Boydells have just released
a paperback edition) I was keen to accept as I realized that it was an
opportunity for me to correct this serious omission, and in the most
constructive way possible, by reading deeply about it and thus informing
my listening. So let me begin by saying that Black has achieved the most
desired outcome: that of sending me scurrying to listen to this music. The
work I picked on first (partly because of the way he described it) was the
Sinfonia Concertante, and of that work it was the final movement, the Prelude
and Fugue which piqued my sense of curiosity and to which I listened first.
I remember once before, when I was very much younger, putting the radio
on and being rooted to the spot for the entire duration of Brahms’ three
Intermezzi Op 117, so beautiful did I find them. The same happened to me
listening to Rubbra’s extraordinary movement. I simply could not move
until it finished. Not that Rubbra’s style is uniformly beautiful, easy or
likely to appeal to everyone. In fact his cerebral approach to composition,
so evidenced in the progress through his symphonic journey, finds little
lightness of touch. The beautifully poised Perigourdine second movement
of the first symphony, the scherzos of the second, reminiscent of both
Walton and Holst, and of the fifth and seventh are rare moments of relief
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from an emotional intensity that often takes the breath away. There is a
Hindemithian seriousness of method and language with which the listener
has to engage positively, but once there a sound-world is entered, which
envelops and draws him in.
Much of this has to do with Rubbra’s development of thematic
material and his use of intervals which often feed the music as insistently
as a mantra fills the consciousness. Rubbra spoke of
‘the continuous struggle over the years to bend the materials of one’s art
to a shape that satisfies the demands of the “inner voice” – demands that
can never be stilled’.

Of his use of particular intervals he said that his ‘dominating intervals’ were
no arbitrary choice, but were ‘sifted out of the initial idea after it had been
stated as a single melodic unit’. This insistence on intervals, melodic cells
and other methods of musical development led to comments about a lack
of contrast in the music and Black points out that ‘Rubbra was reserved
about musical colour’, coming out strongly against
‘the desire for continual contrasts of colour in orchestral music; often, one
feels, for the purpose of deflecting attention from the essential poverty of
thought’ (Rubbra’s words).

There is a Sibelian bleakness of landscape in much of Rubbra’s symphonic
work that leads the imagination to seek a far horizon in the hope of sunnier
climes which rarely materialize.
Those who seek the hedonistic
gratification of Walton’s First Symphony and the like will have to work hard
to find their kicks from Rubbra’s music. But that is why this music will
ultimately stand the test of time. It is music of the soul, the mind and a
more questing, searching imagination which draws you in and asks you to
travel its road. It is not that there isn’t extremely vigorous music here but
it is not often gilded with the kind of sensuous harmony we associate with
many mid-twentieth century British composers, a list of which might
include Rubbra’s closest friend, Gerald Finzi, together with Moeran,
Howells, Bax and Walton.
Rubbra was an outstanding contrapuntist and, in 1960, wrote a book
on the subject (Counterpoint: A Survey). Part of his success in working
through the musical arguments in the symphonies is the ease and technical
fluency with which he uses counterpoint. It is an impressive element of his
technique which marks him out from others of his time. He told a
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fascinating childhood story of the effect of recently fallen snow on the
quality of light in his bedroom:
‘The ceiling was bathed in a strong white light instead of being in relative
shadow, and the floor, on which the morning sunlight usually lay, was
darkened … It is only now, looking back, that I intuitively know that this
topsy-turvydom, working subconsciously within me, influenced the way
that I look at thematic substance and its related counterpoint in my music,
these being instinctively so shaped as to be capable of inversion without
diminishing their effect.’

Other major influences included the effect of the teaching of Gustav Holst
who wanted everything pared down to its sparest, as Rubbra described it:
‘picking his music to the bare bones’. Rubbra was particularly interested in
Taoist philosophy for being
‘concerned with the close interdependence of all aspects of life … a
composer begins to use a new harmonic language because somehow it
corresponds better with the time in which he lives.’

As a committed Catholic, his faith also had a major impact on his creativity
and Black devotes two whole chapters of this book on questions of
mysticism in Rubbra’s approach to composition. Ralph Scott Grover, an
early writer on Rubbra’s music, wrote that
‘Rubbra’s output reveals a unity on two levels: the musical, which is
readably demonstrable, and the less easily perceived religious/
philosophical, which overrides the musical and encompasses almost
everything he wrote. It is universal rather than sectarian, an instinctive
blend of the most spiritual and mystical elements of Buddhism and
Catholicism. It led to a music that overflows with optimism and a sense
of well-being, though, at times, dramatic and conflictual aspects attest to
the hard-won nature of that ultimate peace and reassurance’.

The story of the evolution of these 11 unique symphonies which include the
breathtakingly beautiful third, the sixth, which Black regards as ‘the most
inspired music of the twentieth century’, the seventh which speaks to this
writer the most powerfully with its extended Passacaglia and Fugue finale,
the extraordinary choral ninth, and the problematic eleventh following
what had been felt as being the culminatory tenth, becomes more moving
as we move to the conclusion of Rubbra’s life, his increasingly precarious
health and ultimately fatal strokes. Leo Black tells it all with undisguised
affection and a sincere desire to see his old master’s work take its deserved
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place in the history of the best of which this country was producing in its
time. As he says:
‘its uniqueness comes from the fact that at every stage it announces itself
through unforgettably inventive and attractive music. That is something
to survive all fluctuations of taste: may its time come again, and soon’.

Thus, in the economical space of some two hundred pages, this fascinating
book manages not only to give a clear and readable account of each
symphony, but also to give its context, to cover in some detail other key
works and biographical elements which are so important to any such story.
In many ways this book is an object lesson in how to be an apologist for a
composer who needs rehabilitation and a new generation of friends without
the saccharine special pleading which can bedevil some such attempts. He
has certainly won a new friend in this writer.
Paul Spicer
Boydell & Brewer is pleased to offer Delius Society members 25% discount on purchases of
this book, when ordered direct from the publisher before 31st December 2014, quoting the code
14208. Ordering information as for Constant Lambert, above.
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CD REVIEWS
COLOURS OF THE HEART

Debussy: Violin Sonata in G minor, Delius: Violin Sonata No 3,
Ravel: Violin Sonata in G, Grieg arr Émile Sauret: Lieder for violin and piano:
Jeg elsker Dig (Ich Liebe Dich) and Solveig’s Song
Midori Komachi violin, Simon Callaghan piano
Recorded at Potton Hall, Suffolk 21st & 22nd February 2014
Duration: 56:49
MKCD001
The two previous issues of the Journal included reviews of recitals given by
Midori Komachi both in Japan and in this country. This young violinist has
more recently provided further evidence of her enterprise – and, one should
add, her devotion to the music of Delius – in three London recitals and the
release of this, her first CD. On Friday 21st March with her excellent
accompanist Simon Callaghan she played to a packed church of St Martinin-the-Fields with a programme of Delius (Légende), Elgar and Britten.
While the fact that these mid-day recitals in the centre of London are free
will account for the pleasingly full attendance, it is interesting to speculate
how many listeners amongst that very attentive gathering were
involuntarily being introduced to the music of Delius. The Légende proved
a good choice to begin with and Midori found just the right touch and
tempo for its spidery coda.
On Thursday 3rd April in the Princess Alexandra Hall, Royal Overseas
League, London, again with Simon Callaghan (who is the duo partner with
Hiroaki Takenouchi on two SOMM CDs of transcriptions for two pianos of
Delius orchestral works, SOMMCD 0112 and 0129) she launched her CD,
Colours of the Heart, with a fine recital that included Delius’s Légende and
Violin Sonata No 3 and Grieg’s Violin Sonata No 3.
Then on Friday 2nd May at St James’s, Piccadilly, with the Duport
Ensemble, Midori gave a particularly adventurous programme entitled
Reflections of Landscape and Folklore with works by Delius, Vaughan
Williams, Moeran and Grieg. The unusually spacious and resonant
acoustics of this fine building were such that it took a little while for the
listener, and possibly the players, to adjust to the strenuous chromatics of
Delius’s String Quartet with which the programme opened. Under the
circumstances perhaps it was not an ideal work to open with, but by the
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second movement ‘Quick and Lightly’ one felt suitably acclimatised. The
Vaughan Williams that followed was probably new to nearly all the
listeners and proved a fascinating discovery. As a result of folk-song
collecting in 1904, Vaughan Williams had composed a Ballade and Scherzo
for String Quartet which he revised in 1906, the Ballade becoming a Nocturne
(headed with lines of Walt Whitman, ‘By the bivouac’s fitful flame’) with a
totally new Scherzo based on the folk-song ‘As I walked out’. Although not
immediately recognisable Vaughan Williams, these two early pieces were
of considerable interest, especially when played with such conviction.
After the interval the players found themselves equal to the rhythmical
challenges of Moeran’s String Trio in G and they were very much at home
with Grieg’s String Quartet in G minor, whose opening notes seem to
announce itself as a big work, and so it proved in both scope and length. It
was a most satisfying and rewarding recital.
Turning to the CD Colours of the Heart, in the accompanying booklet
Midori Komachi herself provides a very thoughtful introduction entitled
‘Music of Reflected Encounters’ in which she discusses the relationship
between Delius, Ravel, Grieg and Gauguin who were all visitors to the
lively ‘at-homes’ in Paris of the Swedish composer William Molard,
gatherings that were probably as much Gauguin’s after he had moved into
the studio above. Gauguin’s painting Nevermore that Delius at one time
owned is illustrated in the CD booklet and it is interesting to learn that it
was through this painting (at the Courtauld Gallery in London) that Midori
encountered the music of Delius.
The CD begins with a strong reading of Debussy’s Violin Sonata of 1917,
his last work and the work with which he was to make his last public
appearance as a performer, only 14 minutes long and apparently inspired
by scenes from Pelléas et Mélisande with the various motifs serving as
‘metaphors of movements by characters in a scene, expressing an
immediacy of colour, sound and character’. It provides a striking
comparison with Delius’s Violin Sonata No 3, completed near the end of that
composer’s life. The slow middle section of the second movement is, of
course, recognisable as the passage that Eric Fenby failed to be able to take
down on his first attempts at dictation, as so memorably demonstrated in
the Ken Russell film Song of Summer (and, as some members may remember,
as recalled on occasion by Fenby himself). Jelka Delius had good reason to
give Fenby every support after this initial setback as, not only was she
hoping the partnership would be successful but she had herself assisted
72

DSJ 156

Delius with that very sonata a few years earlier at a time when any further
composition had seemed almost impossible. Midori Komachi and Simon
Callaghan bring a convincing interpretation to this sonata and find a
suitable note of resignation in that wonderful descending figure with which
the work ends.
The Ravel sonata offers further contrasts, particularly with the touch
of blues in the middle movement’s treatment of Gershwin’s Summertime.
(Ravel, it will be remembered, at Delius’s request transcribed for piano his
one-act drama Margot la Rouge.) Delius’s strong connection with Grieg is
recalled by the arrangements by Émile Sauret for violin of two familiar
Grieg songs with which the CD ends. The choice of works here reflects the
imagination that is a noticeable feature of Midori’s programme planning.
This is probably the first time that Debussy, Ravel and Delius have been
brought together on CD and the contrasts are most refreshing and
rewarding, with the individuality of Delius’s writing standing out far more
strongly when set aside the works of other composers. This is a CD that
repays frequent hearing and one that can be strongly recommended.
Stephen Lloyd

Midori Komachi (violin) and Simon Callaghan (piano)
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CONCERT REVIEWS
A VILLAGE ROMEO AND JULIET

(Romeo und Julia auf dem Dorfe)
Oper Frankfurt, Germany
22nd June to 12th July (seven performances)
Sali: Jussi Myllys
Sali as a child: Ludwig Höfle
Vreli: Amanda Majeski
Vreli as a child: Chiara Bauml
Manz: Dietrich Volle
Marti: Magnús Baldvinsson
The Dark Fiddler: Johannes Martin Kränzle
Frankfurter Opern- und Museumsorchester
Chor der Oper Frankfurt
Conductor: Paul Daniel
Chorus Master: Matthias Köhler
Director: Eva-Maria Höckmayr
Set Designer: Christian Schmidt
Costume Designer: Saskia Rettig
Staging: Norbert Abels
Lighting Designer: Olaf Winter
Premiere / Frankfurter Erstaufführung, Oper Frankfurt: 22nd June 2014
Sung in English with German surtitles
I am pleased to include pieces by Roger Buckley and Lionel Carley, who both
attended the opening night. Roger Buckley gives a review of the performance, and
Lionel Carley presents a ‘Review of Reviews’, which examines the reactions of the
European press.
Review – by Roger Buckley
Delius often visited Frankfurt and knew the city well. His longest stay, of
four months, was at Domplatz 12 (in the Cathedral Square) from late in
1922. Other visits were to the palatial Carlton Hotel and to two imposing
villas on the broad avenues that line both sides of the Main river. One of
these was the home of Heinrich Simon, a good friend who, as editor of the
Frankfurter Zeitung, printed a lengthy review of the first performance of
Fennimore und Gerda in the city in 1919. Each and every one of these Delian
lodging places has since disappeared, presumably destroyed in the allied
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bombings towards the end of World War II in which most of the old city
was obliterated. The cathedral was spared, its height and prominence
having provided a useful landmark for the incoming bombers, and the
survival of Domplatz 14, the building next door to the Deliuses’ residence,
literally in the shadow of the cathedral, serves to demonstrate how that vast
building dominated the guest unbeliever’s environment.
Frankfurt was, and remains, one of Germany’s most important
commercial centres, and it was of course rebuilt after the war. The process
continues to this day, so that glass-encased skyscrapers and building cranes
dominate every vista of the city. The magnificent Opera House was
severely damaged in the war and reopened for symphony concerts as
recently as 1981, a century after its original inauguration. It was not for that
building, however, that three members of The Delius Society and the
Society’s President were bound, but for an architecturally much less
distinguished edifice, dating from 1951 and known as Oper Frankfurt
(officially ‘Opern- und Schauspielhaus Frankfurt’), for here on Sunday 22nd
June the opening performance of A Village Romeo and Juliet, the first ever
seen in the city, was staged.
The experience was a rich one, and predominantly rewarding. The
principals sang with conviction and the large orchestra played as one under
the scrupulous direction of Paul Daniel. He conjured from his players
sounds of such beauty that they themselves can seldom have heard. As has
often been observed, Delius’s vocal lines are angular, in terms of a
compositional tradition rooted in the nineteenth century. Yet the Sali and
the Vreli were totally at home with the score, as was the Dark Fiddler,
whose contribution included an unexpected but convincing performance of
his leitmotif played on the violin from the stage.
The set was extremely complex, with the right and left halves of the
stage, and the stage entire, rotating noiselessly to reveal rapid changes of
scene. This was initially most intriguing, but familiarity with the effect
rendered it gradually more distracting.
The production indulged
frequently in simultaneous duplication of a given scene, so that Sali and
Vreli were often depicted twice over (in the living rooms of their respective
homes) and whilst it was always clear which pair was singing, and which
was not, the purpose of this mirror-imaging was not clear. The couple as
children and as teenagers also continued to appear alongside the couple as
adults and again the intended symbolism was not self-evident.
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The wild land was represented by a patch of grass and a solitary tree,
sometimes life-sized and sometimes in miniature on a tray. No attempt was
made to simulate the background to the fair, nor the dilapidated inn (the
Paradise Garden), nor the river, nor the hay barge. The ‘fields and small
villages perched here and there in the hills, snowy peaks in the distance’
envisaged by Delius were nowhere to be seen. There was no ‘Walk’ as such.
Instead, the lovers, facing each other, gradually removed their clothes – all
their clothes – which was perfectly tasteful, but yet another distraction. The
Liebestod took place in the farmsteads (duplicated again) and was effected
with pills and glasses of water. The white room on stage left, and the white
clothing of the Dark Fiddler, may have been intended as symbolic of death
in the Japanese tradition.
From the start, it was clear that the intention of this production was
not to emulate the realism prescribed by Delius in his score and so
memorably suggested in the 1992 film by Petr Weigl, accompanying a
performance conducted by Sir Charles Mackerras (Decca DVD 074 177-9).
The elements of Keller’s tale (the warring famers, each guilty of stealing
land from an outcast of society, the young lovers, as much in love and as
doomed as Shakespeare’s original Romeo and Juliet, their alienation from
‘respectable’ society and their suicide pact) were richly represented, but not
in a manner that Delius would have recognised. There was another
paradox: the entr’acte The Walk to the Paradise Garden which, though
composed specifically to cover a scene change, has come to encapsulate the
heart of the drama, would have been rendered completely redundant had
Delius had access to the Frankfurt performance’s slick staging.
It is far too long since we in this country have had an opportunity to
experience performances of Delius’s finest opera. Overseas companies
have, however, continued to show interest in the work: Kiel in 1995,
Cagliari (Sardinia) in 2002, and both Karlsruhe and Wexford in 2012.
Covent Garden’s 2010 decision to replace a new production with further
performances of its 1994 La Traviata was a regrettable one, made following
the death of the conductor-designate, Sir Charles Mackerras, but also in the
light of a perceived need to make spending cuts. It is high time that amends
were made. Staging this opera will always be a challenge, but the rewards
can be life-enhancing.
Roger Buckley
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Amanda Majeski (Vreli) and Jussi Myllys (Sali)
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What the papers said – by Lionel Carley
Delius’s final opera, Fennimore and Gerda, originally scheduled for
performance in Cologne in October 1914, but subsequently cancelled for
perhaps the most obvious of reasons, had to wait five further years for its
first production, finally opening on 21st October 1919 in Frankfurt. By this
time Delius’s music had long since won renown in Germany. Fennimore,
according to the distinguished critic Paul Bekker reviewing that original
production in the Frankfurter Zeitung, showed the composer to be
‘spiritually and technically a fully mature personality’. Even then, though,
for many people there was something ‘different’ about Delius’s music at
this stage of his life.
‘The audience was at the beginning surprisingly restrained, but seemed
during the course of the performance to empathise more and more with
the unfamiliar aspect of the work and at the close rewarded both the entire
cast and the composer with spirited applause.’

Bekker’s remarks could almost equally have applied to Frankfurt’s
production, premiered on 22nd June 2014, of A Village Romeo and Juliet.
Nearly 95 years had passed since the only other opera by Delius had been
presented in that city, and few of the reviewers would appear to have
known quite what to expect. Evidently aware of this, the opera house had
devised an unusual series of events intended to familiarise its potential
audience for A Village Romeo with Delius’s life and music. (Acknowledging
the benefit of this enterprise, the Delius Trust had agreed generously to
subsidise Frankfurt’s ‘ancillary programme’.) So it was that both before and
during the run of six performances several talks, recitals and other events
were scheduled to take place within the house’s substantial spaces.
Browsing through the two dozen and more reviews – German, Swiss
and even French – that swiftly followed the first night, one finds that many
of the critics appeared to have been little aware of the series of productions
in the 1980s and 1990s in Germany and Switzerland of Delius’s operas –
though the Neue Zürcher Zeitung did at least remind its readers of the pathbreaking production of A Village Romeo in Zurich in 1980/81. Some made
reference to the 2012 Karlsruhe production and one or two made mention
of the news that Bielefeld was in 2015 to be the next house in Germany to
stage A Village Romeo. Otherwise the earlier productions of Delius’s operas
in the space of some two decades in Darmstadt (VRJ 1981), Düsseldorf (VRJ
1985), Bern (VRJ 1987), Bielefeld (Fennimore 1988), Kiel (VRJ 1994, Magic
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Fountain 1997, Fennimore 2000), and Trier (Koanga 1999 and Margot la Rouge
2000/2001) went unremarked.
Today however there was praise for Frankfurt’s originality in
mounting its production of this ‘almost forgotten’ opera. Die Welt described
Delius’s music as
‘exceedingly delicate, at times reminding one of Edvard Grieg and Claude
Debussy, with the singing lines for the most part being sensitively
coloured. It often unhesitatingly brings to mind the Gesamtkunstwerker of
Bayreuth, cue unending melody.’

The Frankfurter Allgemeine Zeitung wrote: ‘The music of Delius is more
richly faceted than is often asserted’; it found particularly striking ‘the
osmotic transformation of harmonies and orchestral timbres’. The
Darmstädter Echo proposed that the opera was scarcely known today, but
that with its rediscovery the Frankfurt Opera had ‘scored a bulls-eye. At
the close of the first night the enthusiastic applause hardly wanted to come
to a close.’
The Frankfurter Neue Presse also remarked on the enthusiastic reception
accorded to the opera: the director had ensured that the season’s final
production would be a ‘thrilling’ one. She had been
‘totally inspired by the flowing character of the music, music that seems
virtually to unite an impressionistic sense of colour with expressionist
outbursts, yet that is quite unique in its rhapsodic character, above all
having the power to express what the characters do not dare to say, what
they think and feel and what, with longing, they dream of’.

The Frankfurter Rundschau held that the music was a ‘voluptuous
enchantment’, with the production taking Romeo and Juliet out of the
confines of the village: ‘Their village is also our world’. The Main-Echo,
referring to Delius as a ‘largely forgotten composer’, pointed out that he
had ‘found his own way from Romanticism to a new language of Natural
Realism’. The Neue Zürcher Zeitung remarked on the ‘attraction of this
generous and inventively instrumented score’, from which Paul Daniel had
succeeded in bringing all its subtlety to light; the work unfolded ‘almost
like a symphonic poem into which scenic responses have been introduced’.
The Offenbach Post referred to the expressive voices of the two principal
singers ‘rising above the symphonically-broad, flowing stream of sound’,
which conductor and orchestra had ‘thrillingly known how to control’. The
Wiesbadener Kurier gave as its rubric ‘Frankfurt offers in Frederick Delius’s
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“Romeo und Julia auf dem Dorfe” great music theatre’. The story was told
in ‘soaring music’ described as ‘gliding and glistening, organic and
streamlined’; here was a ‘distinctive symphonic score’ and the saddening
ending was ‘simply great music theatre’. For the Neue Musik Zeitung, the
opera was a
‘deeply moving compression of Liebesglück and Liebestod in 100 minutes of
fabulous theatrical magic, flowing in time and space and joy and sorrow
and death … almost bringing one to tears’.

It recorded at the close a ‘storm of applause for a resounding theatrical
“monument”.’ For the Rhein-Neckar-Zeitung, Delius had written ‘a single
great love-duet’, and his colouristic and impressionistic score had been
performed wonderfully by Paul Daniel and the orchestra.
Here, according to www.klassik.com, one of a number of online
reviews, was
‘an almost forgotten, sonorous, highly emotional work of world-theatre
… a first Frankfurt performance that goes direct to the heart and leaves its
mark on you.’

‘There are works of art’, remarked the reviewer in www.der-neuermerker.eu,
‘which for years, indeed decades, remain unnoticed but then suddenly
win astonishing new currency. Such is the case with Frederick Delius’s
“Romeo und Julia auf dem Dorfe”, a hidden treasure for admirers, every
now and again brought to the light of day and regarded lovingly, then put
away again for years.’

‘There can be no doubt’, according to the online music magazine
www.omm.com,
‘but that this remarkable work should be in the repertoire of the larger
houses … Delius’s wonderful, excellently orchestrated lyric drama,
hovering between late Romanticism and Impressionism, if inspired by
Grieg, Debussy (sic), Chopin and above all by Wagner’, was nevertheless
‘quite unique’.

Interestingly, the Wiesbadener Kurier had furthermore remarked on
Mahlerian echoes that it discerned in the score. In A Village Romeo,
according to www.deroperfreund.de, we have a
‘wonderful product of opera literature … it has everything in it to be a
real repertoire piece. Its musical stature is enormous. Delius understands
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how he has it in his power to strike the listener’s ear with simply
intoxicating, surging waves of sound.’

In a review in www.revierpassagen.de we read that
‘the beauty of sound unfolds in the best of hands … Delius softens the
borders between reality and imagination, dream and reality – you may
well hear echoes of Wagner and Debussy, much of the refinement of
Schreker and Korngold … but the personal handprint of the British
composer is not based on models: Delius finds his own way, unconcerned
with form, to his own characteristic sound-world of sensitivity and agogic
suppleness, to oscillating micro-sounds as well as to broad lyrical
emphasis.’

Praising the décor too, www.kulturfreak.de felt that this was a richly varied
experience for the audience and that ‘the scarcely 100-minute performance
simply flew by’. Paul Daniel ‘brought to life Delius’s romantic sound-world
in aquarelle-like, twilit music, creating a poetic magic.’ Meanwhile a French
point of view was aired in www.anaclase.com, their critic ending his review
with the words: ‘a total success, a very great moment.’
There were radio and television broadcast reviews too.
Deutschlandfunk – Kultur Heute reported that conductor Paul Daniel and the
Frankfurt Opera Orchestra had
‘demonstrated in totally convincing fashion how beautiful the work is. So
richly coloured is the score, so transparent and yet at the same time so
intense, so airy and then again so dramatic that it simply makes one
wonder why this work is not given more often.’

Equally praised from this source was the direction of Eva-Maria Höckmayr:
her production was
‘pure theatrical magic … German late Romanticism and French
Impressionism find a symbiosis in Delius. However, he is no mere
disciple, but rather a hushed magician. The Frankfurt production makes
his magic both audible and visible’.

A second review, from Bayern 2 Kulturwelt, termed the opera
‘a rewarding rediscovery. With this kind of impressionistic music, what
matters is not so much a question of rhythm and tempo or wild outbursts
of feeling, but more of honest and genuine expressiveness.’

Yet another review, from Deutschlandradio Kultur – Fazit, labelled the
production ‘an aesthetic trump’, describing the music as quite complex, and
even detecting occasional ‘jazzy elements’. However, ‘Paul Daniel knows
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just how to use all this, he lets the music flourish, performs the score as if it
were a classic of the repertoire’. Meanwhile RTL Hessen even aired a threeminute television item on the costumes designed for the production.
So much, largely, for the music of the opera. What perhaps was most
interesting of all was that there was precious little mention of any lack of
dramatic character in A Village Romeo, a reproach often levelled in the past
against the work. Implicit in this must lie a compliment, in some degree at
least, to the Frankfurt staging. As for the singing, it was almost universally
praised, with the Finnish tenor Jussi Myllys and the American lyric soprano
Amanda Majeski seen by the Darmstädter Echo as a frankly ideal pair. All
of the principals, said Deutschlandradio Kultur,
‘find the right inflection, the right colour, have the necessary strength and
endurance for the through-composed arias, and deliver a splendid
ensemble performance.’

The German baritone Johannes Martin Kränzle, as the (all-white costumed)
Dark Fiddler, was often singled out for high praise, not least for the fact
that, having also studied violin, he was uniquely able to play on stage – and
on his own instrument – the short passages accorded to his character by
Delius.
A number of reviewers, however, felt that the singers had to compete
with, rather than complement the staging, the reason for this lying with the
temptation any director might well feel to use to the full the revolving stage,
the largest certainly in Europe and possibly in the world. In fact there are
two revolves at the Frankfurt Opera, the one larger than the other. EvaMaria Höckmayr’s set designer was Christian Schmidt, and according to
Die Welt the constant use of his revolves at times overloaded the senses:
‘there comes a time when this constantly changing panopticon grows
tiresome’. Most reviewers seemed to agree that Höckmayr’s staging was
resourceful and novel but sometimes – indeed often enough – confusing.
White is the Japanese hue representing death, though few in the
audience were likely to be aware of the fact unless they had found the time
beforehand to read down as far as page 8 of the 80-page programme book.
So it was that, courtesy of the left-hand revolve, we had at the start an allwhite room with non-singing doubles of Sali and Vreli in their death-throes
at the table, a setting also serving for the close of the opera. The right-hand
revolve, in natural muted colours presented us with the ‘real’ Sali and Vreli,
who appear doubled again at various stages of the opera. Moreover at
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different moments throughout we were shown further doubles on stage, as
children, teenagers, and even in old age – a contented old age that
poignantly, it is meant to tell us, will never be attained in reality. The entire
stage is in constant flux, at times offering us the Seldwyla home, at times
presenting us with a patch of wasteland with a single centre-stage tree, at
times hosting a silent crowd of village onlookers crowded onto the high
stairwell of a block of flats.
This admittedly over-simplified description of what was an extremely
complex staging was inevitably a point of discussion in virtually all of the
reviews, some approving, some disapproving. At the close of the first
night, just two boos were audible in the storm of applause, and those critics
who mentioned the fact were at a loss to decide whether they were directed
at the staging or at the near-static but total nudity of Sali and Vreli during
the ‘Walk to the Paradise Garden’ sequence. Any sense of a doom-laden
river close by was omitted, with Höckmayr bringing a contemporary aspect
to their death by having the principals take an overdose of sleeping pills in
that same white room in which we had first discovered them.
‘The staging by the young Eva-Maria Höckmayr is extraordinary; it
has fascinating ideas, but also moments of just too much’. This judgment
by www.feuilletonfrankfurt.de was curiously echoed in Michael Tanner’s
recent sardonic review in The Spectator of Theater Freiburg’s production of
Tannhäuser, brought to Norwich just a month after A Village Romeo had
premiered in Frankfurt, and described as
‘a fairly aggressive example of director’s theatre, that disease that has
nearly killed my inclination to go to operas, with Wagner being the chief
victim. The would-be murderer in this case is Eva-Maria Höckmayr, who
has so many bad ideas of a fashionable kind that one can confidently
predict a big career for her.’

Of course, those with memories of English National Opera’s 1990
production of Fennimore and Gerda might well find themselves in broad
sympathy with Tanner’s view.
The stark and sometimes oppressive towering décor was generally
taken by the critics to be a reaction to what was more than once referred to
as the old-fashioned ‘Heimat and haystacks’ conventions so beloved by an
earlier Germany – an idyllic landscape of country cottages, trees, fields and
romantic distant mountains being rejected as too kitsch in favour of
something much more neutral with relatively little embellishment. There
was curiously little reference by the critics to either the dream wedding or
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Amanda Majeski (Vreli) and Jussi Myllys (Sali)

village fair sequences (though both were well-staged and effective), but
there was overall agreement as to the high quality of the singing of the
chorus.
A major error was committed by the opera house itself in announcing
that the libretto of A Village Romeo was by three people: the composer
himself, Jelka-Rosen Delius and Charles Francis Keary – a misattribution
that inevitably found its way into several of the reviews. We know of
course that Delius originally asked Keary to write a libretto for him, but we
also know that he found the result hopeless and discarded it, finally settling
down to write his own libretto. In this Jelka had no hand, though in due
course she completed a skilful German singing translation. The error was
still further compounded by Frankfurt announcing that the ‘English
translation’ was by Tom Hammond (Paul Daniel having elected to use the
revised libretto prepared by Hammond for the Sadler’s Wells Opera
production in Bradford in 1962). So when the critics wrote, as some of them
did, of the opera being given in Delius’s original English, the house’s errors
were simply compounded.
All in all it can be seen that the critics had viewed, with only occasional
reservations, Frankfurt’s production as a triumph. More rewarding still
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was their overall reassessment of Delius’s score and their wonderment at
how long this extraordinary piece of music theatre had remained hidden
from view. One can but hope that Frankfurt’s laudable production is called
back for a second run.
Lionel Carley
Readers may also be interested in Tony Summers’ letter to the Editor on page 117.

Photo © Hans Peter Dieterling



Paul Daniel with four of the principals and chorus
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DELIUS PRIZEWINNERS’ RECITAL

The Steinway Hall, London, 15th May 2014
Sitt: Piano Trio No 1 in G major
Delius: Concerto for Violin and Cello
O’Neill: Piano Trio in One Movement
Jadassohn: Piano Trio No 4 in C minor
The Hepplewhite Trio – Amy Littlewood violin, Hetti Price cello, John-Paul
Ekins piano
Amy Littlewood, Hetti Price and pianist Jon French won the 2013 Delius
Prize with the Double Concerto and, like some of the previous winners, they
were given the opportunity of performing in London. With a new pianist,
John-Paul Ekins, the two string players, gave a marvellous recital which
confirmed that their success in the Prize had been fully justified.
The Concerto, very skilfully arranged by Philip Heseltine for Delius as
a piano trio, was the centrepiece of the evening. The Trio are now even
more into the Delian idiom than they were in Birmingham, and their
playing was strong, technically faultless and superbly musical. In Hetti
Price’s hands the fearsomely-difficult cello part was really assured, and the
playing of both string players in the slow, pp passages, often in octave
unison and particularly the ending, was quite magical.
Norman O’Neill was one of Delius’s greatest friends and, whilst his
Trio in One Movement might be dismissed as a piece of its time, it is very
imaginative, with often translucent scoring, jaunty rhythms, and moments
when the music simply curls round the heart. Again, the Trio fully
understood O’Neill’s style, and their performance was quite beguiling.
Two real rarities completed the programme: trios by Delius’s violin
and composition teachers at the Leipzig Conservatoire towards the end of
the 1880s, Hans Sitt and Samuel Jadassohn. Surprisingly, in view of the
Conservatoire’s reputation at that time for being dry-as-dust and very
academic, both works proved to be well worth resurrecting, although
Mendelssohn was undoubtedly looking over Sitt’s shoulder, and
Schumann over Jadassohn’s. More so than the Sitt, the Jadassohn (although
somewhat let down by its finale) was big, powerful, melodic, and extremely
difficult – and, with John-Paul Ekins as an eloquent and expansive partner
(as, indeed he was in the two other works), both performances really came
alive. An extremely enjoyable evening.
Martin Lee-Browne
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DELIUS IN ABERDEEN

Music Hall, Aberdeen, 25th May 2014
Delius: A Song before Sunrise, On Hearing the First Cuckoo in Spring,
The Walk to the Paradise Garden
and works by Mozart, Fauré and John Rutter
Aberdeen Sinfonietta conducted by Peter Parfitt
Sunday 25th May was blue moon day in the Aberdeen Music Hall – the
programme included three pieces of Delius courtesy of the Aberdeen
Sinfonietta conducted by Peter Parfitt: A Song before Sunrise, On Hearing the
First Cuckoo in Spring and The Walk to the Paradise Garden. There are no
surprises there but, having live Delius played in Aberdeen is more or less
‘unheard’ of. The supporting pieces were lollipops from some ‘also rans’
called Mozart, Fauré and Rutter.
As to the performance – there were a few tentative woodwind entries,
an occasional brass stridency, the odd ‘odd’ timbre, some sagging in tempo,
but generally warm and flowing string sound. Every now and again, the
irresistible magic of Delius inevitably insinuated itself into the sympathetic
heart. An additional pleasure was the recall of Mr Parfitt and genuinely
warm, sustained applause for both conductor and orchestra – not often
heard, half-way through a concert, in ‘stingy’ Aberdeen. One up for Fred!
By the way, just in case you think Aberdonians only suck musical
lollipops, a few weeks previously, in the same hall, I luxuriated in Arvo
Pärt’s Elegy for Britten, and Mahler’s 9th Symphony, played by the BBC
Scottish Symphony Orchestra under Donald Runnicles. Perhaps Dylan
Thomas had the classical music scene in Aberdeen in mind when he wrote
‘Light breaks where no sun shines’.
Ray Inkster
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PIANO FOUR HANDS RECITAL

German Society of Pennsylvania, 2nd February 2014
Delius: On Hearing the First Cuckoo in Spring (arr Heseltine),
Dance Rhapsody No 2, A Song before Sunrise (arr Heseltine)
and works by Schubert, C W Orr, J S Bach, Cyril Scott, Norman O’Neil,
Edward German, and Percy Grainger
Michael Stairs, Davyd Booth piano
Piano duettists Michael Stairs and Davyd Booth played a wonderful concert
of varied and rare pieces arranged for piano four hands on 2nd February
2014, at The German Society of Pennsylvania in Philadelphia. A good
crowd was on hand for this concert. We were lucky to have a relatively nice
day in the middle of the longest and harshest winter in thirty years. The
prospect of hearing The First Cuckoo was certainly a pleasant thought and
this concert brought many glowing moments.
Schubert’s Allegro moderato and Andante D968 made a bright and
sprightly start to the concert. There was much effective counterpoint
between players, executed effortlessly by Michael and Davyd, and the
minor key melody of the Andante was a good contrast to the Allegro.
Kindermarsch D928 followed and the final Schubert work was Four Ländler,
a bright and tuneful finish.
Next came On Hearing the First Cuckoo in Spring by Delius, as arranged
by Philip Heseltine. What a treat to hear this familiar piece in a piano four
hands arrangement. Those fresh Delian harmonies are in some ways clearer
in this arrangement than with the lush orchestration that we are so used to
hearing. Michael and Davyd played it beautifully and with feeling.
We then heard Dance Rhapsody No 2, also by Delius. This piece featured
interesting rhythmic contrasts and had an almost ‘jazzy’ feel in many
places. The characteristic Delian harmonies were full of contrasting
colours, as well as plenty of surprises, and the shifts of feel and mood were
all assuredly handled with some interesting dramatic effects. Towards the
end, the piece slows down and becomes rather dreamy, and one wonders
what might be next before the final few forte chords give a positive and
final exclamation point to the work. The audience certainly appreciated this
spirited performance.
The first half concluded with A Cotswold Hill-Tune by C W Orr, which
was as delightful as the title suggests. This work featured a lovely pastoral
melody that sways to and fro, with gentle yet fresh and even sometimes
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quite surprising harmonies.
After the Interval we were treated to another rarity: Sanctify us by Thy
Goodness by J S Bach, arranged by Harriet Cohen. The piece starts off with
a pleasant melody in a simple setting that gradually grows, with Bach’s
unmistakable intricately-interwoven counterpoint, to a grand and
satisfying conclusion. This arrangement created some interesting organlike effects from the piano. The performers sustained a constant gradual
crescendo throughout the work and really brought home the grand ending.
The next work was A Song before Sunrise by Delius, arranged by Philip
Heseltine. This is quite an intriguing score, full of contrasts in dynamics
and texture, with many subtle effects of shading and balance. Again, a lot
of those Delian harmonies seem to be heard anew coming from the piano
instead of from the familiar colourful orchestration. Michael and Davyd
are such fine duettists; they were always together through a number of
tempo changes that occurred in this work. They brought out all of the
drama and poetry of the music, demonstrating their great fondness and
wonderful feel for this music.
Two works by Cyril Scott followed. Danse Nègre had a delightful
pentatonic theme and some great rhythms that built to an exciting end,
which was very well received. Scott’s Mazurka was a delight in threequarter time. It featured a jaunty tune with the rhythmic accents you might
expect in a mazurka, but with variety and a few surprises as well as a
charming ending that went over well.
Next came All Fours by Norman O’Neill, a splendid four-movement
work: Song and Dance, Pastorale, Country Dance, and Fugato. Song and Dance
is very much in the English Folk-Song style. The Pastorale featured some
nice bell-like effects for the upper player over a richly harmonised melody
in the lower. The piece then picks up tempo for a while before returning to
the opening material. The Country Dance is also in an English Folk-Song
style with much good counterpoint between the players, well handled by
Michael and Davyd, and a delightful ending. The Fugato has a jaunty little
tune that manages to make many transformations in mood and texture,
culminating in a grand ending; this was a very spirited performance.
Four Dances from Merrie England by Edward German was the last listed
work in the concert. The dances were: Hornpipe, Minuet, Rustic Dance,
and Jig. The Hornpipe had a jaunty tune and vacillated back and forth
between major and minor before ending with a bang. An elegant Minuet
followed. The Rustic Dance began with a droning accompaniment before
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moving through some surprising shifts of character and texture. The music
built up, moving directly into a spirited Jig, charming and bright. The piece
continued to gain momentum, building up to an impressive ending, which
the audience very much enjoyed.
A great ovation brought Michael Stairs and Davyd Booth back to the
stage for an encore: Percy Grainger’s Harvest Hymn. This was a beautiful
piece, with rich and interesting harmonies and some surprising tremolo
effects as it ended. Michael and Davyd again received a great ovation with
many ‘Bravos’ heard throughout the hall.
Frank James Staneck
This review first appeared in The Delian, the newsletter of the Philadelphia Delius Society,
and is included here with the kind permission of its Editor, Harold Diamond. The Delius
Society, Philadelphia, presents a variety of public concerts, film programs, lectures and
symposia, and often cooperates and encourages other performers or ensembles to perform
Delius works. The Society also maintains a large library of scores, books, videos/films, and
recordings, which serves as the primary resource for British music in Philadelphia.
Membership rates are US $15; Canada $25; UK £20 (drawn on a UK bank); other foreign US
$30.


RECITALS BY MIDORI KOMACHI

Stephen Lloyd’s review of Colours of the Heart (see page 71), the new CD
from Midori Komachi, also includes notes on some of her recent recitals,
including the concert at which the CD was launched.
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DELIUS SOCIETY MEETING REPORTS
DELIUS – AN ANGLO-AMERICAN COMPOSER
Delius Society London Branch
New Cavendish Club, London, 26th February 2014

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 on Delius with the title ‘An Anglo-American Composer’. Delius’s
contact with African-American music, he maintained, had ‘brought out his gifts’.
Roger Buckley set himself the task of justifying Beecham’s belief.
Our speaker began with a teaser, playing a recording of a version of the
song Old Folks at Home, and inviting the audience to identify the arranger
who had been quoted in the New York Herald in 1893 as saying:
‘I am now satisfied that the future music of this country must be founded
upon what are called negro melodies. These are the folk songs of
America, and your composers must turn to them. ... In the negro melodies
of America I discover all that is needed for a great and noble school of
music. They are pathetic, tender, passionate, melancholy, solemn,
religious, bold, merry, gay, or what you will. It is music that suits itself to
any mood or any purpose.’

We were promised the answer later in the evening.
Rather than following the usual format, which would be to report a summary of the
talk that followed, I felt that Roger Buckley’s script deserved reproduction in full.
What follows is the text of his talk, with a few very slight changes where required
to adapt to an audience of readers rather than listeners. [Ed]
Eight years ago I gave a talk to this Society entitled The Delian Influence. It
was largely concerned with the influence that the music of Delius had had
on other composers and, in this context, I included classical music, film and
popular music, and jazz. But before I did that, I briefly listed the influences
that Delius had himself come under from his boyhood onwards. The first
one that I mentioned was his revelatory experience of the posthumous
Waltz in E minor by Chopin, after which Delius, aged ten, having heard it
twice, could play the piece through from memory – or so he claimed in later
life. This feat was not quite in the same league as the 14-year-old Mozart’s
in writing down Allegri’s Miserere following a single hearing at the Sistine
Chapel in 1770, though to be fair to Delius the Chopin piece is harmonically
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much more complex. Ronald Stevenson considered this particular
experience to have been of crucial importance and he wrote:
‘The influence of Chopin on Delius is illustrated by the appearance of a
particular dominant 13th chord from Chopin’s Waltz in E minor in Delius’s
Sea Drift. Delius’s affinity for added-note harmonies may stem from the
richly-spaced dominant 9th and added 6th chords of the E major trio of
the same Waltz.’

[Music: Chopin Waltz in E minor played by Artur Rubinstein]
Then there was Grieg, of whom Delius commented in a memoir:
‘Since I was a little boy I had loved his music. I had as a child always been
accustomed to Mozart and Beethoven and when I first heard Grieg it was
as if a breath of fresh mountain air had come to me.’

And in a 1912 letter to Philip Heseltine, Delius wrote:
‘I never once remember having made a mistake vis a vis a new work of
music – When I first heard Chopin as a little boy of 6 or 7, I thought heaven
had been opened to me – When also as a little boy – I first heard the
Humoresken of Grieg – a new world was opened to me again – When at
the age of 23 I heard Tristan – I was perfectly overcome – also when I heard
Lohengrin as a schoolboy. Beethoven always left me cold & reserved –
Bach I always loved more – it seemed to me more spontaneous – Brahms
I never liked much & never shall – it is philistin[e] music – altho’ some of
the chamber music is good –’

It’s particularly interesting that Delius mentions the Humoresken, Grieg’s
Opus 6, as it happens that this set of four short pieces for piano marked a
fundamental change in direction for their composer. According to Finn
Benestad and Dag Schjelderup-Ebbe, in their major work on Grieg:
‘They mark the first major achievement in his career as a composer, filled
as they are with sparkling ideas of singular freshness – ideas, moreover,
that were deeply rooted in the music of the common people. Suddenly he
emerged as a renewer within Scandinavian music.’

The Humoresken had a mixed reception in Norway, having been greeted
with suspicion by the musical establishment, as is usual in the case of
epoch-making works. That Delius should have recognised their novelty
and that he should have referred to his first encounter with them in such
extraordinary terms demonstrates that he was musically receptive and
discriminating from a very early age.
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In the Humoresken it is generally agreed that Grieg achieved the first
successful combination of classical stylistic elements with Norwegian folk
music. Their melodies are diatonic and often modal, their rhythms are
strong, and ostinato features abound. What might well have appealed to the
young Delius in addition was their harmony, which is often dissonant,
though in a teasing rather than a challenging manner, as in the first of the
set, which resembles a Norwegian springar and is marked ‘Tempo di Valse’.
[Music: Grieg Humoresk Op 6 No 1 played by Einar Steen-Nøkleberg]
In his biography, presumably drawing on his many conversations with
Delius, Heseltine relates that other musical impressions from the early
1870s were of music by Wagner: a performance of the Walkürenritt under
Sir Charles Hallé, and Lohengrin at Covent Garden. Delius himself
mentions both; the first in that memoir already quoted, that he dictated to
Percy Grainger:
‘The next great thrill I got was when I heard Wagner’s music. It was the
Walküren Ritt played by the Hallé orchestra. I must then have been seven
or eight.’

Sir Charles Hallé introduced Manchester audiences to two excerpts from
Die Walküre in November 1877: The Ride of the Valkyries and the Fire Charm
music. (Delius was actually 15 at that time.) The second, Lohengrin, is
mentioned in the 1912 letter to Heseltine that I quoted earlier.
It will be apparent that Delius was not always exact when he recorded
chronology. Heseltine dates these Wagner-related events to ‘the early
seventies’. Lohengrin was first given at Covent Garden in May 1875, at
which time Delius was aged 13. Whatever we may think of these slight
anachronisms, it is clear that these very early significant musical
experiences, involving the music of Chopin, Grieg and Wagner, were
undergone while Delius was still a child.
But what of America? This is what Sir Thomas Beecham is quoted as
having said in an interview published in the Observer on 26th May 1935, the
day of Delius’s re-interment at Limpsfield:
‘Although Delius studied in Germany, lived in France, and visited Italy,
he derived nothing from the music of those countries. I have thought of
writing a book on Delius entitled ‘An Anglo-American Composer’. …
Among the American Negroes 55 years ago, Delius came into contact with
the spontaneous music of primitive peoples. … Delius had latent in him
the most delicate and complicated feeling for harmony of any European
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composer. And contact with African music brought it out. Negro music
was not then contaminated by jazz: a vulgar imposition of an oversophisticated degenerate frivolity on the single rhythm of the Negro.
Delius did not use the phraseology of negro music except as an
illustration, but contact with it brought out his gifts.’

I stand to be corrected, but I imagine that when Sir Thomas mentions ‘the
single rhythm of the Negro’, he refers to the cakewalk, a dance that
appeared on Southern United States slave plantations in the late nineteenth
century. Its origins are uncertain but one opinion is that this ‘walking
dance’ of the slaves evolved as a satirical copy of the minuets and marches
of their white masters. It became a staple of the minstrel shows, of which
more later.
Delius himself was well aware of the influence on his musical
development of African-American song, and mentioned it many times,
always expressing his indebtedness to it. He wrote of his time in Florida as
follows:
‘It was as quite a young man that I left a manufacturing town in the north
of England to spend a year and a half on an orange plantation in Florida,
where I lived in the greatest solitude, surrounded almost only by Negroes.
I would sit out on my verandah in the darkness of evening, and would
hear from afar the singing of the Negroes. It seemed to harmonize
wonderfully with the glorious natural surroundings. Before me stretched
the immense breadth of the St Johns River and around me the primæval
forest with its indescribably strange stirrings of buzzing insects, of frogs
and nocturnal birds.
Although I had grown up with classical music, a whole new world now
opened up to me. I felt this Negro music to be something utterly new. It
was natural and at the same time deeply felt. For me the Negroes were
far more musical than any other people I had until then encountered.
Their music emerged as unaffected and instinctive, the expression of the
soul of a people that had undergone much suffering. It was almost always
sorrowful, almost always religious, and yet always imbued with personal
experience and human warmth.
Florida’s natural scenery and its Negro music gave the strongest impulse
to my musical creativity.’

At the end of that passage he prophesied:
‘I believe that if America is one day to give to the world a great composer,
he will have coloured blood in his veins.’
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This is taken from Delius’s foreword to the German translation of James
Weldon Johnson’s The Autobiography of an Ex-Coloured Man, published in
1928.
Returning to the musical example with which I began, that
arrangement of the Stephen Foster song Old Folks at Home was made in 1893
by none other than Antonin Dvořák, who was at that time in America and
directing the National Conservatory of Music in New York City. What he
wrote about negro music was uncannily similar to Delius’s own
assessment, made in deep isolation a decade earlier at Solana Grove. This
is what Dvořák wrote:
‘These are the folk songs of America, and your composers must turn to
them. ... In the negro melodies of America I discover all that is needed for
a great and noble school of music. They are pathetic, tender, passionate,
melancholy, solemn, religious, bold, merry, gay, or what you will.’

Returning to Delius’s reference to Negro singing, there is a little more detail
to be found in a letter to Elgar that Delius wrote in January 1934:
‘Sitting on my plantation in Florida on the verandah after the evening
meal I used to listen to the beautiful singing in four-part harmony of the
Negroes in their own quarters at the back of the orange grove. It was quite
entrancing ...’

As Philip Jones has pointed out, ‘beautiful singing in four-part harmony’ is
not a characteristic of plantation singing but is typical of another form, the
spiritual. That is very interesting because it is thought that Delius’s first
encounter with spirituals was as a boy in Bradford in the 1870s in the period
between his 11th and 16th birthdays. At that time the Jubilee Singers of Fisk
University, a university for black students in Nashville, Tennessee, were on
a fund-raising tour. The tour was scheduled to last some weeks, possibly a
few months, but in the event it was seven years before they returned home.
During this time the 11-strong group appeared at many venues in the USA,
before embarking on a visit to Europe where they sang for heads of state
and royalty. In London they performed for Queen Victoria, who was so
impressed that she commissioned a group portrait from her Court Artist.
The tour raised $150,000, a huge sum for those days and enough to build
the Jubilee Hall at Fisk, which was the University’s first permanent
building. Apart from singing for the Queen, the group performed at many
other venues in this country, including St George’s Hall in Bradford, where
they were highly acclaimed. If Delius attended one or more of these
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concerts, as seems quite likely, he would have heard not only the standard
part-song repertory but also gospel music embellished with traditional
four-part harmony.
[Music: Wallis Willis Swing Low, Sweet Chariot sung by the Fisk Jubilee
Singers, recorded in 1909. Willis was a freedman, ie an African American
slave who had been emancipated after the American Civil War, sometime
before 1862.]
Until the Fisk Jubilee Singers began their tour, African-American church
music was rarely, if ever, heard outside churches or the homes of black
Americans. The impact made by the Jubilee Singers on the world of music
was enormous although, almost from the outset, they adapted their style to
accommodate the expectations of their largely white audiences. For all their
enormous courage and success, what these pioneers of gospel music offered
was a diluted form of the actual music sung in churches by AfricanAmericans, newly released from slavery.
Even earlier than this, the young Delius had, in Bradford, attended at
least one of the then extremely popular minstrel shows. According to his
sister Clare, Delius mounted his own ‘Christy Minstrel Show’ at the home
of one of his friends. Clare wrote in her biography of her brother:
‘Sir Francis Watson has resurrected for me … some episodes from Fred’s
boyhood. He recalls how he and his brothers, together with some of their
friends, got up a Christie Minstrel performance at Fred’s instigation. The
performance was given in the loft of … [the] Watsons’ stables. The thing
was done in style, prices varying from threepence to sixpence being
charged for the seats. … All the costumes for these performances were
made from ‘fents’ – those gaily coloured pieces of cloth used at the
warehouse in the business with the Far East. I remember at one of these
performances how, as Fred was leading the chorus in Shine, shine Moon,
the last of the candles which, placed in saucers, constituted the footlights,
went out, leaving the performers to conclude their pointed invocation to
the moon, in pitch darkness.’

The song mentioned, of which the title is Good Night, was composed by
Alfred Scott-Gatty (1847-1918) as one of his Plantation Songs.
[Music: Good Night (Shine, Shine Moon) recorded by Nellie Melba in 1904,
accompanied by a vocal trio and with Landon Ronald at the piano]
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Edwin P Christy founded his troupe of minstrels in 1842 and led its first
British tour in 1857. Christy’s was the best known and the largest of the
many minstrel shows active at that time. They sang minstrel songs,
described as ‘Ethiopian’, which had simple melodies and accompaniments,
while their texts, written in dialect, depicted African-American slaves as
simple, good-natured creatures. These songs included Old Folks at Home
and Old Black Joe. They also sang ballads such as Beautiful Dreamer and I
Dream of Jeannie with the Light Brown Hair. All of those titles, incidentally,
are by Stephen Foster, a white American and one of the greatest composers
of ‘minstrel songs’. Christy’s Minstrels actually specialised in performing
Foster’s songs.
[Music: Oh, Susanna, sung by Al Jolson in 1950]
The Christy Minstrel Shows were enormously popular, but there were
those who considered that Foster’s early minstrel songs were conspicuously
over-simplified in terms of form, harmony and melody, and that their lyrics
actually ridiculed slaves, derided slave life, and helped to propagate the
lightly-disguised racial divisions that made big money for Christy’s and the
other successful minstrel groups of the time. As social and political tensions
mounted towards the end of the antebellum era, Foster began to reflect on
his position. The growing abolitionist movement and the publication of
Harriet Beecher Stowe’s Uncle Tom’s Cabin inspired a gradual change in his
compositional style. Foster’s later works present a rather different image,
that of the black person as a human being experiencing pain, love, joy, even
nostalgia. For example, Nelly was a Lady, even though it was published, like
all of Foster’s previous minstrel songs, as an ‘Ethiopian Melody’, is an
eloquent lament of a slave for his loved one who has died. This was
apparently the first song written by a white composer for the white
audience of the minstrel shows that portrays a black man and woman as
loving husband and wife, and insists on calling the woman a ‘lady’, a term
formerly reserved for well-born white women.
Another example of Stephen Foster’s work was adopted as the official
state song of Kentucky in 1928, though the words had to be adjusted. Foster
had hoped to exploit the popularity of Uncle Tom’s Cabin and the song’s
original title was Poor Uncle Tom, Good Night. It is now better known as My
Old Kentucky Home, Good Night!
[Music: My Old Kentucky Home, Good Night! sung by Paul Robeson in 1930]
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We know, on Eric Fenby’s authority, that Delius had a particular liking for
the song Ol’ Man River. Fenby tells us that Delius, after he had listened to
a broadcast performance of Brigg Fair conducted by Beecham, called out:
‘Splendid, Thomas! That is how I want my music to be played. … Now
let’s clear the air and play that record of the Revellers – Ol’ Man River.’

Ol’ Man River is yet another pentatonic melody that comes from the 1927
musical Showboat with lyrics by Oscar Hammerstein and music by Jerome
Kern. It was recorded the following year by the Revellers and, as we know,
this record was in Delius’s own collection.
[Music: Ol’ Man River sung by the Revellers in 1928]
In addition to the songs of Stephen Foster, Delius, attending a minstrel
show, would probably have heard Dan Emmett’s 1859 song Dixie, which he
later incorporated into his American Rhapsody, the fore-runner of Appalachia.
It is likely that it was in this context that he also heard Marching through
Georgia, a Civil War song published in 1865 by Henry Clay Work. As Robert
Threlfall and Philip Jones have shown, the shape of this melody – again,
pentatonic in character – was destined to haunt Delius’s compositions for
many years.
[Music: Marching through Georgia sung by Harlan and Stanley in 1904]
It is interesting to reflect, in the context of these supposed Negro influences
on Delius, that the minstrels and the composers of their songs, such as
Stephen Foster, Dan Emmett and Henry Clay Work, were all white men and
that these minstrel troupe performers ‘blacked up’ their faces for the stage,
using burnt cork or boot polish. (One of the last inheritors of this genre was
The Black and White Minstrel Show, which many of us will recall as a popular
UK television programme in the 1960s.)
In addition to the white, ‘black face’ troupes, there were true AfricanAmerican minstrels but even they had to ‘black up’ when on stage. There
were those who considered these practices inappropriate and racist.
However, ‘black face’ minstrelsy was the conduit through which AfricanAmerican and African-American-influenced music, comedy, and dance
first reached mainstream awareness. The jazz historian Gary Giddings has
written:
‘Though antebellum (minstrel) troupes were white, the form developed
in a form of racial collaboration, illustrating the axiom that defines – and
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continues to define – American music as it developed over the next
century and a half: African-American innovations metamorphose into
American popular culture when white performers learn to mimic black
ones.’

I hope I have made the case that the influence upon Delius of AfricanAmerican music almost certainly began during his impressionable
childhood in Bradford, when he was introduced to Negro music through
‘black face’ white minstrels and some genuine Negro singers. This
influence blossomed when as a young man he escaped ‘those dark Satanic
mills’ and became overwhelmed by the sub-tropical paradise of Florida and
his first-hand experience of the singing of the plantation workers.
Consciously or sub-consciously, this influence became incorporated into his
own music.
What Delius actually heard in Florida, and later in Virginia, in the
1880s we cannot know for sure, but we can read about the many influences
of African-American music on Delius’s compositions that have been
analysed in detail by Derek Healey in a monograph published in 2003.
A few years ago an early Delius manuscript (probably dating from
1889 or the following year) came to light. This contains the score of a work
for soloists, chorus and small orchestra headed Neger Lieder / Im Volkston /
Negro Songs, of which there are two. As was Delius’s habit, spare staves
have been used for musical memoranda. One of these, dated ‘1884/1885’, is
believed by Robert Threlfall to be ‘a literal reminiscence of Solana Grove
music-making’. Music that found its way into the early orchestral suite
Florida (1887) and the opera Koanga (1897) can be traced to the Negro Songs
and to some of the sketches in this manuscript. The layout of the Negro
Songs, in which the soloist starts the words of each verse, before being
joined by the chorus in the refrain, is typical of the custom of the time and
region. This technique was to remain with Delius and to resurface in such
works as Appalachia and Sea Drift.
Taken as a whole, the effect of hearing African-American a cappella
music-making in the semi-tropical ambience of North Central Florida was
so transcendental that Delius returned again and again to this experience.
An early example occurs at the beginning of Act 2 of his opera Koanga. The
Act begins, before the curtain rises, with an unaccompanied chorus of
slaves celebrating the day’s holiday granted to them in honour of their
master’s birthday and the wedding day of Koanga and Palmyra. The words
are banal, as is the Southern plantation house scenario that is revealed when
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the curtain rises, but it is the use of the unaccompanied chorus as scenepainting that is exceptional. The orchestra then enters and the main theme
of the Act (the dance song La Calinda) is ushered in. After a brief climax for
voices and orchestra, the tempo slows and there is a short orchestral
interlude. Then, unaccompanied except for an orchestral pedal note, the
chorus sings another, quite different refrain, this time to poetically charged
words that have little, if anything, to do with the current action:
He will meet her when the sun goes down,
When the whip-poor-will sings to the moon;
When, from magnolia trees, the heavy scent is blown,
And strange lights wander o’er the dark lagoon.

It seems that the purpose of this passage (which appears, in an earlier
version, in the first of the Negro Songs) is to create poetic atmosphere, a sense
of ecstasy, and a focus placed beyond the bickering and plotting of minor
characters which follows.
[Music: Prelude to Act 2 of Koanga played by the Royal Liverpool
Philharmonic Orchestra, conducted by Sir Charles Groves]
Cecil Gray claims to have experienced ‘a state of illumination’ or ‘a kind of
ecstatic revelation’ when he first heard a work of Delius, and to have
worked out for himself when that experience must first have occurred to
Delius. He claims to have put his conclusion to Delius, who (apparently)
confirmed that:
‘ … the occasion was one summer night, when he was sitting out on the
verandah of his house in his orange grove in Florida, and the sound came
to him from the near distance of the voices of the negroes in the plantation,
singing in chorus. It is the rapture of this moment that Delius is
perpetually seeking to communicate in all his most characteristic work.’

Unaccompanied choral writing occurs at emotional high points of a number
of Delius’s later works, including Appalachia and Sea Drift. One of the most
remarkable of all is the chorus that appears in The Song of the High Hills,
which is not only unaccompanied but also wordless, with the chorus
treated as an extension of the orchestra. It seems that we can trace this
extraordinary legacy all the way back to Solana Grove.
***
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In the American Rhapsody of 1896, the fore-runner of the Appalachia that we
know today, Delius quotes two American popular melodies: the patriotic
song Yankee Doodle, and Dixie, which originated in the blackface minstrel
shows. He removed both from the final version of the piece, but he had not
forgotten the marching bands that he would have heard in America, maybe
in Jacksonville and Danville, and so we have a march as the ninth variation
of Appalachia.
[Music: Appalachia Variation 9 played by the BBC Symphony Orchestra
conducted by Sir Andrew Davis, 2011]
In his earlier years, Eric Fenby tended to be slightly dismissive of Appalachia.
He wrote that he:
‘could not share [Philip Heseltine’s] fervour for Appalachia. I admired the
exuberant orchestral invention, but there were certain variations that
puzzled me in relation to the whole. … [H]alf-way through the work
there is a slow variation of the tune from the horn with strange chromatic
harmonies in the strings leading to a mysterious section based on material
from the introduction. … I couldn’t see why Delius had extended this
static music farther at this point and for so long. It was not until 1966 that
I saw in a flash why. It was on my … first visit to Jacksonville. We had
flown via New York … and had come down many thousand feet on our
approach to the Florida coastline. And flying low over the vast vistas of
sprawling forests and swamps bordering the St. Johns River, this puzzling
music of Appalachia welled up in my being after all those years, and when
we landed I was so bemused that I could barely answer the general
questions about Delius [that] the waiting pressmen put to me. Delius had
caught the mood of that tropical landscape uncannily.’

[Music: Appalachia Variation 6 – performers as above]
Eric Fenby, in a sleeve note about Appalachia written in 1971, returned again
to that same passage:
‘But something of greater moment comes presently in a magical passage
for high muted strings – an episode irrelevant to the slave song
melodically – but deeply committed to it spiritually; it is vitally prophetic,
to my mind, of the ultimate fulfilment of his genius in its obsession with
the transience of life in ways that no one could have predicted. This, to
me, was his moment of revelation; at last he knew what was in him to do.’

Certain melodies or fragments of melody recur again and again in Delius’s
music. One example begins in his first orchestral work, Florida, written
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between 1885 and 1887. Here in the third movement, after the noisy
Plantation Dance, we have the first appearance of the start of a pentatonic
melody, very similar to that of Marching through Georgia, that was to come
to have great significance for Delius. It was subsequently developed in the
opera Koanga.
[Music: Florida Suite third movement played by the Bournemouth
Symphony Orchestra, conducted by Richard Hickox]
Spring Morning is the third of the Three Small Tone Poems of 1890, the first
being Summer Evening and the second Winter Night (Sleigh Ride). Spring
Morning is a light and charming piece, of little musical significance
compared to the rest of Delius’s output, but about six bars in it contains
another germ of the melody that he eventually assembled. [For a more
detailed account of the evolution of this melody, please see: Threlfall R,
1974. Composer 51: 25-7 and Buckley R, 2004. DSJ135: 61-3.]
[Music: Spring Morning played by the Royal Scottish National Orchestra,
conducted by David Lloyd-Jones, 2002]
There were two further contributions from the opera The Magic Fountain,
and the complete melody appears for the first time at the end of the third
and final act, as a love duet, as first Watawa and then Solano drink from the
fountain, which they believe will confer eternal youth, but it is poisoned
and they die. This is Delius’s first liebestod. The flattened penultimate note,
which may or may not be a ‘blue’ note – opinions differ on this matter – was
a device that Delius used a number of times, for example in ‘By the sad
waters of separation’ from Songs of Sunset, usually to signify parting or loss.
That at any rate would seem to be its meaning here.
[Music: The Magic Fountain Act 3 with Katherine Pring as Watawa, John
Mitchinson as Solano and the BBC Concert Orchestra, conducted by
Norman del Mar, 1977]
Nearly twenty years later, while in wartime exile from his home, Delius
wrote his definitive String Quartet and he labelled the third movement Late
Swallows. Astonishingly, the music of the liebestod from The Magic Fountain
appears again:
[Music: Late Swallows from the String Quartet of 1919 played by the Britten
Quartet, 1995]
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Eric Fenby described this movement as
‘a beautiful autumnal soliloquy in sound [,] conjured up from thoughts
of the swallows darting to and from the eaves of the studios at Grez. …
“When we were away from home, Fred missed the swallows most”, Mrs.
Delius told me … ‘

That is no doubt what Eric believed, and probably Jelka also, and it sounds
plausible and even respectable. But for me, this movement has never
conjured up the sight or sound of swallows darting in the eaves of a house.
The melody we have just heard surely has the character of a love song. In
The Magic Fountain it was of course more than that, it was a liebestod. I accept
that one cannot enter the composer’s mind or even speculate on whether
his reflections were conscious or subconscious. Nevertheless, I should like
to leave you with the thought that, as he composed this movement, Delius’s
memories may have gone back much further than the late swallows at Grez
to earlier experiences that were even more beautiful, more profound and
more life-enhancing. I mean, of course, his days at Solana Grove, his
discovery of African-American melody and harmony which reawakened
childhood experiences, and the magical moment of musical revelation that
was to change the direction of his life forever. We can never know for sure,
but I am going to suggest that perhaps this melody is also a lament for lost
love, for his sweetheart Chloe and for the child that he never knew.
Roger Buckley
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DELIUS IN THE GARDEN OF JAZZ

Delius Society London Branch
New Cavendish Club, London, 16th April 2014
Acclaimed jazz trumpeter Digby Fairweather gave a very entertaining talk to the
Delius Society in April. He has kindly written the following piece, which gives the
background to his jazz suite, To Frederick with Affection.
So what is a common-or-garden jazz musician doing trespassing into the
Elysian musical landscapes of Frederick Delius? The ageing composer had
already made his feelings quite clear on such artistic invasions, writing 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
dreamed of!’

Quite what artistic excrescence he was referring to is anyone’s guess. But
back in 2012 I can’t help but wonder if there may have been reports of
enraged spinning in the once-peaceful graveyard at Limpsfield, when my
little suite To Frederick with Affection – commissioned by the Delius Society
and written for my six-piece band – was written and recorded on my Rose
Cottage label.
As far as I’m aware Delius’s music has never been seriously
approached by any other jazz arranger or musician. This is surprising
because over the years many such performers – most of whom lean in any
case towards romantic impressionism in the classical field – have expressed
their undying love for the composer. The great jazz pianist Sir George
Shearing and his regular musical partner, singer Mel Tormé, were two
notable examples. Shearing wrote in his autobiography Lullaby of Birdland
(Continuum, 2005):
‘Our favourite composer was Delius and I think the moment we both
discovered that we knew our way around his music was during a
performance of It might as well be Spring by Rogers and Hammerstein. I
threw in a quotation from Brigg Fair and Mel came right back at me with
the next phrase!’

Another famous jazz singer, Peggy Lee, always carried a recording of On
Hearing the First Cuckoo in Spring with her on the road. But perhaps the most
prominent – and practical – expression of deep regard for Delius’s music
104

DSJ 156

Digby Fairweather

came from jazz’s greatest composer-arranger of all, Duke Ellington. In 1933
the Melody Maker – Britain’s most prominent trade paper for popular music
– reported that:
‘the Duke has developed an intense regard for the works of Delius and
has taken back to America a whole bundle of scores to study. If ever he
gets time to absorb them it will be intensely interesting to hear the reaction
of one of the world’s most refined musicians’.

And though he never did re-approach Delius’s music directly, most jazz
lovers would agree that the use of advanced complex chromatic harmony
and a melting-pot of tonal colours, which elevated both Ellington’s
compositions and his orchestra above any others on the jazz landscape,
were one inheritance from his classical counterpart. ‘Delius was the one
composer he regularly cited as his favourite’, confirmed Ellington’s son
Mercer years later.
For me the music of Frederick Delius was – and is – inextricably bound
up with my past. As a child my father John – a classical pianist and
conductor of our local Southend Philharmonic Orchestra – followed the
Delius-Beecham saga on the 12” 78rpm records that helped to fill his wellDSJ 156
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stocked record cabinet. And having sung me into something approaching
sleep in our big house in Hockley, Essex he would retire to our sitting-room
next door and the strains of Brigg Fair, Sea Drift or Cuckoo in Spring, floating
under my bedroom door, would gently finish the job. Then, when I was
ten, John found his family an old timbered house called ‘Stannetts’, built in
the 17th century and near to the tiny Essex hamlet called Paglesham. I think
Frederick would have loved it. Half a mile from a road so tiny it scarcely
deserved the title of ‘main’, and reached by a muddy track alone, our house
was set deep in the glorious stretching country meadows of the flat Essex
marshes, the nearest neighbour almost a mile away. It was then that – like
Delius – the love of countryside and unspoiled nature was implanted
forever in my heart. And over the next fifteen years, until I left home for
London, his music continued to float up the stairs to my bedroom
prompting a musical osmosis of which – as an aspirant jazz musician – I
was only semi-aware.
Fast-forward more than thirty years then, and while playing at the
great Birmingham International Jazz Festival I found – and bought – the
original Delius-Beecham recordings reissued on the Naxos label. By now,
entrenched in the day-to-day matter of survival as a working jazzman, I had
temporarily forgotten about his music. But playing my new CDs I was
suddenly aware that, very regularly, I knew what was coming next – and
that the music had a great deal to do with the jazz and related music
(everything from rock to Robert Farnon to Eastwood Lane) that I had
absorbed for the last fifty or so years. Colour-tones flooded the musical
canvases and landscapes that were re-opening to me, and early on one of
them in particular – the gracious climb to a sixth played on the flute in the
thirty-second bar of Intermezzo (Fennimore and Gerda) arranged by Eric
Fenby – had me wondering about an improvised modal development;
perhaps by a muted trumpet? Elsewhere a brave Delian choral fanfare was
almost to the note the famous jazz composition called Walkin’ by legendary
trumpeter Miles Davis. And the central theme of his Florida Suite was again
a familiar melody. Later known as The Riddle Song (and sung by Paul
Robeson), I remembered it well from childhood broadcasts on the BBC’s
Children’s Favourites. But over half a century before the programme was
thought of – and broadcasting was even born – Frederick Delius had
brought the melody back home from the glorious harmonies of the black
slave population as they sang their spirituals and work-songs in the Florida
plantations.
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All these and dozens more examples – far too many to list here –
persuaded me that, had he been born later on, Delius might well have
enjoyed the forward progress of the music called jazz which shared so
many of his own influences and cadences. And as my studies progressed I
caught up at last with Ken Russell’s Song of Summer, televised for the
Omnibus series in 1968 with Max Adrian as the (terrifying) aged Delius and
Christopher Gable as his fearful but faithful amanuensis Eric Fenby. At one
intriguing point – after a successful day’s composition – Delius chooses to
listen not to his own recorded work but a light-hearted recording by the
then-popular Revellers singing quartet (they’re on YouTube by the way!)
romping through Jerome Kern and Oscar Hammerstein’s Ol’ Man River
from Showboat. Here was a man who was far from immune to the kind of
jazz-influenced music of the l920s; just as, through his life, he had drunk
deeply of most pleasures (musical and otherwise) known to humankind.
The later documentary by John Bridcut, Delius: Composer, Lover, Enigma
– which in 2012 coincided with my most intense work on To Frederick with
Affection – finally confirmed to me that the project was worthwhile, and that
most of my beliefs were also held by greater authorities. Talk of ‘blue notes’
(one of the principal fabrics of jazz improvisation) in his scores was one
such assurance. But another came from a more unexpected source. The
singer-songwriter Johnny Mercer – possibly the most beloved of his craft
for jazz musicians – was born in Savannah, Georgia in 1909 and spent much
of his childhood absorbing the songs and spirituals of the Gullah black
population who lived over the ‘Moon River’ he would later celebrate with
composer Henry Mancini in 1961. Mercer had qualities in common with
Delius, among them the passion for music, an abiding love of the
countryside and nature, and a surging sexual drive. And back in Savannah
he both heard – and was deeply influenced by – exactly the same music as
his predecessor. Indeed a great deal of the scenic photography of Bridcut’s
film was (to me) interchangeable with that of the Mercer television
documentary called The Dream’s on Me produced only three years
beforehand by Clint Eastwood. But the moment that set me back on my
heels was a televised excerpt from Delius’s great Songs of Sunset which
quoted directly from the Ernest Dowson poem from 1896 headed ‘Vitae
Suma Brevis’ and immortalized by the line ‘They are not long the days of
wine and roses’. In 1962 the gradually-ageing Mercer (with Mancini again)
composed the lyric for The Days of Wine and Roses, the theme song for Blake
Edward’s film of the same name, starring Jack Lemmon and Lee Remick.
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Both Mercer (by then an alcoholic in the making) and Delius well knew the
truth of the phrase in their time. And the film itself – a grim portrait of a
married couple’s tragic downward spiral through alcohol – might well have
rung separate bells for both men as they aged.
So, with great trepidation – but enhanced convictions – my band and I
completed our suite for Delius called To Frederick with Affection. As it was
being recorded, my good friend Paul Guinery kindly directed me to his
piano recording of Delius’s Dance for Harpsichord. And placed (thanks to
Paul’s artistic generosity) between jazz cornettist Bix Beiderbecke’s
recorded piano masterpieces from the 1920s called In the Dark and
Candlelights it was virtually impossible to tell where one piece ended and
the next began. Other piano compositions by Beiderbecke, and Gershwin
(as well as Delius’s contemporary, Edward MacDowell) included later on
the album somehow uncannily convey a unity of musical concept between
two flaming youths of the 1920s and their ageing spiritual father in Grezsur-Loing.
Did our little project succeed in any way? Well, critic Peter Vacher in
Jazzwise magazine was kind enough to describe it as ‘perfect music and
plenty of it!’ But of course you must be the judge. By the time you read this
the Suite’s premiere performance, on Tuesday 16th September aboard a
riverboat sailing from Temple Pier, will have taken place. I’m sure both
Frederick and Johnny would have approved of the menu – a sumptuous
afternoon tea with scones, clotted cream and jam – and the setting – and
wherever they may be listening now I hope, of course, that they cocked an
indulgent ear to the music on our extra-special day.
Digby Fairweather
Special thanks to Chris Green (who first thought of the idea) and his brother Michael for their
enthusiasm and faith in me; Martin Lee-Browne; Roger and Lesley Buckley; Lionel Carley;
Paul Chennell; Peter Watts; all the members of the Delius Society; the Delius Trust; Archery
Promotions; and all my friends and fellow musicians.
To Frederick with Affection is lovingly dedicated to my father, John Arthur Fairweather
(1900-1978).
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THE DELIUS SOCIETY AGM

St Giles Hotel, Bedford Avenue, London on Thursday 15th May 2014
This was the first Delius Society event to be held in the Conference Centre at St
Giles Hotel, following the closure of the New Cavendish Club.
The AGM was attended by Martin Lee-Browne (Chairman), Christopher
Green (Vice-Chairman), Paul Chennell (Membership Secretary), Katharine
Richman (Journal Editor) and 24 other members of the Society and their
guests. Apologies were received from Peter Watts (Treasurer) and 22 other
members.
The Chairman began by inviting everyone to stand for a short while in
remembrance of four long-standing and highly valued members: Lyndon
Jenkins (tributes on page LYNDON JENKINS (1938-2014)9), Richard
Kitching (DSJ 155 page 69), Jeff Driggers (DSJ 155 page 78) and Leslie Head
(DSJ 155 page 82).
He went to explain that, as it had sadly been impossible to find a
suitable venue in which to hold the Delius Prize this year, it would not take
place in 2014; the committee is, however, confident that it will go ahead in
2015. He reminded members that the 2013 Delius Prize winners, Amy
Littlewood and Hetti Price, would be giving a recital at the Steinway Hall
that evening.
Finally, he stressed the urgent need to find a permanent Secretary to
the Committee, warning that the Society could not continue indefinitely
without succession plans being in place to cover the inevitable retirement
of existing Committee members in due course (see recruitment appeal, page
6).
As the treasurer, Peter Watts, was unavoidably absent, Paul Chennell
kindly read his report explaining that, despite the depletion of the Society’s
capital because of the highly successful 150th anniversary celebrations in
2012, the Society is living within its means, and there are no current plans
to increase the subscription. The Society was extremely grateful to the
Delius Trust which had kindly increased its annual grant. The accounts for
the year ending 31st March 2014 were unanimously approved, as was the
Committee’s nomination of Michelle Tumbridge as Independent Examiner
for the coming year.
Turning to his Membership Secretary’s report, Paul Chennell said that
membership currently stands at 364, with numbers remaining fairly
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constant. He asked that those members who do not currently pay by
standing order might consider this.
Unanimously approving the Committee’s nomination, those present
(and 12 members voting by proxy) appointed the following members to the
Committee for the coming year:
Martin Lee-Browne (Chairman),
Christopher Green (Vice-Chairman), Peter Watts (Treasurer), Paul Chennell
(Membership Secretary), Katharine Richman (Journal Editor) and Digby
Fairweather.
A proposed addition to the Society’s Rules was also unanimously
approved, with 12 proxy votes, as follows:
‘Any Member of the Society may appoint another Member, or the
Chairman of the meeting, to vote on his or her behalf at any Annual or
Special General Meeting, for or against any resolution, as he or she shall
direct. The form of the proxy shall be sent to all Members with the Notice
of the Meeting, and completed forms shall be delivered to the Secretary
before the beginning of the Meeting.’

The Committee also proposed that the Society’s Rule 23 be amended to
reduce the number of members required to achieve a quorum to 15
(including those voting by proxy), in place of the current requirement of ‘15
members or one twentieth of the membership, whichever is the greater’.
The reason for this proposal was a fear that attendance at this and future
Annual General Meetings may fall short of the number required for a
quorum. Following a discussion, in which two members strongly dissented
(one by proxy), the proposal was withdrawn for reconsideration by the
Committee.
Brian Radford, as the Society’s representative to the Federation of
Recorded Music Societies, then gave a short report, explaining that the
principal benefit of membership is that the Federation meets the Performing
Rights and Phonographic Performance licence fees on behalf of its
members.
Turning to Branch Reports, the Chairman said that, following the
illness and subsequent death of Richard Kitching, no meetings of the
Midlands Branch had taken place during the year. It was regrettable that
there seemed to be little interest amongst members to revive either this, or
the South Western Branch, which had not met for a number of years.
The Vice-Chairman updated the meeting on plans for events in the
coming year, mentioning specifically a proposal to hire a river cruiser on
the Thames on which Digby Fairweather and his band would give the
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premiere performance of To Frederick with Affection whilst members enjoyed
afternoon tea.
Under AOB, Roger Buckley pointed out that the number of Vice
Presidents of the Society had dwindled over the last few years, and asked
that the Committee consider proposing one or more new ones. The
Chairman assured him that this would be discussed in a forthcoming
Committee Meeting.
Members then repaired to the hotel’s Hudson’s House Restaurant for
an early evening meal, before attending a recital by the Hepplewhite Trio
at the Steinway Hall (review, page 85).
Katharine Richman
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MISCELLANY
DELIUS AND HIS MUSIC

Readers will no doubt be eagerly awaiting the publication, on 16th October
this year, of Delius and his Music, by Martin Lee-Browne and Paul Guinery.
There are many biographies and articles about Delius’s life, but there has
never yet been a comprehensive book about his music. Everything he wrote
is analysed; the history and background of each work and its critical
reception are all examined and set against events in Delius’s life and the
wider musical world. The book contains numerous musical examples and
quotations from many contemporary newspapers and journals. A complete
list of all Delius’s works, with catalogue numbers, as well as a select
bibliography, are also provided.
Publisher Boydell & Brewer is offering Delius Society members a 25%
discount when purchasing this book. For details on how to order, please
refer to the flyer sent with this Journal.
Those Members who are able to attend Bo Holten’s talk ‘Good (and
especially bad) Delius conducting …!’ on Wednesday 15th October will be
able to meet the authors and purchase signed copies of the book at the same
25% discount.
A full review of Delius and his Music will appear in the Spring 2015
issue of the Journal.


DAY FOR DELIUS IN FLORIDA

Members of The Delius Society are cordially invited to attend a special
celebration of the life of Frederick Delius in Ponte Vedra, Florida, USA, on
16th November 2014. The event will celebrate the 130th anniversary of
composer Frederick Delius’s life in St Johns County, Florida (1884-1886).
The Festival will feature the Florida Chamber Music Project – five
classically-trained, professional musicians who will perform Delius’s String
Quartet in E minor. Guests will also enjoy the world premiere of an original
one-act play about Delius’s life at Solano Grove, and a showing of Ken
Russell’s 1968 film, Song of Summer, a chronicle of Delius’s later years.
An exhibit of artefacts on loan from the Delius Collection will be
presented during a post-concert reception. UK residents are reminded that
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November average daily temperatures in St Augustine, Florida are 23.8
degrees Celsius.
A full schedule and further details will be posted to
www.flchambermusic.org this month and our hosts have made special
arrangements for members of The Delius Society and their guests. For more
information on the Festival and hotel partners, please email
info@flchambermusic.org. General information for this part of Florida is
available at http://www.floridashistoriccoast.com/.


RAYMOND HARVEY (1922-2012)

Raymond Harvey, a keen amateur musician and a founder member of the Delius
Society passed away in late October 2012. His son, Richard, has been going
through his collection of Delius-related materials.
Raymond arrived in the UK from New Zealand after World War II to study
composition with Alec Rowley at Trinity College of Music. He also became
friendly with Eric Fenby and Felix Aprahamian, a friendship that lasted
decades; all three men died aged 90.
I remember to this day him taking me to Delius Society meetings and
concerts when I was about ten years of age, and introducing me to both of
the aforementioned great men! He also took me as a young lad on a
pilgrimage to Grez-sur-Loing, another experience I shall never forget.
During his lifetime, he gathered together a decent sized collection of
‘Deliusabilia’ – books, scores and LPs. I would like to respect his memory
and the time and ill-afforded money he spent on these items by keeping
them together, so I would like to offer them for sale to a keen Delius
collector, maybe as an expedient way to start a collection.
There are 26 books, mainly biographical of course, numerous Delius
Society publications, and 56 LPs including some duplicates, many of which
are un-played; my father tended to listen to tapes and store the LPs for his
retirement.
Please email me at rhabout@hotmail.com or call me on 0208 398 0225
if you’re interested in just the books, just the LPs, just the sheet music, or
everything. Bids should start at £150 for the lot. Whatever is raised from
this sale will go a music charity as a donation in my father’s memory.
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You can get a general idea of the collection by looking here:
www.youtube.com/watch?v=2e925XPJE8o (go to the little ‘cog’ for
YouTube settings, and set the display for HD video) or email me and I’ll
send some pictures.


JOHN SHIRLEY-QUIRK (1931-2014)

Members will no doubt have read the sad news that bass-baritone John
Shirley-Quirk passed away on 7th April 2014, aged 82.
He was the featured bass-baritone on a number of Delius recordings,
including the premiere recording of the Requiem in 1968, under Meredith
Davies, which took place shortly after a live performance with the same
forces at the Royal Albert Hall – only the work’s fifth outing in 62 years.
At the 1980 Delius Festival in Jacksonville, he was the soloist in Sea
Drift with the Jacksonville Symphony Orchestra and Jacksonville
University Chorus, and participated in a symposium on the work (along
with Eric Fenby, Robert Threlfall and Jeff Driggers).


MERCHANDISE

As a temporary measure only, the Chairman now holds the Society’s
complete stock of Delius-related CDs and other merchandise, which is
listed below with prices (excluding postage).
Eric Fenby talk
Delius orchestral music arranged for two pianos
Vols 1 and 2
Paul Guinery: Delius and his circle
Back issues of the Delius Society Journal
Delius & Fenby: A photographic record

£6.00
£6.00 each
£6.00
£3.50 each
£3.00

To purchase any of these items, please email Martin Lee-Browne
(chairman@thedeliussociety.org.uk) to check availability, and then post to
him a self-addressed envelope or jiffy bag with the correct postage affixed.
Postage rates are £1.10 for a CD or the book, and £1.40 for one Journal or
£1.90 for two. Postage rates to USA and Europe can be supplied on request.
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Gramophone Magazine of October 1948, announcing the formation of the Delius Fellowship.
From the collection of Raymond Harvey, kindly donated to the Delius Trust
by his son, Richard.
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LETTERS TO THE EDITOR
ORCHESTRATION OF THE CELLO SONATA
From Layton Ring:
Re the Cello Sonata, I write more in sorrow than in anger, but I cannot allow
Dr Buckley’s dismissive ‘Attempts have been made to orchestrate it, but the
piano part does not suggest such treatment .....’ [DSJ 154, Autumn 2013] to
pass unanswered.
Some years ago I made just such an ‘attempt’ with the active aid of no
less an authority than Robert Threlfall (I still have our correspondence –
over a year’s worth) – he even suggested a drum roll at a certain moment
(guess where) and the Elgarian triumphant ending (most unusual for
Delius) is enhanced (not obscured) with a trumpet – very effective. Copies
of the recording I made with members of the NSO and Gordon Dixon
(international cellist and founder of the Avison Trust in Newcastle-uponTyne) are available from me at The Hemmel, Low Warden, Hexham,
Northumberland NE46 4SN. Boosey and Hawkes have the copyright: score
and parts are available from them.
On the contrary, the piano part is ‘clumsily’ written (more like a harp
part), but careful unpicking of the lines of counterpoint reveal a glorious
awakening of Delius colouring (mine is one such ‘attempt’ to reveal it – let
others try ...). No point in arguing about the rights and wrongs of
orchestrating Delius’s Cello Sonata – either you enjoy a ‘black and white’
performance using the piano (pace Julian Lloyd Webber) or can relish the
magic of Delius’s exquisite ears – he always heard music in these colours. I
know which I prefer.
Roger Buckley responds:
Mr Ring’s comments on my review are very interesting. I have had the
good fortune both to read the score of his orchestration of Delius’s Cello
Sonata and to hear the recording that he mentions. I admire his attempt to
reveal more from the piece than is apparent in its original form.
However, the point I tried to make in my review was that the piano
part of this duo does not call for orchestral colour. The colour is already
contained within the block chords that complement so perfectly the soaring
line of the cello. We know that Delius adored strings of chords created at
the keyboard and that this was an important aspect of his improvisatory
116

DSJ 156

style. Unfortunately, piano tone, with its initially percussive quality and
uncontrolled tonal decay, cannot be simulated by any other instrument or
instrumental combination.
Delius was not averse to the arranging of his music. He did, after all,
orchestrate the piano accompaniments of some of his songs. He also
sanctioned Tertis’s arrangements of two of his violin sonatas for viola and
piano. I suggest that the fact that he did not choose to orchestrate the Cello
Sonata, or indeed the four violin sonatas, or invite others to do so, tells us
that in each case he was content with his original concept.


A VILLAGE ROMEO AND JULIET:
GERMANY, SUNG IN ENGLISH

PERFORMED IN

From Tony Summers:
I wasn’t able to attend any of the recent performances of A Village Romeo and
Juliet by Frankfurt Opera but I understand that it was sung in English, to a
German audience! This seems distinctly odd to me because the reason why
this opera is ever performed in English – let alone in Germany! – has long
been a mystery to me.
If ever there was a Delius opera that should be performed in German,
this is surely the one. We know from his early correspondence that Delius’s
operatic concepts were firmly based on Wagner, and A Village Romeo is the
most Wagnerian of them all. Unlike his other operas it is based on
Wagnerian-type leitmotifs and musically it has strong connections with both
Parsifal and especially Tristan und Isolde. Robert Anderson in The New Grove
Book of Operas calls it ‘a Tristan und Isolde for the young and innocent’ and
says that the lovers’ duet in Scene 4 is ‘impossible to conceive without
Parsifal and “Ich sah das Kind” from Act 2’. The score is covered in
Wagnerian fingerprints (the fairground music opening Scene 5 seems to
derive from the opening of Act 2 of Meistersinger), the final love duet is like
a truncated Liebestod from Tristan and, like Tristan, the opera ends in the
same key of B major.
I was privileged to hear the Karlsruhe performance of A Village Romeo
in 2012. It was sung in German and this seemed a completely natural
language for this Wagnerian score. Furthermore, a German music critic
who was present told me that he thought Jelka’s German version was good
DSJ 156

117

– unlike Delius’s English text which, apparently written following the
conventions of English opera at the time, today sounds archaic, stilted and
awkward. There are even passages in A Village Romeo where the words
seem to fit the rhythm of the music better in German than in English!
So what is the justification for performing A Village Romeo in English?
Delius’s ‘English composer’ label is part of the story but not all: nowadays
we don’t perform A Mass of Life in English, and never the Verlaine songs.
Perhaps the sources of the texts that Delius sets play a part – in setting the
Mass and the Verlaine songs he worked from the original languages,
whereas Delius’s biographers tell us that he prepared the libretto for A
Village Romeo in English. Delius and Charles Keary began collaborating on
an English libretto but Delius ended by completing it himself, probably
around 1899. Jelka Delius then made the German version which was used
for the Berlin premiere in 1907. But after Keary’s involvement ceased, why
did Delius continue with an English version? Was he anticipating an
English premiere? This seems unlikely: his champions in 1899 were
German conductors like Cassirer and Haym and it was years before
Beecham came on the scene, so surely Delius would have expected a
German premiere (which of course turned out to be the case). It would then
have been more natural for him and Jelka to have prepared a German
libretto, especially as Gottfried Keller’s novella on which A Village Romeo is
based was written in German.
I hope there are Journal readers who can throw light on these
questions. Meanwhile, I am convinced that German should be the first
choice language for this opera – if we are lucky enough to get a performance
at English National Opera, let’s at least get a new English version made!
And I hope also that in future we can avoid the ludicrous situation in which
Delius’s most ‘German’ opera is sung in English to a German audience!
Readers may also be interested in the reviews of the Frankfurt Opera production, on page 74.
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FORTHCOMING EVENTS
Following the closure of the New Cavendish Club, London Branch
meetings are now held in Room 1, Conference Suite, St Giles Hotel, Bedford
Avenue, London WC1B 3GH. The hotel is a very short walk from
Tottenham Court Road underground station.
Talks are followed by supper with the speaker (at own cost) in the
Hudson’s House Restaurant, which is part of St Giles Hotel. For enquiries
about the restaurant, visit the website www.hudsons-house.co.uk,
telephone 020 7300 3229, or email hello@hudsons-house.co.uk.
Accommodation is available at St Giles Hotel; for information please
call 020 7300 3229, visit the website www.stgiles.com/london-hotels/stgileslondon-hotel/, or email nick@hudsons-house.co.uk.
If you arrive early, please meet at the bar in Hudson’s House.

DELIUS SOCIETY LONDON BRANCH
Wednesday 15th October 2014 at 7.15pm
Room 1, Conference Suite, St Giles Hotel,
Bedford Avenue, London WC1B 3GH
(nearest underground station:
Tottenham Court Road)
Bo Holten
‘Good (and especially bad) Delius
conducting …!’
Passionate
Delius
advocate
and
internationally-renowned
conductor,
Bo
Holten, will talk on Delius interpretation in his
imitable and entertaining style. His talk will
cover ‘... how I think the music of Delius should be played, especially
concerning phrasing, tempo, and how to make all this harmony come to life
as melody and with spontaneity’.
Members attending this talk will have the opportunity to purchase signed
copies of Delius and his Music, by Martin Lee-Browne and Paul Guinery, at
a special discount of 25% on the RRP of £30.
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Tuesday 11th November 2014 at 7.15pm
Room 1, Conference Suite, St Giles Hotel,
Bedford Avenue, London WC1B 3GH
(nearest underground station:
Tottenham Court Road)
Stephen Threlfall, Director of Music at
Chetham’s School of Music, Manchester
‘Delius for the Young’
Stephen will give an illustrated presentation
about his recent Delius 150th anniversary
project, discussing the importance of
encouraging and stimulating knowledge of
our national composers to the upcoming generation of musicians and
audiences. He will also consider what lies ahead in terms of opportunities
and challenges for our future generations of musicians.
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OTHER EVENTS

This section may include events which are in the past by the time the
Journal is read; their inclusion is deliberate so that we have in print a
complete record of all performances. Venues of non-UK concerts are in
upper case. Before travelling to events listed here, you are advised to
confirm the details with the relevant box office.
Saturday 2nd August 2014 at 7.45pm
Three Choirs Festival Worcester Cathedral, Worcester
Delius: The Walk to the Paradise Garden and works by Handel,
Vaughan Williams, Elgar, Parry and Finzi
Sarah Connolly mezzo-soprano, Three Choirs Festival Chorus
Girl Choristers of Worcester Cathedral
Philharmonia Orchestra, Peter Nardone
Saturday 23rd August 2014 at 8.00pm
St Peter’s Church, Wallingford
Delius: Violin Sonata in B major and works by Beethoven, Grieg and
Frolov
Joo Yeon Sir violin, Irina Andrievsky piano
Saturday 7th September 2014 at 7.00pm
AUDITORIUM SAN FEDELE, MILAN
Music from the Great War
Works by Delius, Stravinsky, Kálmán, Gurney, Debussy, Caplet, Ravel
and Butterworth
Casella Lorna Windsor soprano, Antonio Ballista piano
Sunday 8th September 2014 at 9.00pm
TEATRO CARIGNANO, TURIN
Works by Delius, Casella, Butterworth, Stravinsky, and Gurney
Casella Lorna Windsor soprano, Antonio Ballista piano
Sunday 14th September at 2.45pm
Assembly Hall, Worthing
Delius: A Song of Summer and works by Wagner, Chausson and Debussy
Helena Dix soprano
Worthing Symphony Orchestra, John Gibbons
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Sunday 14th September 2014 at 7.30pm
Baths Hall, Scunthorpe
Last Night of the Proms
Delius: The Walk to the Paradise Garden and works by Glinka, Bizet,
Tchaikovsky, Dvorak, Saint-Saens, Rossini, Wood, Parry, Arne, Loewe
and Coates
Juliette Pochin mezzo-soprano
Royal Philharmonic Orchestra, James Morgan
Friday 19th September 2014 at 7.30pm
Marina Theatre, Lowestoft
Last Night of the Proms
Delius: The Walk to the Paradise Garden and works by Glinka, Bizet,
Tchaikovsky, Dvorak, Saint-Saens, Rossini, Wood, Parry, Arne, Loewe
and Coates
Juliette Pochin mezzo-soprano
Royal Philharmonic Orchestra, James Morgan
Sunday 28th September 2014 at 7.30pm
Kings Place, London
British Music for Strings
Delius Légende (arr Clive Jenkins) and music by Blow, Ireland, Granville
Bantock, Mudge, Darke and Clive Jenkins
Chamber Ensemble of London, Peter Fisher violin/director
Saturday 25th October 2014 at 1.30pm
Wykeham Room, Guildhall, Winchester
Delius and Elgar – Triumphs and Tragedies
A talk given by Ian Lace to the Southern Branch of the Elgar Society
Delius Society members welcome
Sunday 16th November 2014
PONTE VEDRA, FLORIDA, USA
Day for Delius – a celebration of the 130th anniversary of Delius’s life
in St John’s County, Florida. Events will include Delius: String Quartet
in E minor, world premiere of a one-act play about Delius’s life at
Solano Grove, a showing of Ken Russell’s A Song of Summer, and an
exhibition of artefacts on loan from the Delius Collection.
Florida Chamber Music Project
www.flchambermusic.org
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Sunday 16th November 2014 at 3.00pm
GERMAN SOCIETY OF PENNSYLVANIA
611 Spring Garden Street, Philadelphia PA 19123
Delius: Sleigh Ride, Intermezzo from Fennimore & Gerda and works by
Elgar and O’Neill
The Wister Quartet, Marcantonio Barone piano
Saturday 22nd November 2014 at 7.30pm
Corn Exchange, Bedford
Delius: Sea Drift and works by Elgar and Holst
Bedford Choral Society, Michael Rose
Saturday 20th December 2014 at 7.30pm
St Andrew’s Church, Surbiton
Delius:
Sleigh Ride (Winter Night) and works by Tchaikowsky,
Humperdinck, and Leroy Anderson
Thames Youth Orchestra, Simon Ferris
2015
Saturday 17th January, Tuesday 20th January, Tuesday 3rd February,
Wednesday 11th February, Sunday 15th February (matinée), Thursday 5th
March, Sunday 15th March, Friday 3rd April 2015
Evening performances start at 8.00pm
STADTTHEATER, BIELEFELD
Delius: A Village Romeo and Juliet
Cast includes Sarah Kuffner – Vrenchen, Daniel Pataki – Sali, Frank Dolphin
Wong – The Dark Fiddler, Vladimir Asthakov – Manz, Moon Soo Park –
Marti, Alexander Kalajdzic – conductor
Thursday 22nd January 2015 at 7.30pm
City Hall, Glasgow
Delius: The Walk to the Paradise Garden and works by Walton and
Foulds
Ashley Wass piano, Glasgow Chamber Choir
Choristers of St Mary’s Cathedral Edinburgh, Richard Farnes
Scottish Sinfonia, Neil Mantle
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Sunday 1st February 2015 at 7.30pm
St Cuthbert’s Church, Lothian Road, Edinburgh
Delius: The Walk to the Paradise Garden and works by Britten, Elgar
and Bax
Scottish Sinfonia, Neil Mantle
Saturday 21st February 2015 at 7.30pm
Bridgwater Hall, Manchester
Delius: Violin Concerto and works by Grieg and Vaughan Williams
Guy Braunstein violin, BBC Philharmonic, John Storgårds
Monday 13th April 2015 at 7.30pm
St Paul’s Concert Hall, University of Huddersfield
Delius: Late Swallows and works by Beethoven, Elgar and Britten
Villiers String Quartet
Sunday 19th April 2015 at 7.30pm
The Hexagon, Reading
Delius: On Hearing the First Cuckoo in Spring and works by Elgar and
Brahms
Andreas Brantelid cello
London Philharmonic Orchestra, Jaime Martin
Friday 8th May 2015 at 7.30pm
The Hexagon, Reading
Delius: Air and Dance and works by Haydn, Mozart and Respighi
Emma Johnson clarinet
European Union Chamber Orchestra, Hans-Peter Hofmann
Friday 8th May 2015 at 7.30pm
Usher Hall, Edinburgh
Delius: A Song before Sunrise and works by Berg and Mahler
Erin Wall soprano
Royal Scottish National Orchestra, Sir Andrew Davis
Saturday 9th May 2015 at 7.30pm
Glasgow Royal Concert Hall
Delius: A Song before Sunrise and works by Berg and Mahler
Erin Wall soprano
Royal Scottish National Orchestra, Sir Andrew Davis
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Sunday 12th May 2015 at 8.00pm
DEUTSCHE OPER, BERLIN
Delius: The Walk to the Paradise Garden and works by Richard Strauss
and Elgar
Pavol Breslik tenor
Berlin Deutsche Opera Orchestra, Jeffrey Tate
Saturday 23rd May 2015 at 7.30pm
KONZERTHALLE, BAD SALZUFLEN
Delius: The Walk to the Paradise Garden and works by Britten, Walton
and Elgar
Hartmut Rhode viola
NordwestdeutschePhilharmonie, Frank Beermann
Sunday 31st May 2015 at 3.00pm
GERMAN SOCIETY OF PENNSYLVANIA
611 Spring Garden Street, Philadelphia PA 19123
Michael Djupstrom: Walimai (winner of the 2012 Delius Society
Composition Prize)
Delius: Violin Sonata No 2 (transcribed by Lionel Tertis)
Ayane Kozasa viola, Michael Djupstrom piano
Wednesday 17th June 2015 at 7.30pm
Fairfield Hall, Croydon
Delius: The Walk to the Paradise Garden and works by Dvorak;
Vaughan Williams, Handel, Elgar, Mozart, Bizet, Sibelius, Massenet,
Brahms and Tchaikovsky
Royal Philharmonic Orchestra, John Rigby and Duncan Riddell
A full list of all concerts and events is always available on the Delius Society
website: delius.org.uk.
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