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CHAIRMAN’S NOTES
Since the last issue of (if the Editor will allow me to say it) this admirable
Journal, very little of Delian note for the Chairman to report or comment on
has occurred, apart from saying that we have still not managed to find
someone to take over Chris Green’s role in organising our events, in
conjunction with Karen Fletcher. Instead I thought that members might be
interested to know a little about two extremely interesting ‘Delian’ things
my wife and I did when we went to Bielefeld, with our President, to see A
Village Romeo and Juliet – reviewed by me in the previous issue.
The first was a visit to the Delius family archive – to be found in a room
in an elegant house in the middle of the city. We were met by the present
‘head’ of the family, Rudolf Delius – the managing director of C A Delius &
Söhne, the successor to the silk-weaving and linen trading house originally
founded by Johann Caspar Delius in 1722, and which now makes
furnishing fabrics and industrial coverings (including retractable covers for
estate car boots) – and Eberhard Delius, the doyen of the family, who is the

The Stadthalle in Wuppertal (formerly Elberfeld)
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keeper of the archive. There are still several hundred living members of the
family, mainly in Germany, and the most important item in the archive is a
huge book containing the family tree – the names and dates of every single
known member. On the page following the title page, there is a single
name, Johannes Cornelius Delius, the oldest known member of the family,
who was born in 1554; the next page has details of his sons and daughters,
and the following one of their children, and so on, the whole record
growing exponentially up to the present day. In addition to the tree, there
are shelves of books and cabinets of files containing details of all the
members of the family about whom there is any paper-work, including
press cuttings. A quite amazing achievement!
The following day we went to see the Stadthalle [Town Hall] in
Wuppertal, in which three of Delius’s major works were first performed
under Hans Haym between 1897 and 1902 – Paris in 1901, and both
Appalachia and the first version of the Piano Concerto in 1904 (Haym also
conducted the premieres of Over the Hills and Far Away in the Elberfeld
Casino in 1897, and Koanga in the opera house two years later).
This gigantic building, similar to the Victorian town halls in, for
example, Cheltenham and Leeds, but much larger and far more elaborately
decorated, was originally the town hall of Elberfeld, which was absorbed
into Wuppertal in 1929. It was built in 1900, so when Delius first went there

The Grosse Saal in the Wuppertal Stadthalle as it would have been when Paris was first
performed there in 1902

6

DSJ 158

The Grosse Saal of the Wuppertal Stadthalle today

it was literally brand-new – but in the Third Reich the amazing rococo
stucco-work, marble wall-facings and elaborate decoration were
completely removed or obliterated. In 1995, however, save that the Grosse
Saal was given modern light fittings, it was completely restored to its
original appearance, so that when we were there it looked as pristine as it
had when Paris was given its première. What a place in which to have the
biggest work that you had composed performed for the first time!
Martin Lee-Browne
chairman@thedeliussociety.org.uk
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EDITORIAL
Welcome to the autumn issue of the Journal, much of which was edited and
prepared in a very hot and wet Hong Kong, where I spent the whole of
August. Thank you, as always, to those who have contributed articles;
please do keep sending them in!
I was particularly pleased to find on my return to the UK a large
envelope containing a selection of poems by Norman Jones. Readers may
recall his Ode to Frederick Delius, which was published in DSJ 139 p 135, and
he has now submitted many more, some comic and others based on hearing
Delius’s music. I have reproduced several of the latter on page 86, and I
plan to incorporate others in future editions.
Many members will be aware of the death of Evelin Gerhardi in July
2015 at the astonishing age of 106. Sadly I never had the opportunity to
meet her, but I am very grateful to Lionel Carley, Jerry Rowe and Hans
Peter Dieterling who have written tributes.
If you enjoyed Sarah Kirby’s introductory article on Percy Grainger’s
promotion of Delius’s music in the US [DSJ 157 p 65], you can read the
second part on page 39; and a full report on the Delius Prize 2015 is on page
82. Elsewhere are timely articles by Lionel Carley and John White on
Koanga as we look forward to the Wexford Opera production, a piece by
Lewis Foreman about his work with the late Robert Threlfall, and Martin
Lee-Browne on the ‘Englishness’ of Delius’s music – a difficult topic in
anyone’s estimation. Do write in and contribute your thoughts on this, or
on any other articles in the Journal – I am always delighted to hear from
members, many of whom have so much more knowledge of Delius than I
can ever expect to attain.
A selection of concert reviews – from Dorchester to Pennsylvania – and
a comprehensive listing of forthcoming concerts in the UK and overseas
show that Delius’s music is still being programmed, albeit in rather lesser
quantities than we might like!
Our events this year begin with Anthony Payne’s talk on Saturday 17th
October in London, which promises to be fascinating. I would love to be
able to put more faces to names, so do come and introduce yourselves!
Katharine Richman
journal@thedeliussociety.org.uk
8
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KOANGA – AN INTRODUCTION
Members will be aware that Wexford Opera is staging Delius’s opera Koanga in
October 2015. For those who would appreciate an introduction to the work, Lionel
Carley has kindly allowed the reproduction of an article written some years ago for
an American musical dictionary. An article by John White, about the revised
libretto used for the Sadler’s Wells production in 1972, is on page 12.
Librettist: Charles Francis Keary
(after George Washington Cable, The Grandissimes)
First Performance: Elberfeld, Stadttheater, 30th March 1904
Roles: Uncle Joe (bass); Renée (soprano); Helène (soprano); Jeanne
(soprano); Marie (soprano); Aurore (contralto); Hortense (contralto); Olive
(contralto); Paulette (contralto); Don José Martinez (bass); Simon Perez
(tenor); Koanga (baritone); Rangwan (bass); Palmyra (soprano); Clotilda
(contralto): chorus.
Delius’s Koanga, like Cable’s original, is a frame-narrative, beginning and
ending with action that takes place several years after the main events of
the opera. A short prologue has the story-teller, an old slave, about to tell
the tale of Koanga to a group of young planters’ daughters on the
verandah of a Southern plantation-house. A similarly short epilogue
shows the girls’ reaction to the story, which is set on a sugar plantation
on the Mississippi in Louisiana in the second half of the eighteenth
century.
Act I proper of the opera introduces the quadroon heroine Palmyra,
her unwelcome suitor and overseer of the plantation Simon Perez, and
the slaves soon to be heard singing their worksongs on the plantation.
Palmyra rejects Perez’s advances. Koanga, a prize slave newly arrived
from Africa, is brought in. Originally both a prince and voodoo priest in
his own country, he refuses to do work unworthy of his exalted rank.
Don Jose Martinez, the plantation’s owner, decides that Palmyra must use
her beauty and seductive charm to make Koanga accept his status as a
slave. The idea works well, and Don Jose decides that they shall marry.
His wife, Clotilda, however, knows the secret that her own father is also
Palmyra’s father. Moreover, she and her half-sister have both been
DSJ 158
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brought up as Christians.
She determines that Palmyra must be
prevented from marrying the heathen Koanga.
Act II sees the wedding preparations. Clotilda tells Simon Perez the
truth about Palmyra’s birth. If Perez can still somehow prevent the
marriage, she tells him that Palmyra shall be his. He reveals the secret to
Palmyra, insisting that she must forget Koanga, ‘a negro slave, and you a
planter’s daughter.’ Palmyra refuses, the wedding feast begins and the
slaves dance La Calinda. But before the bond can be sealed, Perez and
his servants seize Palmyra and drag her away. Koanga angrily demands
that Don José bring her back, but the planter will not be challenged by a
slave and draws his whip. After a brief struggle he falls injured, and
Koanga escapes to the forest, invoking a voodoo curse on his oppressors.
Time has passed, and Act III opens at nightfall with a voodoo
ceremony in the forest, with Koanga and the voodoo priest Rangwan
calling for freedom and protection for the slaves. However, Koanga’s
curse has worked, and fever and death now stalk the plantation.
Koanga fears that Palmyra, too, may die, and determines to return for
her. He reappears on the plantation just as Perez again tries to force his
attentions on her. Urged on by Palmyra, he kills Perez. But the hunt is
on for Koanga. He is caught, overcome, and mortally wounded. Dying,
he again invokes God Voodoo’s protection of the slaves and promises
that they shall one day have their freedom and be avenged. Palmyra
denounces in turn the ‘white tyrants’ and the Christian faith and,
embracing voodoo, kills herself.
Koanga represents a considerable step forward from Delius’s two
earlier operas. Even so, the composer’s muse had to do battle with a
remarkably poor libretto, written in almost archaic English. It is a
measure of his fast-approaching maturity that Delius surmounted most
of the hurdles erected by his collaborator, C F Keary, to produce an opera
that is colourful, full of drama and packed with much fine music. A
thoroughgoing and notably successful revision of the libretto by Douglas
Craig and Andrew Page (prepared for the 1972 Sadler’s Wells production
and used in the EMI recording of the opera the following year) has made
Koanga fully viable for most stages. Productions have nonetheless been
few, from the Elberfeld premiere in 1904, through Beecham’s Covent
Garden performances in 1935, to Corsaro’s eye-opening and highly

10
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successful staging in Washington in 1970 and subsequently elsewhere in
the United States.
Delius’s clear sympathies with his hero and heroine, and with the
plight of blacks generally, today confer upon his work both integrity and
credibility. Through the writings of George Washington Cable he had
found a fellow-spirit, for Cable was a campaigner against the various
forms of slavery still widespread in the South in the late nineteenth
century. Certainly, the exotic local colour conjured up by Delius in his
score, pointed as it is by authentic-sounding slave choruses and by banjolike effects summoned from plucked strings, owes much to his own two
extended stays in the American South. His music and, in particular,
elements of his choral writing are generally acknowledged to owe much
to his contacts with blacks and with their spirituals and worksongs in
Florida and Virginia. And even earlier he would probably have been more
than familiar with such kinds of music in their more vulgarized and then
fashionable form as performed by the Christy minstrels and similar
troupes who were popular in England in his young years.
With the completion of Koanga in 1897, there can be no doubt that
Delius had finally arrived as a fully-fledged composer of opera. The
work has considerable musical and dramatic impact and is, after all, a
highly original conception, with strong claims to be the first major
American black opera. Nevertheless, Delius was to write two more
operas in fairly rapid succession before Koanga became, in 1904, the first
of his works in the genre to be produced.
Lionel Carley
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O KOANGA, THOU ART CHANGED … THOU
ART TRANSLATED!*
Ahead of the Wexford Opera production of Koanga this autumn, John White gives
his thoughts on the revision of the libretto.
In 1972, three performances of Koanga were given at Sadler’s Wells Theatre
and for this production a new vocal score was produced incorporating a
substantially rewritten text. The editors, Douglas Craig and Andrew Page,
provided a lengthy and detailed Preface to this score when it was published
in 1974, in which they explained their purposes in devising a new and
dramatically acceptable libretto for the opera. The information they
provided about the original story, taken from George Washington Cable’s
book The Grandissimes and its transformation into C F Keary’s libretto for
Delius, is extremely interesting and valuable. Now, in the editor’s rewriting, mistakes and absurdities were corrected and out-dated flowery
passages removed, to provide a clear and sing-able text. But, of course,
these were not the words that Delius set.
However, on the fifth page of the Preface there are a number of
assertions that can only be dealt with by looking briefly at the confusing
history of the opera. In February 1896, Delius wrote to his friend Jutta Bell,
sending her
‘my libretto for Bras Coupe – I wrote the music and the words at the same
time.’1

(This is reminiscent of Wagner, who would write his libretto and the voice
parts together but with only sketchy indications as to harmony and
instrumentation.) Delius continues:
‘My literature is not on a level with my music … my style and language
is sometimes so vile that it shocks me as a musician.’

Jutta Bell had helped him over the text of The Magic Fountain; however in
the following month Delius had met and turned to C F Keary (1848-1917)
for the new libretto, describing him as ‘an English writer of much merit’ in
a subsequent letter to Jutta.2 By December he was able to tell her
‘C.F. Keary wrote the libretto – We worked together & the result is all that
I could wish’.3

12
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Delius suggested to Jelka in January 1899: ‘We will try and translate
Koanga together’, having decided to seek a first performance in Germany,
before approaching London.4 Meanwhile, preparations were in hand for
the 1899 London Delius Concert in which the second half consisted entirely
of excerpts from Acts 1 & 3 and the whole of Act 2 of Koanga. In this concert
Keary’s original libretto would have been used in which, following Cable,
Palmyra does not immediately fall in love with Koanga, although she does
admire him enormously. She is in love with a member of the Grandissime
family called Honoré who, at the time of the story, is in France. Her distress
over a proposed enforced marriage to Koanga was doubtlessly expressed
in this concert and would lead to some of the difficulties that occurred in
1904.
A major problem was Delius’s desire for a ‘Tristan-like’ conclusion. Of
course, it could not be a Liebestod in the Wagnerian sense: Wagner’s
Schopenhauerian pessimism is not the same thing as the denouement of
Delius’s opera, and that, in turn, is not the same thing as the conclusion of
Cable’s story! For the three performances at Elberfeld, the first on 30th
March 1904, much was changed. According to Jelka in her Memories of
Frederick Delius
‘… he was not enthusiastic about Keary’s words … they were
“ungeschickt”, “mal habile” in the extreme and in the more lyrical parts
rather high-flown, and the two kinds of words never fitting together.
However Fred was not very critical as he was so eager to get to work. He
destroyed the worst of the stilted words and got Keary … to make some
more.’5

This was merely the beginning of their problems. In a letter to August
Rodin, Jelka says:
‘I must tell you that we have been here since January because they are
presenting an opera by my husband, the libretto of which I have
translated from the English. The production has given rise to so many
difficulties that we have had to adapt parts of the libretto. My husband
does not know German well enough, so it was mostly I who had to do
this. The whole thing being awfully urgent we really worked day and
night’.6

Amongst these many alterations was the removal of any mention of
Honoré Grandissime and the redirecting of Palmyra’s affection towards
Koanga instead, besides many other changes in motivation, character and
DSJ 158
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even age! Another significant change was the composition of a new aria for
Palmyra in Act 2, these words being necessarily in German for this
production. It will be remembered that Delius also hoped for a London
staging of the opera, and the autograph full score used at Elberfeld and now
in Jacksonville, has both the English and the German texts throughout.
It is hardly surprising that with all these amendments there should be
problems with the libretto. In Professor William Randel’s article Koanga and
its Libretto, any infelicities in the English word-setting are blamed on Delius
himself.7 In this confusing and unsatisfactory state the matter rested.
To add to the muddle, in 1932 a young soprano, Cecily Arnold, paid
several visits to Grez in order to sing a number of Delius’s songs to the
composer. Her enthusiasm for them was shared by her friend Norah Barr
Adams (pen-name ‘Norman Cameron’), and in a letter to her dated
November 1932 she says of Koanga
‘It is the libretto that has been revised – chiefly by Mrs D – her niece acting
as typist. They similarly revised the words of Romeo and Juliet’.8

Was Jelka revising the English or the German? Miss Arnold does not
explain. It would be logical to suppose that she was revising the German,
since she was responsible for the original German translation. But it was
also the case that Sir Thomas Beecham was now proposing a new
production of Koanga, which would of course be in English.
And now, to return to page five of the Preface, the editors state that it
was in 1933, not 1932, that ‘Jelka Delius began translating her German
libretto back into English’. Why, one must ask with astonishment, should
she do this? The original text was already in English and it was this she had
translated into German! But worse now follows – they continue by
asserting:
‘… Nor for that matter were Delius’s original note-values given much
thought. Great fistfuls of words were pushed into musical phrases with
little or no regard for the flow of the vocal line, nor for the vowels that the
singer would have to cope with. Poetic idea followed inverted poetic idea,
often with no connecting link and nearly always out of character or
context. … For the sake of this turgid poesy, all characterisation was lost
and any potentially dramatic moments that existed were submerged in
this cloying “poetry”. … The general effect of all these “poetics” was to
cast a blur over the entire opera, imbuing it with an almost claustrophobic
sameness and exasperating any attempt at logical treatment by throwing

14
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up one inconsistency, mistake, irrelevancy and non sequitur after another.
In fact the libretto as published in 1935 provides an interesting and
eloquent historical testament to the complete ignorance of the facts, and
to the fanciful conceptions that Europeans had of Negro life in the Deep
South.’

This vituperative outburst compounds common sense even further.
Surely the editors were aware that Delius was still alive in 1933? Is it
suggested that he allowed, or even agreed, to the text of his opera being
turned into a ‘nonsense’? And if he did not, then was Jelka responsible for
acting on her own behalf and without his knowledge? Neither supposition
can be believed, knowing what we do about the Delius’s strict attitude to
what they saw as the sacredness of their art and of the integrity of each
other’s work.
Of course the libretto was deficient, but what the editors were
struggling with was surely not a completely changed and ridiculous
retranslation into English of Jelka’s German text, but the confused and
unsatisfactory result of the 1904 rehearsals. As one American critic kindly
put it, the libretto was a ‘museum piece’, and certainly in need of revision,
but there is no evidence to suggest that Jelka was involved in the text of the
1935 vocal score. Quite the contrary, in fact: the title page states quite
unequivocally that it has been revised by ‘Sir Thomas Beecham, Bart. and
Edward Agate’ and this presumably implies the text as well as the music.
There is no mention of Jelka’s involvement. Yet this is the score to which
the editors took such extreme exception.
Are we then to believe that Sir Thomas conducted several
performances using a libretto that was a farrago of nonsense?
Unfortunately, the lameness of the ‘poesy’ may not have been an issue. In
1952, Sir Thomas had considered performing Delius’s preceding opera The
Magic Fountain and in his biography of Delius, written in 1959, he devotes
a whole chapter to it. In the course of this, he quotes numerous passages
from the text and this, one would have thought, would have destroyed any
chance of the opera’s revival! Again, in the case of Delius’s first opera,
Irmelin, he could not understand why his 1953 production in Oxford was
greeted with derision! In the case of Koanga, both Sir Thomas and Edward
Agate were men of literary taste and discrimination, but it seems that the
only person who had a clear view of Delius’s failings as a writer was Delius
himself.
DSJ 158
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It is a relief that we now have a libretto for Koanga which can be used
as a basis for future productions. What is unfortunate is that some of the
wilder assertions of the Preface, which the editors also summarised in the
booklet to the 1974 recording, have been accepted as factual, even though
they supply no supporting evidence. It is understandable, but
disappointing, that Jelka’s supposed, and absurd retranslation into English
of the libretto should be repeated in the new and otherwise splendid
volume Delius and his Music, by Martin Lee-Browne and Paul Guinery.
Of course, the damage was done in 1974, but did nobody at the time
question the allegations in the Preface? It may be true that most musicians
never read the verbiage printed at the beginning of a score, but go straight
to the notes. If so, they miss much that can be enlightening, but sometimes
the contrary. Perhaps prefaces should always be read with interested
scepticism and not necessarily as statements of fact.
John White
* With apologies to Shakespeare – A Midsummer Night’s Dream, Act 3, Scene 1
1 Delius, A Life in Letters, Vol.1 (1862-1908), London: Scolar Press p99, Letter 60
2 Ibid p108, Letter 67
3 Ibid p109, Letter 68
4 Ibid p143, Letter 87
5 Ibid Appendix V11, pp410-11
6 Ibid p237, Letter 165
7 William Randel: Koanga and its Libretto, Music and Letters Vol 52, No 2, April 1971 p144
8 Jane Armour-Chelu: ‘Cecily Arnold & Norah Barr Adams’, DSJ 134, p27
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A LATE START – DELIUS AND ENGLISHNESS
Martin Lee-Browne is Chairman of The Delius Society and author, with Paul
Guinery, of the recently published book Delius and his Music.
The compulsory reading on the question of whether or not Delius was an
English composer is Christopher Palmer’s fascinating Delius: Portrait of a
Cosmopolitan.1 He considers in great detail the influence on Delius’s music
of the countries in which he either lived or frequently visited, or the sound
of their music, and comes to the conclusion that he was a cosmopolitan.
Here, however, I take a brief look at the question of which of Delius’s choral
and orchestral works – the songs, operas and chamber music deserve an
article to themselves – sound English? How much were they influenced by
his English upbringing, and which of his works sound unquestionably
English – and what about the most important of those that don’t?
One has, therefore, first to try to describe the main characteristics of
the English music of the first half of the 20th century2 – with many
misgivings, particularly as any views on the subject will be completely
subjective! Once past Mackenzie, McCunn, Stanford and Parry, relatively
little music of the English Musical Renaissance was ‘four-square’ in the
German tradition of Beethoven, Brahms and early Wagner, and it soon
acquired a number of clear and individual characteristics. The principal
one is undoubtedly an out-of-doors feeling and the presence of Nature; then
there are ‘pomp and circumstance’, eminently sing-able tunes (as distinct
from snatches of melody and motifs), and a considerable amount of 6/8 time.
Upward leaps of major or minor sixths and sevenths, and of octaves, are
very common; long paragraphs build up from a hushed beginning to a
climax, sometimes with a crunching ‘wrong’ note in the top line to heighten
the moment of extreme ecstasy (in, for example, Arnold Bax’s Tintagel and
some of his other tone-poems, and the larghetto of Elgar’s Serenade for
Strings); and finally its sound is mainly full and warm – only a few English
composers wrote ‘sparse’ (say, Sibelius-like) music.
So, is at least some of Delius’s music English? Those characteristics can
in fact be found in a great deal of it – but his genius was to combine them
with totally new orchestral sounds, chromatic and dissonant (but not too
dissonant) chords and harmonies, and long, fluid phrases – a great deal of
the music is ‘horizontal’ (as in much Bach, although not actually
DSJ 158
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contrapuntal) rather than ‘vertical’ (as in Beethoven).
Legally, of course, Delius was an Englishman, for his German father,
Julius, was naturalised in 1851 and his mother, also German, therefore
became English by marriage – but, apart from a while during the Great War,
he spent fewer than 22 years of his life in England. Otherwise, it was
America, Scandinavia and Germany – which all had a huge influence on his
music – and then the rest of it France. Nevertheless, for many music lovers
and professional musicians, Delius was unquestionably an English
composer: he wrote The Walk to the Paradise Garden, On Hearing the First
Cuckoo in Spring, Summer Night on the River and A Song before Sunrise, didn’t
he? They all sound totally English, and The New Grove Dictionary of Music
and Musicians describes him as an ‘English composer of German descent’ –
so that’s the end of it! (Paradoxically, however, they also know that he was
the composer of La Calinda, Sleigh Ride and the Serenade from Hassan – but,
despite the fact that in them he used some characteristics of African,
Norwegian and Middle Eastern music, he was, of course, still English!).
Although he claimed that he was not an English composer, as a young
boy he acquired a deep affection for the Yorkshire landscape, its seasons
and its characteristics. In his Memories of Childhood3, he said:
‘When I was a little older I was fond of making walking tours in the Dales.’

and:
‘We lived in a house called Claremont, Horton Lane … on the edge of the
moors, on the road that leads to Bingley. We children had two ponies and
I loved riding over the moors to Ilkley – then only a tiny village – where
we often spent the summer.’

Then, in her biography of him4, his sister Clare – although not always a
reliable source of information – says:
‘Often I went on long walks alone with him. I can remember a trick he
had which puzzled me intensely at the time, of pausing every now and
again to listen to some natural sound, such as the rustling of a tree or the
singing of a bird, or the murmur of a moorland brook. He would stand
quite still as if drinking something in, his expression becoming rapt and
attentive.’

and there was surely no reason why she should have invented that.
It is therefore surprising that, excluding those with proper names
(Florida, Hiawatha, Sakuntala, Irmelin and Maud), Delius gave English titles
18
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to only three of his first 29 compositions – those written before 1893, his fifth
year in Paris – and with only two exceptions (Idylle de printemps and Summer
Evening), none of them exhibit either any particularly Delian or English
characteristics. Equally, however, they only very rarely sound as though
they were influenced by anyone else or any particular place: it is already
unique music – Delius’s music.
By the time he went to America in 1884, he had heard a considerable
amount of music, first at home; then at concerts in Bradford and
Manchester; in London, while he was at the Isleworth International College;
and in Scandinavia during the time he was working for Delius & Co. The
majority of what he heard would have been German, French and Russian,
rather than English. After he returned to Europe, however, Delius (like
Vaughan Williams) began to write music that owed little or nothing to the
accepted norms of composition, and bore no resemblance whatsoever to
anything that he would have heard before, or that was being written by the
other English composers of the time – Sullivan, the ‘church composers’ like
Ebenezer Prout or Wesley, Lisa Lehmann, Cowen, Ethel Smyth, Parry,
Stanford, Bantock or Elgar.
Forget that you know the answer, and listen to Florida, Hiawatha, Spring
Morning, Sleigh Ride, Paa Vidderne or the beautiful little Sakuntala; try to put
them in a ‘national pigeon-hole’, and then to guess the composer. That is
actually very difficult – for, although in places their sound is vaguely
Germanic, and, except that some of Paa Vidderne might have been written
by Grieg, they are almost completely original. The magical openings of
both Florida and Hiawatha depict large areas of quiet countryside or almost
still water in the early morning, but not necessarily in America, and,
although the La Calinda section in the first movement of Florida has a strong
negro feel to it, none of the rest of either work sounds in any way American.
Spring Morning and Sleigh Ride (two of the 3 Symphonische Dichtung) are ‘of
no fixed abode’, and although Spring Morning is not specifically about
anywhere, it could well be by Grieg. It hardly needs saying that Sleigh Ride
doesn’t sound English! None of those pieces are, of course, ‘great’ music,
and it has to be said, perhaps sadly, that they would hardly merit interest if
they were not by Delius. That is also the case so far as the three Suites for
orchestra of 1889-90, the Suite for Violin and Orchestra, and On the Mountains
(the purely orchestral, and quite Germanic, version of Paa Vidderne) are
concerned.
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Delius therefore came relatively late to writing ‘English music’ – not
until 1889, when he was twenty-seven. Very probably written in the garden
of one of Delius’s homes outside Paris, his first nearly-Delian pieces, Idylle
de printemps and Summer Evening, have a strong English feel to them – and,
although the central climax of Idylle is Wagnerian, they are undoubtedly the
seed from which The Cuckoo, In a Summer Garden and the other works with
Summer in their titles derive. Then, at last, with the rising string opening
of Over the Hills and Far Away (1893-7) Delius emerged as a composer of
‘proper’ English music. It must represent the Yorkshire Moors in the early
morning mist, although with the horn calls a few bars later we are in the
Norwegian mountains – and the music alternates like that throughout.
Between 1894 and 1897, Delius’s thoughts were entirely dominated by
American and Scandinavian subjects, and in 1899, there followed a
definitely ‘French’ period, with Paris and Margot La Rouge – but
sandwiching A Village Romeo & Juliet (1900-1), in which (despite the fact it
is meant to be in Switzerland!) the opening of the deliciously freshsounding Prelude and The Walk to the Paradise Garden are pure Delius: the
two almost delirious climaxes of the latter foreshadow those in some of
Bax’s very English or Irish tone poems.5
In the three years between 1902 and 1905, his anni mirabili, Delius wrote
Appalachia (the work of his which is most influenced by a sense of place),
Sea Drift and A Mass of Life – the last two almost indisputably his finest
works. Sea Drift, A Mass of Life, and perhaps An Arabesque, are the ultimate
expression of Delius’s art, owing nothing to anybody or anywhere. They
are, simply, echt Delius.
Then, in 1907, Delius met Beecham, and much of his music became
really English sounding. Perhaps because he realised that he had found an
English champion, he came to look more and more frequently to English
themes – the poems of Ernest Dowson and Arthur Symons, English
folksong, and English landscapes remembered from his youth. He had in
fact already discovered Dowson, having begun Songs of Sunset, for chorus
and orchestra, in 1906. While Dowson’s love-songs are more voluptuous
than most, they are certainly not specifically English, but nevertheless
Delius’s music unquestionably deserves the label. The part-song On Craig
Ddu (1907), a setting of Symons, bears comparison with the best English
ones – Stanford’s The Blue Bird, Elgar’s The Shower or Go, Song of Mine, and
John Ireland’s The Hills – so it cannot be anything other than English!
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Throughout Songs of Sunset there is a characteristically English, almost
Elgarian, nobility and a stillness – qualities not often found in European
music – and the choral writing is very English. While still in ‘Dowsonmode’, Delius then wrote the even more voluptuous Cynara,6 but this time
the music is not English at all, but just pure Delius.
With the exception of Elgar and Parry, almost all the composers of the
English Musical Renaissance made considerable use of folk song, but the
only instances where Delius did so are in Brigg Fair, and On Hearing the First
Cuckoo in Spring. It was Percy Grainger who originally found the
Lincolnshire folksong; he turned it into a haunting a cappella piece for tenor
and choir, and Delius was captivated when he saw it. Even if he had not
given his orchestral version the sub-title An English Rhapsody, nothing could
be more English – it is one of his greatest masterpieces. Although the theme
of the now very hackneyed Cuckoo is a Norwegian folksong, In Ola Valley,
in Delius’s hands it also became one of the most magic epitomes of English
music. It is totally un-derivative, and another masterpiece.
The next, and possibly most characteristically English-sounding work
that Delius ever wrote, was the incomparable In a Summer Garden. By now
he and Jelka were married, and he was clearly influenced by both her and
other Post-Impressionist painters’ styles7 – so it is therefore not surprising
that the myriad of notes in the wind parts in the full score could almost be
the splodges of colour in her pictures of the garden at Grez. Interestingly,
before finally deciding on the title, he considered ten alternatives, all of
which were in English and used the word ‘Summer’, and very unusually,
he wrote a brief description of the piece:
‘Roses, lilies and a thousand sweet-scented flowers. Bright butterflies
flitting from petal to petal, and gold-brown bees murmuring in the warm,
quivering summer air. Beneath the shade of the old tree flows a quiet river
with water-lilies. In a boat, almost hidden, two people. A thrush sings
faintly in the distance.’

This clearly seems to be about an English garden until you come to the ‘old
tree’ – and the Delian reader knows instantly that it must be the garden at
Grez sur Loing! English music inspired by the French countryside – a good
example of trying too hard to ‘pigeon-hole’ a piece of music! The same is
true of Summer Night on the River, which most people would consider
sounds really English – perhaps partly because it is the companion piece to
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The Cuckoo – but to anyone who had been lucky enough to be in the Delius’s
garden at twilight, it can only have been inspired by the River Loing too.
Eric Fenby was in no doubt at all that the North Country Sketches were
about the Yorkshire Moors, and the early part of the first movement,
Autumn, undoubtedly depicts a grey morning there, but the music becomes
somewhat similar to Summer Night on the River, and then ends back in the
Yorkshire countryside. Dance, with its tune so like that of A Dance Rhapsody
[No 1], can only be English – but Winter Landscape is more ‘cosmopolitan’,
and gives the impression of a much colder place than Yorkshire could ever
be. The March of Spring has a distinct feel of In a Summer Garden to it, with
the march at the end very English.
The Requiem – perhaps the work of Delius that most sharply divides
opinion – earns a place among the ‘English works’ solely on account of the
gorgeous and very characteristic English choral writing. To many ears
(including these), however, much of the rest of the music is un-Delian and
simply ugly, while the baritone part is likewise, and only a pale shadow of
its equivalent in Sea Drift.
Then, from 1906 onward, Delius produced a flood of truly Englishsounding music – Air and Dance; the Violin Concerto (in places very like the
Elgar concerto, and into which The Lark Ascending would fit somewhere!);
the other two string concertos; A Song before Sunrise; A Late Lark (again,
Delius inspired by an English poet, W E Henley, and with a vocal line that
no-one but an English composer could have written); A Song of Summer
(another indisputably English piece, with one of those overwhelming
climaxes, although perhaps Wagner was still looking over Delius’s
shoulder); the ecstatic Songs of Farewell, definitely in the English choral
tradition: the first movement almost anticipates Howells, while the choir’s
entry in the second is a companion piece to Craig Ddu; the last three
movements, though, would easily fit into the completely un-English A Mass
of Life – but the work is without doubt still very English.
There are inherent contradictions in all this. Most of Delius’s early
works owe little to anyone or anywhere, and any competent composer
could have written them – but many of the smaller works unquestionably
sound English, and some were clearly heavily influenced by American and
Scandinavian places and poets. The very greatest, however – Sea Drift, A
Mass of Life, In a Summer Garden, An Arabesque and Brigg Fair are pure,
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instantly recognisable and echt Delius. Perhaps, given their many
differences, that shows that he was indeed a cosmopolitan.
What, therefore, does all that tell us about Delius and Englishness?
The answer is quite short. Surprisingly, he did not start writing really
English-sounding music until he was a well-established composer in his
middle forties – and broadly speaking it is the choral music, and the
generally short orchestral pieces about places, the spring and the summer
that are marvellous examples of the genre. They are some of the loveliest
creations of, to quote Beecham, the last great apostle of romance, emotion
and beauty in music.
Martin Lee-Browne
Christopher Palmer: Delius: Portrait of a Cosmopolitan (Duckworth, 1976)
The best is probably Frank Howes’ The English Musical Renaissance (Secker & Warburg, 1966)
– his main comments on Delius are between pages 204 and 214.
3 Reproduced in Lionel Carley’s Delius: A Life in Letters – 1862-1908 (Scolar Press, 1983, pp.
379 & 340).
4
Frederick Delius: Memories of my Brother (Ivor Nicholson & Watson, 1935, p.50).
5
There is a close affinity between the music of Delius and Bax - see Palmer p.150ff.
6
The Danish conductor Bo Holten has said that the outstanding characteristics of Delius’s
music are ‘sensuality, colourfulness, vivacity, sexuality – there’s always an underlying
eroticism’,
7
Christopher Palmer pointed out (ibid, p. 136) the similarities between the lives and work of
Delius and Alfred Sisley.
1

2
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REMEMBERING ROBERT THRELFALL (1918-2014)
Following the tributes to Robert Threlfall in DSJ 157, Lewis Foreman shares his
memories of this remarkable man.

Photo: Lewis Foreman

I must have joined the Delius Society in the 1960s, a year or two after it was
formed, and among the luminaries first encountered there – including (how
exciting) Eric Fenby – was Robert Threlfall who, professionally, worked in
the printing industry, but was also a remarkable pianist who had given the
first London concert performance of the 1941 version of Rachmaninov’s
Piano Concerto No 4 in 1947, not to forget the first public performance in
Britain of Bartok’s Piano Concerto No 3 the year before. As an adviser to the
Delius Trust and the editor of the Delius Edition Robert’s authority on
textual matters Delian was supreme.
When one says he was a printer that is to fail to express his
achievement. His was no ordinary printing career. He worked for
Waterlows, best-known as a security printer printing bank notes, but also
for half-a century also the printers of Radio Times. Robert became a
director, and also a Freeman of the Worshipful Company of Stationers and
Newspaper Makers and a Freeman of the City of London.

Speakers and performers at the memorial concert for Robert Threlfall, March 2015
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When, in 1984, Leslie Head agreed to give a public performance of
Delius’s then unknown melodrama Paa Vidderne at St John’s Smith Square
(7th February that year), I found myself sitting with Robert at the
performance, of which he seemed to approve. However, the second half
consisted of the Prelude and Dances from Britten’s then almost unknown
ballet The Prince of the Pagodas. Robert may well have approved of the first
half (it also included Harty’s Violin Concerto), he certainly did not approve
of some of Britten’s musical procedures, remarking, sotto-voce, at several
points ‘well, really’, and going quite pink in the face by the end. Clearly he
was a man of strong opinions.
Robert is known to Delians for his Catalogue of the Works of Frederick
Delius, published in 1977, with a supplement in 1986. In characteristic style
it is drily subtitled ‘Sources and references’ and printed in a plain but
supremely elegant format, clearly influenced in every respect by Robert’s
vision of what fine printing should be. That was a catalogue originally
compiled in Robert’s remarkable longhand. Yet Delius was not his only
interest and he was also an expert in the piano works of Liszt and
Rachmaninov. When the indefatigable James Price of Scolar Press was
working on the first edition of my book on Bax, I was aware that among his
other projects was the Rachmaninov catalogue which Robert and Geoffrey
Norris were working on and which, unbelievably, was being delivered in
Robert’s meticulous copper-plate long hand, the only book I have been
aware of that has been accepted by a publisher in other than typescript in
modern times, and Robert’s catalogue was published first.
Among various tributes to Robert on his 90th birthday, on Tuesday
26th February 2008 a large audience turned out for the Delius Society’s
meeting at the New Cavendish Club to mark the occasion. I reported the
occasion at the time and feel it appropriate to revisit it here as it was such a
rewarding and informative occasion. Robert was introduced by Paul
Guinery and then reminisced − without notes − in his characteristic fluent
style, the humour slightly dry, a style incidentally that belied his years. The
evening flew, the occasion marked by a cake and candles for the birthday
which had in fact fallen the day before.
Robert characterised his memories as ‘friends pictured within’. His
initial remarks were devoted to his Delian friends and the Liszt Society. He
had met Felix Aprahamian in 1935 after a Toscanini performance at the
London Music Festival, in the ABC on the corner of Mortimer Street, when
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Photo: Lewis Foreman
Paul Guinery interviewing Robert Threlfall in February 2008

Felix’s friend Ernest Chapman, of Boosey & Hawkes, beckoned him over.
What younger members of the society failed to do on that occasion was get
Robert and Felix to describe for us the experience of attending a concert at
Queen’s Hall, for both had done so throughout the 1930s.
Robert became associated with the Delius Trust and then the Delius
Society, which was formed after the 1962 Delius Festival. Sir Thomas
Armstrong, Principal of the Royal Academy of Music, a Delius Trustee, had
allowed the Trust to locate the large box in which all the Delius papers had
been placed after Delius’s death at the RAM. It was the room in which the
Principal kept his fishing tackle and wine. This introduced him to Rachel
Lowe who was compiling a catalogue and Robert started on the task of
compiling a Delius catalogue of works. He saluted his many helpers
without whom it could not have been completed.
While speaking warmly of Eric Fenby, Robert touched on his
disagreement with Eric over his complete opposition to the dissemination
of the early works. This over-zealous attitude might have compromised the
Delius Collected Edition which Robert launched with the Trust, but as Robert
drily told us, a collected edition has to be just that. He saw through the
press 30-odd volumes, a process facilitated by the goodwill of the then
publishing manager at Boosey & Hawkes, Ian Julier, whom he saluted as
one of the key ingredients in its success. Of course, without a printer of
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Robert’s experience dealing with those involved its success might have
been less complete.
‘I had fifty years in the printing industry’ Robert reminded us, ‘and for
me printing estimates were a routine thing’. But he was not a man to be
fazed by the pressures of his trade: ‘Bad planning on your part’ Robert
remarked crisply ‘does not constitute an immediate emergency on mine’, a
splendid comment which I have filed in the back of my mind. An
opportunity to emulate Robert with it must surely present someday.
At the birthday event Paul Guinery asked which volume had given
Robert the greatest pleasure! ‘In some ways, the opera Irmelin’ responded
Robert. He went on to explain that it was done by a remarkable engraver,
John Arthur, who had an unerring eye for musical spacing. When the
Collected Edition project was complete, a dinner was held for everyone who
had been involved, and Martin Williams suggested that it would be nice if
the Trust could give something to everyone at the dinner. Robert told how
he found a small Delius notebook, but the problem was how to photograph
it to a sufficiently high standard for reproduction. He went to the British
Library who produced transparencies in a week, and did not charge! This
made him think about Delius’s notebooks, and led to his volume Delius’
Musical Apprenticeship (1994). Robert made a number of tributes to musical
experts over the last 40 years, and the top of his list was Oliver Neighbour
− known as ‘Tim’ to all − at the British Museum (now British Library).
Robert described how he would produce his list of queries, which would
be despatched one by one as Tim Neighbour resolved them; his knowledge
was encyclopaedic. These took place over a series of sessions and Robert
said he wished to thank him ‘for teaching me so much’.
Robert is also well-known to members of the Delius Society as a
pianist, and we have enjoyed his rewarding performances over the years,
oblivious that one day they would come to an end. He had been a student
of the celebrated pianist Solomon, who, as Robert said ‘rescued me from
Matthay’. (This strongly reminds me of a conversation I once had with the
composer Alan Bush who described Matthay − the teacher of so many
British pianists, including Myra Hess, Irene Scharrer and Harriet Cohen −
as the ‘ruination of pianism in England’.) I broached this subject with
Robert but have to say I failed to tempt him to explain what he meant. To
emphasise the importance of the basics, he said that at the outset Solomon
put him on five-finger exercises for months.
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The indexes to the Journal (1-100 by Stephen Lloyd (1990) and 101-144
by Peter Barber (2009)) remind us of Robert’s constant input to the Delius
Society and Delius scholarship in general. Things were done at Robert’s
pace and with Robert’s thoroughness, but his output was inexorable – the
final bibliography of his publications must be remarkable for its extent and
coverage and surely needs to be compiled and published one day. (Did he,
I wonder, keep his own listing? It would be totally in character if he did.)
Checking Copac (Copac.ac.uk), the union catalogue of major UK academic
libraries, under ‘Threlfall’ gives us a remarkable 318 hits, mostly for
editions of the music of Delius but with a variety of books as well. Checking
the earlier index to the Journal we find 19 articles and reviews, and in the
index to the last 20 years of the Journal we find a host more. These are all
remarkable for their to-the-point style and if Robert eschewed flowery
writing, his personal style was always supremely elegant and concise, his
subject matter authoritative and rewarding.
The earliest book I can find bearing Threlfall’s name is an edition of
Charles Cooke’s book Playing the Piano for Pleasure which he edited for the
Falcon Press’s reissue of this title in 1948. Robert’s appreciation of fine
printing informed most of his publications, not least the Collected Edition
and all involved with Delius have cause to be grateful that their scholarly
champion brought so long a professional interest in printing and music to
focus on the long-term projection of the music of Delius.
At the publisher and music seller Musica Rara, he met Richard
Pringsheim and many people who fuelled his interest in Liszt and
Rachmaninov. There he also met Ken Souter who was collecting Liszt
editions at a time (‘recent to me’ said Robert ‘is anything up to 50 years’!)
when it was still possible to obtain most printed editions for a reasonable
price. Then there was Leslie Howard, legendary performer of the complete
works of Liszt, and Edward Walters at the Library of Congress who was
always unfailingly helpful and erudite in dealing with Robert’s
Rachmaninov queries.
His reminiscences at his 90th birthday event went on: of the violinist
David Stone working with Yehudi Menuhin; of Gerald Abraham
responding to a query about Mussorgsky’s opera The Marriage, saying that
he was not sure if he could answer it ‘because he only had the first proofs
signed by Rimsky-Korsakov’. David Cannata, a Rachmaninov expert, who
on being shown a file of sketches of Songs of Farewell said: ‘If you had
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showed me them 25 years ago, I might have followed Delius rather than
Rachmaninov’; John Tyrell and Janáček; Derek Hulme and Shostakovich;
and Stephen Rowe at Sotheby’s. This was, indeed, a history of a wide
ranging musical scholarship. ‘Music is enough for a whole lifetime’ Robert
concluded, but added ‘a lifetime is not enough for music’.
Among Robert’s many books we find his collaboration with Robert
Montgomery on their study Music and Copyright: the case of Delius and his
Publishers (Ashgate 2007). This is a stupendous achievement, as an example
of unique scholarship lightly worn it is almost unparalleled. Almost as
important as the actual printed editions of the music of Delius, here is a
depth of understanding of the practical issues underlying an oeuvre such
as Delius’s music clearly researched and documented.
Later I persuaded Mike Dutton to take up David Lloyd-Jones’s
suggestion to record Delius’s unperformed early tone-poem Hiawatha in
Robert’s performing edition in a programme of Delius rarities (Dutton
Epoch CDLX 7226). Robert was supremely helpful and wrote the booklet
notes (in his customary long-hand!) remarking: ‘this well-chosen selection
of less familiar music by Frederick Delius should be received by many as a
welcome alternative to further repetitions of Cuckoo, Walk and Brigg Fair.’
Robert was unable to attend the sessions at Watford in January 2009,
which included the Double Concerto in the version by Lionel Tertis for violin,
viola and orchestra, which, as I pointed out to him is probably the only
major work by a British composer written at Watford. The Dutton soloists
were Philippe Graffin (violin) and Sarah-Jane Bradley (viola), and Robert
underlined my own view when, in his notes to the Dutton CD, he wrote:
‘in the hands of a younger generation of capable and dedicated
performers, it has found sufficient favour as to be regarded in the view of
many competent scholars as one of Delius’s most beautiful and
fascinating creations’.

Planning the programme had started with the Concerto, and it was only at a
fairly late stage that David Lloyd-Jones suggested including Hiawatha
(which was unperformed) and it turned out to be a triumph. It is quite
remarkable that it is only Delius’s second extended orchestral score − yet is
so full of ripe fingerprints of the mature Delius, albeit with a few awkward
corners. At some point Delius had ripped out several pages from two
sections of the manuscript, thus apparently making the score unplayable.
Various luminaries of score reconstruction were approached to make a
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performing version, but none apparently felt up to the challenge, until
Robert, with the support of the Delius Trust, in his own self-deprecating
words ‘managed to “close the gaps” by using material entirely taken from
Delius’s own score’. This still makes a work running over 17 minutes and
with no obvious place where the music was once missing. Robert’s work
on it proved to be remarkable. In short it is a triumph, and the work proves
to be very worthwhile, in Delius’s early style, but with more than hints of
what was to come. I think all who were present − even if they had studied
the score − were surprised at quite how good a piece it proved to be, with
Delius’s personality immediately apparent after even a few notes. With its
reminiscences of the world of his Florida Suite and its anticipations of his
tone-poem Paris, still to come, I can imagine it will become a work that
Delians will take to their hearts. The critics certainly responded very
positively.
In the introduction to his Delius catalogue, Robert reminds us:
‘It was that great Englishman, Dr. Samuel Johnson, who defined a
lexicographer as “a writer of dictionaries; a harmless drudge, that busies
himself in tracing the original, and detailing the signification of words.”’

Another great Englishman, Sir Thomas Beecham, opined that a
musicologist was a man who could read music but could not hear it.
Caught between the definitions proposed by these two savants, then, who
should the compiler of such a book as this one be; why would he undertake
it; and whom could he expect to read it? The compositions of Frederick
Delius, perhaps because of their singular and transcendent beauty, have not
yet been thoroughly subjected to the clear-sighted scrutiny needed to list
them in detail in all their bibliographical confusion. Just as the late Maurice
J E Brown was understandably reluctant to apply reference numbers and
letters to Chopin’s series of matchless piano poems, to encode the works of
the author of In a Summer Garden with quasi-algebraic formulae may seem
little short of blasphemy. However, though no-one would consider
Kochel’s massive volume a substitute for the works of Mozart, yet ‘K’ is far
more than a mere tool of musicology: just as every performer understands
the importance of exactly-calculated pitches, durations and speeds, an
attempt at listing equally accurate detailed information regarding the
composition and publication of a composer’s entire oeuvre may likewise
play its part. One might perhaps echo the student in W H Auden’s tale:
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'... that is a matter of opinion. The number of pages is a matter of fact’.

Yes, Robert Threlfall was keen to establish what was a matter of fact, and
did so supremely reliably and elegantly. His legacy particularly in the
literature of Delius, is a remarkable one. Our warm memories of the man
are surely no less remarkable.
Lewis Foreman
The full transcription of Paul Guinery’s interview with Robert Threlfall is printed
in DSJ 157, p16.
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ON FIGURING THE FIRST CUCKOO IN SPRING
Derek Schofield looks in detail at the melody and harmony of this popular work.
I may be forgiven the liberty I’ve taken with the title, but my main aim is to
share some of my own findings in making the connection between On
Hearing the First Cuckoo in Spring and the Norwegian folk-tune from which
Delius drew inspiration. As I come to this task fresh, having neither read
any musicological analysis concerning the work, nor familiarised myself
with the reflections and interpretations of others, I may need to ask for
further indulgence as all that I might say may well have been said before. I
am fortunate in having to hand Gerard Bunk’s arrangement of this work,
although, to me, it has all the hallmarks of a piano reduction from the
orchestral score, and the supplementary piano work from Grieg’s Op 66,
No 14.
The main reason why I am so enamoured of Delius’s music is his use
of harmony and the effect to which it is put. But first it will be necessary to
comment on the line of this piece (vis-à-vis the underlying accompaniment)
before proceeding further. It begins properly after Delius, having lifted the
curtain on the opening chord, has magically transplanted us into an
Arcadian landscape, where we pause momentarily before moving on.
The line in the opening, and partially the closing, section of this work,
seems disjointed; it is far from mellifluent but has a skip in the pace, which
is constant. Perhaps Delius is taking us on a jaunt to the edge of an
enchanted woodland, where we shall give ourselves up entirely to its allure
before heading home in the final section. Numbering measures directly
after the uptake, the line’s angular shape in the first 16 bars, the lack of a
sense of smooth passing notes and the complete absence of the note F is,
first, going to tell us something about the scale systems available to the
composer.
There is an unmistakable pentatonic contour in the opening and
closing sections of this work, and closer examination would suggest that,
save for a single inflected note of the shortest duration, the complete line is,
in fact, a fusion of two such scales, one founded on the tonic of the C major
scale and the other on the dominant. In all likelihood, Delius never
consciously gave the pentatonic scale a moment’s thought; it is more
probable that this is where he happened to find himself after simply looking
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for, and exploring, interesting chords – a pleasurable activity in its own
right, and one in which I’ve indulged myself on many occasions. This, it
seems to me, is a classic example of where Delius has allowed the top line
to be at the service of the chord beneath it, rather than the other way around.
The ‘melody line’ in the bars which follow – and here I’m not hesitant
about describing it as such – is quite different and is almost wholly owing
to Grieg’s melodic working of the Norwegian folk-tune In Ola Valley, In Ola
Lake. Not counting the uptake, Delius has drawn from only the first eight
bars of the Grieg piece to create the central section of his own work. With
tonality now in a major scale, smooth passing notes aplenty, and lengthier
phrasing, the line is now not only far more lyrical, with a stronger sense of
cadence, but each of the four phrases which comprise it seem so
conveniently structured as to allow the composer to ‘cut and paste’ or
repeat them as he chooses. Only once does Delius quote the folk-tune in
toto and without interruption, and that is as a prelude to the cuckoo’s final
calling. (There is an interesting curiosity here, and I think it worth
recounting. If one happens to be already well acquainted with On Hearing
the First Cuckoo in Spring and comes to the opening of In Ola Valley... for the
first time, it seems to be strangely displaced; it seems to lack a ‘questioning’
phrase. This is because the uppermost line of the perfect (V-I) cadence falls
to the tonic and has the feel of an ‘answering’ phrase. Delius, therefore, was
skilfully able to dovetail this into bars 15-17, which both comfortably ‘signs
off’ the phrase in bar 17 and bridges the first section to the second. We shall
return to this phrase presently.)
All this is in marked contrast to what we were presented with earlier,
where each phrase is so short as to be not much larger than the motif it
embodies. Nevertheless, it is at this early stage where we, perhaps, begin
to fathom some of Delius’s methodology. Is he, one wonders, already
presaging the arrival of the cuckoo with those small rhythmical figures, ie
the weak ‘up’ and strong ‘down’ beat(s) which follow on, one from another,
and run almost the entire length of the first section? Possibly, and it’s
certainly the way I feel it to be. But in using verbal language and/or the
symbols and notational devices within the manuscript to comment on the
language of music, we are entering the murky world of meta-linguistics. It
is a difficult area, not least because one man’s perception and interpretation
is not necessarily that of another. Ask any music student what he or she is
experiencing in the following experiment:
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With the root F and middle C a fifth apart and F and A following
immediately above, strike the chord of F major and ask him or her to
‘describe’ it, or to tell you something about it (other than it is a major chord)
or if it gives rise to a particular thought. Then, after flattening the A, pose
the same questions. Thirdly, keeping F in the bass with B, D sharp and G
sharp following immediately above, strike the (enharmonic) halfdiminished seventh chord and ask how it compares with the other two.
The student’s answer is almost certainly bound to be at variance with
my own. The best I could come up with is that F major is audibly
‘affirmative’ if not much more than a positive statement, and F minor
negative, with more than a hint of melancholy. Most interesting of all,
however, is the third chord, which seems to me to be neither positive nor
negative in its message but, rather, a chord of deep introspection, of
repressed mood perhaps, among other interpretations. In short, harmony
contextualises what we hear and its effects are limitless. We can all agree it
is the creator of mood, certainly of a sense of anticipation and suspension,
and even the illusion of space. But, most uncannily of all, harmony has the
property of allowing itself to mean what we want it to mean – the stuff of
reviewers, sleeve-writers and commentators, myself included.
Just consider for a moment the opening bars of each of these works.
Could it not be reasonably maintained that Delius’s open-ended C major
seventh – the first chord we hear, with its unresolved harmony implying
distended movement towards a point of consonance – together with the
unstable note B, have the effect of leaving the listener somewhere within the
‘open space’ of the countryside? I wonder, too, how it is in Grieg’s setting
of the lake that dyads of syncopated perfect fifths alternating at the octave
are able to conjure a presence at the water’s edge. Is it that the octave
implies depth – perhaps, unknowingly, our first association with water
(even concern) over and above the aesthetic – and its mysteriousness down
to the lack of a determinate major or minor third – a hollowness as it has
been described? Or is it the ‘plunging’ of the fifth? Who knows what tricks
the musical mind plays on each of us, and not necessarily the same trick!
As far as one can tell, syncopation was the only other main idea Delius
took over from the Grieg work, and specifically in the dyadic form Grieg
presented it. It first emerges in the bass line of bars 8-10 and is easily
noticeable after the uncomplicated G major chord brings the first half of the
first section to a brief close. It next emerges pianissimo when we get the first
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hearing of the cuckoo; next where the music broadens a little and, finally,
just after the bird has made its very last appearance.
As we now begin to explore the harmony element, and our eyes
turning once more to Bunk’s opening page, we are struck by the wholesale
block-chord writing running the whole length of the first section – 68
independent chords to service 73 notes! Were it not for the fact that the
chords exhibited here are far more full-bodied and ‘advanced’, this kind of
homophonic writing could easily disguise itself between the pages of a
Victorian hymnal. At first it seems somewhat arresting to have every weak
beat underwritten with chords supporting both harmony and nonharmony notes, but is perfectly commensurate with the ‘spring in the step’
I indicated earlier; it would have been decidedly easier to smoothen the line
with harmonies limited only to the strong beats, but nothing like as
efficacious.
It is clear from an overview of the entire work and from the increasing
density of accidentals which abound, that a detailed analysis of Delius’s
harmony is beyond the capacity of all but the undaunted pedant.
Nevertheless, we are able to make some general observations. We could
note, for instance, that the chord of the major seventh claims about 34% of
the harmonic interest in the first 13 bars – an indication that the jazz
medium, although not having properly claimed its birth-right at the time,
was certainly well into the nascent stage of its development by 1912 – or
remark that of the total number of chords struck throughout the entire
work, roughly 86% were other than those of the straight major or minor
variety, or their inversions. Moreover, with so many chromatic inflections,
Delius is able to move through key areas with such rapidity that the key
hardly has time to establish itself, and there’s always a good chance that
he’ll surprise the listener at the cadence, not to say confront the ear with
some harmonic ambiguity. This is evident early on when we reach the
chord of G major in bar eight and our harmonic sense equivocates between
a conventional move to the dominant (which it is, though with chromatic
fogging en route) and/or an abrupt move into the key of G major, only to be
quitted immediately without there ever being a modular F sharp on the
horizon – and where, incidentally, I find it difficult at to stop my ‘harmonic
ear’ from making a tangential switch into a flattened key with a progression
of, say, B flat major seventh to E flat major seventh.
We have another couple of examples further on after Delius’s flirtation
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with F sharp minor when, at the end of the phrase our ears, expecting to
take us from C sharp dominant seventh to F sharp minor, are instead met
with an inversion of A dominant seventh; and two bars further still when,
in expectation of a move from I (C major) to IV (F major), we end up making
a chordal progression from C to D ninth. The other cadence worth
remarking comes at the end of the ‘bridge phrase’ to which I said we’d
return earlier. But first I think the harmonic content of the bridge itself is
worth examining.
In its simplest form the whole phrase could have been sustained on a
single tonic pedal point or, quite sufficiently, with alternating dominant
seventh and tonic chords. But just look at Delius’s full harmonic declension
of this phrase! A thirteenth – D ninth – G dominant seventh – F sharp
dominant seventh – B minor seventh – E major – E flat augmented ninth –
D retarded augmented fourth. I have a great urge at this point to quip, why
use two chords when eight will do! It is meant light-heartedly but
nevertheless makes the point, and tells us something about the Delian style
where words might fail. The penultimate chord is typical of the clashing
nuance Delius often employs, but works well in context of the whole
phrase, where the ear, in picking up on the final cadence, is made to feel it
is stepping down into the key of D major, instead of approaching it laterally.
As to the overall effect of this work, I think it lies in the totality of what
we hear, and for that we have to leave the page. We are not only consumers
of sound but, in this particular case, Delius makes us feel we have a syntonic
presence within it, somewhere between the terrestrial dyadic pedal points
in the bass line and the ethereal reach of the first violins; we are as
solitary monads fully integrated within the grand scheme of nature, a part
of the enormity of it all.
For all that, no amount of ‘understanding’ is necessary to enjoy On
Hearing the First Cuckoo in Spring; it is wonderful music to be enjoyed for its
own sake, and will stand the test of time. It only matters to people like me
who delight in looking closer to see what lies behind it all, to see how it is
done, to see how it works and, above all, to discover what makes a great
work of art ‘great’. But no matter what tools may be in the shed, and
assembly manuals to hand, it will always take a master of his craft to put it
all together.
Derek Schofield
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THE MYSTERY OF THE MISSING FLAT!
Tony Summers discusses a discrepancy in the final chord of the second movement
of North Country Sketches.
The second movement of North Country Sketches (‘Winter Landscape’) ends
on an extraordinary unresolved dissonance. There is a long, sustained
string chord which is basically a root position D flat dominant seventh with
D flat at the bottom (played by the double basses), but including also a high
G on a violin harmonic, enhancing the dissonant flavour! This is the chord
one hears on most recordings (and in the one live performance I’ve heard),
but I am aware of three recordings in which a quite different chord is
played: instead of D flat the basses play D natural. This completely alters
the harmony, turning the chord into a diminished seventh with a low tritone at the bottom, which sounds quite unlike Delius and frankly, quite
wrong! Hearing this is a shock and it has led me to try and find out the
reason.
D flat is the note printed in the score and, according to Robert Threlfall,
it is correct – he wrote to me on the subject in 2008, having consulted the
original MS and various early proofs. This note appears in both the original
Augener score, in Stainer & Bell’s 1976 reprint (incorporating typographical
corrections by Robert) and the Collected Edition score (incorporating more
corrections and Beecham’s markings). Beecham gave the first performance
of North Country Sketches in 1915 and in his recordings D flat is played. D
flat is also the note in Philip Heseltine’s piano duet arrangement which
dates from the same period as the original Augener score. So why has a
rogue D natural occasionally made its appearance? The answer would
seem to lie in the orchestral parts which I have seen for the first time only
recently: in the double bass parts the note is incorrectly printed as D
natural! Each time ‘Winter Landscape’ would have been played from clean
parts the basses would have played D natural, and on most occasions this
error would have been immediately corrected by the conductor. In the past,
players have doubtless inserted the accidental in pencil and the correction
probably remained in the old parts for years. However, over the years
pencilled markings might well have been erased – music hire libraries often
insist that markings are removed before parts are returned and some will
impose fines if corrections are made in ink! I have often seen orchestral
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parts in which an error is corrected in pencil with the added comment ‘do
not erase – this is a correction’, but this doesn’t guarantee that some
enthusiastic librarian won’t remove it!
It is disappointing to discover that the flat is still missing from the bass
part in the latest printing of the orchestral parts, which are supposed to
match the corrections and insertions that have been incorporated into the
Collected Edition score. Robert Threlfall’s preface to the new score explains
that clean prints from the original plates for score and parts were used for
the Collected Edition: corrections and insertions were made in the score
and transferred by hand into the parts and it is easy to spot the neat but
obvious handwritten changes. But these corrections were made to put right
errors in the score and transfer them to the parts. D flat in the score is
correct, so it was probably assumed that this must also be the note in the
parts! It looks as if the error goes right back to the original printing and it
is really surprising that it has survived for so long without being
permanently corrected. It is also surprising that three conductors have, for
whatever reason, ignored the fact that a long, sustained note being played
in their recordings was different from the note in the score.
I feel it might be invidious to name the ‘D natural’ recordings but I
invite readers to go through their CD collections and identify them! I have
found three out of a total of seven that I have listened to.
Tony Summers
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PERCY GRAINGER’S PROMOTION OF DELIUS
IN THE USA: PART TWO
Catherine Sarah Kirby is a postgraduate musicology student at the University of
Melbourne, Australia, currently completing a thesis on Delius and Percy Grainger.
This is the second part of an article examining Grainger’s promotion of Delius in
America; the first was published in DSJ 157.
Percy Grainger felt his first performance of the Delius Piano Concerto in
America (27th November 1915, with the New York Philharmonic) had gone
‘magnificently. Both [Joseph] Stransky and I were at our very best’.1 In this
article – part two of an exploration of Grainger’s promotion of Delius in the
USA – I will examine some elements of the critical reception of this
premiere, as well as give an overview of some other significant American
Delius premieres facilitated by Grainger.
The Piano Concerto in 1915 was heard as part of a fairly standard
Philharmonic programme, alongside regularly performed works such as
Mendelssohn’s Fingal’s Cave, Schumann’s Second Symphony and Strauss’s
Don Juan; however, the interest for the public lay in the Delius premiere and
its star soloist. The following day, Henry T Finck (Evening Post critic and a
friend of Grainger’s) wrote:
‘One wonders more and more, as page after page of the score is played,
how such a splendid work could have been withheld so long from the
American public. It is a concerto in the highest sense of the word—not a
show piece for vain pianists but an orchestral poem with piano.’2

This sympathetic review by Finck is one of only a few really positive
responses to the work. The extent of the praise of other critics was, in most
cases, relegated to only the slow movement, and they were roundly
scathing in their overall assessments (although, this may have been
symptomatic of the ‘frontier criticism’ in which early twentieth-century
American critics engaged, writing in a ‘combative, colourful prose ... in
which no holds were barred and the critical spoils went to the victor’).3
Finck’s idea of the ‘orchestral poem with piano’ was echoed by many other
critics, but most saw this as a compositional failing, believing Delius to have
mismanaged the balance between orchestra and soloist. The Evening World
reported that the piece ‘has a principal theme of catching melody, is richly
orchestrated, but lacks cohesion’4 and the New York Times found it to be
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‘a singularly uneven piece of work … The orchestration is one of the
features of the work in which unevenness is conspicuously shown. To
effects of quite remarkable beauty and originality of color he has joined
others that seem of an almost crass unskillfulness and ugliness’.5

On a lighter note, the Concerto was proclaimed by the Evening Sun, to be
‘a bully bit of modern piano literature, swiftly springing into life, keenly
exciting … As a percussion instrument the seven octaves of “ivory apes
and peacocks” danced by Delius go even Tschaikovsky one better’.6

Referring to the biblical fleet of ships regularly delivering King Solomon a
wealth of ‘gold, silver, ivory, apes, and peacocks’, the reviewer emphasised
the large number of different pianistic techniques demonstrated in the
work, presenting them as an exciting display for the listener.7 The Sun’s
critic took a similar view, but clearly disagreed on the value of having such
a variety of material:
‘The piano part in the first and last sections of his concerto consists chiefly
of decorations. If there is anything from glissandi to chromatics in double
octaves, from two handshakes to ponderous chord processions which the
composer has not framed all around the orchestral utterances it would be
difficult to name it.’8

A point of interest for some of the reviewers was the apparent American
origins of the Concerto. Henry Edward Krehbiel of the New York Tribune
saw the definite impact of Delius’s time in Florida on the work, but was
critical of much of the composition in total:
‘Newer notions were displayed in the harmonic integument with which
the melodic framework was clothed, an integument which in the case of
the principal themes seemed to us frequently at cross-purposes with the
melodies, which were in themselves quite ingratiating and which might
have been permitted to make effective appeal to unsophisticated tastes.
They had a certain tang which proclaimed their origin, as did, in a way,
the composer’s employment of the characteristic Habanera rhythm,
which we can well believe Mr. Delius picked up on his Florida plantation
when he was young and impressionable. But as a whole the composition
seemed sadly invertebrate – lacking in continuity of architectural line and
coherence of purpose.’9

Krehbiel would have been particularly responsive to any African-American
influence in this work as he was a self-trained ethnomusicologist, having
published a book entitled Afro-American Folksongs the previous year.10
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While the reviews presented so far could be described as mixed at best,
this performance still had a striking influence on interest in Delius in the
US, as demonstrated by an article that appeared in the Evening Public Ledger
of Philadelphia several weeks later:
‘A suggestion has been made to the Music Editor of the Evening Ledger,
and he cheerfully publishes it, with his hearty approval. It is that since
Percy Grainger is down on the Orchestra programs, and since Mr.
Grainger has played with astounding brilliance and with a very real sort
of success a concerto by Delius, that this concerto be substituted for the
Grieg concerto when Grainger plays here. It is certainly not too late to
make the change.’11

Grainger did not take up this suggestion (he may not even have known
about it) and played the Grieg as planned. However, even the proposal that
he might change his programme to a Delius work shows the first signs that
the Delius campaign was having some effect.
Grainger did not play the Concerto in America again until 1922 when
he performed with Albert Coates and the New York Symphony, first on 7th
January in Brooklyn then the following day at the Aeolian Hall.
Amusingly, here one may catch Richard Aldrich, music critic of the New
York Times in some rather lazy reporting. His review, published on 9th
January, is in some parts word for word that of the newspaper’s 1915
review, which – although uncredited – can be assumed to be his, as he held
the post of chief music critic from 1902 to 1924.12
‘Delius works in a rich field of harmony which has little of the offence to
the ear prevalent in the present fashion. The orchestration is one of the
features of the work in which unevenness is shown. The effects of striking
color the composer has joined others of crass unskillfulness, and to both
of these taints the solo instrument makes additional contribution.’ 13

It can be supposed that the intervening six-and-a-bit years had little effect
on Aldrich’s assessments (and could lead one to wonder whether he even
attended the second performance!). Krehbiel at the Tribune, and many other
critics, conceded that their initial response may have been contrary to the
popular feeling toward the piece; however, the work still had its critics.
Frank H Warren’s Evening World review was a tersely worded piece of only
two sentences:
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‘Percy Grainger played the piano part of the Delius concerto, conceived
in Florida, whither Delius, an Englishman, once betook himself. It is a soso piece.’ 14

Through the 1923–24 season Grainger began touring a piano arrangement
of Delius’s On Hearing the First Cuckoo in Spring in his solo recitals. These
concerts, staged in towns across many north-eastern states of the US,
contained a diverse range of repertoire including works by Handel, Chopin,
Schumann, Bach, Scarlatti and Grainger. It would be easy for as small and
unassuming a piece as piano arrangement of Delius’s First Cuckoo to be lost
amongst the giants of this programme, yet the New York Times review of the
5th December Carnegie Hall performance described the work as a ‘fresh’
novelty.15 The inclusion of this work in this concert tour (which contained
Grainger’s only solo performance in New York of the season) displays
Grainger’s eagerness to present Delius wherever he was able, even where
Delius’s orchestral music would not traditionally have been heard.
This programme, performed at Boston’s Jordan Hall on 8th December
1923 drew fairly positive reviews, with one critic noticing Grainger’s
particularly sensitive relationship to Delius’s music:
‘In the light of his mind and spirit, he determines his version of the music
in hand; then outpours it upon hearers whole-heartedly, irresistibly. To
them – though hardly to him – may afterward come scruples and doubts;
but in presence and sound of Mr. Grainger, to hear is to believe and to
exult in the faith and pleasure … Turning to Delius, he warmed and
brightened that spare romanticist with his own light and heat. Delius is
evasive, half-spoken, way-ward. The sympathetic Grainger snares his
fancies, opens his lips.’16

This poetic style of writing is typical of the Evening Transcript’s Henry
Taylor Parker (who signed his articles H.T.P—’facetiously deciphered by
some as an acronym for “Hard to Please”’) 17 who alludes to an audience
swept up in Grainger’s charisma as a performer. While ostensibly writing
about the Delius work, this review is, in fact, almost entirely about
Grainger, with the intimation being that it was Grainger alone who made
the work intelligible to the audience.
When a similar programme was heard at the Brooklyn Academy on
24th February 1924, On Hearing the First Cuckoo in Spring drew mixed
responses. The Daily Eagle stated that the work was
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‘better in its orchestral dress than on the piano, where sameness of tone
color emphasizes the slimness of the music’. 18

The Brooklyn Standard Union described this concert programme as bringing
‘forward an arrangement of selections whereby was featured at the
beginning its weightier content, with a gradual decline of its musical
values’.

This was demonstrated through the inclusion in the closing section of
works like Grainger’s own Country Gardens and African-American
composer Robert Nathaniel Dett’s Juba Dance. The Delius work was also
included in this latter group of supposed lesser musical value, however in
Grainger’s successful interpretation, this piece was described as ‘healthy,
happy, open-air music’. The review goes on to discuss mainly Grainger,
whose:
gesture beckons with strongest allurement, for he is typically in touch
with life as lived by the multitude… On Hearing the First Cuckoo in Spring,
was congenial material for the young, blonde Australian Siegfried of the
keyboard. His direct and breezy style, communicating an individual
warmth of animation peculiarly Grainger’s own, as usual carried the
hearers willing captives.19

It makes sense that the reviews of a solo piano recital would focus for the
most part on the piano soloist, however, this, coupled with the many major
compositions that made up the rest of the programme, appears to have
overshadowed the reception of the Delius work, which received only
minimal attention. This is not in itself a bad thing, as Grainger’s popularity
had in most cases helped it to a positive, albeit slight, reception.
Delius was expected to be present at the most monumental effort in
Grainger’s Delius Campaign – the Bridgeport Oratorio Society’s US
premieres of the North Country Sketches and The Song of the High Hills on 28th
April 1924 in Bridgeport, Connecticut, and again, two days later, at
Carnegie Hall. It was a disappointment for all when he became too ill to
make the voyage from France. (He wrote to Grainger, ‘if there is anything
in telepathy you will, notwithstanding my absence, feel my presence.’)20
Grainger made all the arrangements for these concerts himself,
conducting the Delius works and even personally assembling the orchestra.
He also took care of the administration at his own expense. The concert at
Carnegie Hall alone ran at a loss of $618, of expenses which totalled $140321
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approximately $8,420 and $19,100 USD respectively, by early 2015
standards).22 The full scores for North Country Sketches and The Song of the
High Hills used in these concerts by Grainger and now held in the Grainger
Museum are heavily annotated with alterations and corrections, including
the addition of an extra drummer, indicated as being provided at Delius’s
request. A note by Grainger on the score of The Song of the High Hills reads,
‘metronome marks got from Delius, March, 1923 (worked at & tested the
speeds with him P.G.)’23

Grainger would have had a singular understanding of these works, having
had the opportunity to conduct them almost in collaboration with Delius.
Gillespie and Beckhard describe this concert as ‘receiving unanimous
critical praise’ – an assertion which is certainly untrue in the case of the
Delius works.24 These two pieces were very poorly received at Carnegie
Hall, although in Bridgeport critics were somewhat kinder (tending to focus
instead on the success of their own Oratorio society, conducted by the
internationally renowned Grainger, rather than engaging in any extended
criticism of the music). In New York City, only the ever-sympathetic Finck
continued to praise both Grainger and Delius. Having provided an
extremely encouraging preview in the Evening Post of 26th April, he
reviewed the concert on 1st May:
‘At Bridgeport the same program was given and went “riotously well”, as
one hearer put it. The same description may be applied to last night’s
performance … This work [The Song of the High Hills] incontestably proves
Delius a genius in the highest sense of the word – a creator of music that
is new, music that fascinates and thrills.’ 25

The rest of the New York critical response was far less pleasant. Warren of
the Evening World continued to show his dislike for Delius:
‘All sounded much alike and grew monotonous. In “The Song of the High
Hills” with its succession of four climaxes, we were reminded of the Duke
of York, who led his army up the hill and led them down again.’26

W. J. Henderson of the Sun produced a particularly snide review:
‘It is necessary only to say at this moment that the chromatically
discursive observations of Mr. Delius on the seasons in Northern England
did not inspire confidence that they would survive the chill of last
evening. After them Rachmaninov’s “Laud Ye the Name of the Lord”
sounded like an outburst of the living waters of song.’27
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New York Herald Tribune critic F. D. Perkins, wrote (rather ironically) a
lengthy review in which he judged the two Delius works to be much too
long. In all, this is one of the gentler reviews the performance received:
‘Mr. Delius appeared lost in his own reveries, the music dwelt for many
minutes about the same point. Passages of arresting beauty were
separated by others when attention flagged, yet the work gave a strong
impression that Mr. Delius was well acquainted with his chorus and
orchestra.’28

The Song of the High Hills, while not at all well received in New York, fared
much better when Grainger conducted it with the Los Angeles Oratorio
Society two years later on 30th April 1926, however, tickets for this concert
did not sell well. As a reviewer from the Los Angeles Evening Express
pointed out:
‘it was an event of such spiritual beauty that I hardly feel in the mood to
charge our music teachers and students, our university and club circles
with that lack of discernment which, however, was made evident by the
many empty seats yesterday at Philharmonic Auditorium’.

In all, the reviewer believed that The Song of the High Hills was ‘one of the
few truly great works conceived in recent years’.29
Most other reviews of this work in Los Angeles were extremely
positive, with the Christian Science Monitor describing it as
‘an intense, weird, but inspired work, nature music, of exalted expression
without imitation.’30

This performance was particularly well timed, and capitalised on a larger
growing interest in Delius’s music in California. Jelka Delius wrote to
Grainger in September 1925:
‘Fred and I are delighted about your conducting the S. of the H. H at Los
Angeles! Especially as today Robert Nichols, the poet, who is in California
wrote such a delightful letter, telling us all about the performance of the
Dance Rhapsody in a natural amphitheatre in the Californian hills before a
huge audience of 25000 … the audience ...“caught on to it” immediately,
and that the Californian coast is demanding more Delius.31

Throughout the 1920s, Grainger organised other Delius premieres, for
works such as the Cello Sonata and Cello Concerto. The Concerto, performed
by soloist Herman Sandby, was conducted by Grainger in New York’s
Aeolian Hall on 29th December 1925. This event, organised in all aspects
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by Grainger, is demonstrative of one of Grainger’s ‘Anglo-Saxon’ themed
concerts, as reflected in his choice of repertoire. Alongside the Delius Cello
Concerto were works by Balfour Gardiner, Grieg and Herman Sandby.
Grainger also included the work of two American composers, Natalie
Curtis and Leo Sowerby. It was from this point onwards that Grainger
attempted to frame his campaign to promote Anglo-Saxon music (as
discussed in Part One of this article) as tantamount to promoting American
music. Grainger intended to manipulate the American public’s increasing
musical patriotism to also promote ‘Anglo-Saxon’ works, such as those by
Delius, by drawing comparisons of style through deliberate programming.
The Cello Concerto received similar criticism to the Piano Concerto in its first
performance, with the main concern being a lack of balance between
orchestra and soloist. However, many critics were far more complimentary
and accepting of the work as a whole. Olin Downes of the New York Times
found that
‘Sandby played the solo part effectively, though at times overshadowed
by the orchestral background.’32

F. D. Perkins of the Herald Tribune also felt similarly:
‘The Delius concerto … has little to remind us of the league or the guild,
but seemed conservative, individual, quite melodious, but with a certain
tendency to ramble, a first impression of not particularly clear outline and
form. It seemed hardly a virtuoso piece; the solo cello appearing often to
be included in the ensemble rather than placed before its background.’33

Grainger’s arrangement of Delius’s Dance Rhapsody for two pianos was also
often heard during his ‘Anglo-Saxon Music’ lecture-recitals through the
1920s, across many small towns in the North-East of America. The lecturerecital at the Schubert Club of Schenectady, New York on 16th April 1926
was particularly well received. It was suggested in the press the following
day that the town should instigate an annual Grainger festival. This was
apparently not a suggestion to everyone’s taste; a local newspaper reported
that
‘at least one prominent citizen, in case the festival is established, will move
to Bethlehem, Pa., where the Bach Choir holds a festival more to his
liking’.34

Throughout the Delius campaign, many of the Delius works that Grainger
premiered were met with criticism for their apparent lack of ‘purpose’ and
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direction. Perhaps the rhapsodic and immersive nature of the works – the
very elements that first attracted Grainger’s interest – were not suited to the
American tastes of the time.
While many of the reviews of this campaign, presented above, display
a rather negative critical response, there are also perceptible changes in
reaction of Delius. Initially his music challenged its listeners, who may
have anticipated atonalism or modernism, but instead received something
altogether different, yet still not entirely to their liking. By the mid to late
1920s Delius’s music had become less remarkable. Grainger helped to
provide critics with an easily recognisable framework against which to
view the works by closely aligning them with ‘Anglo-Saxon’, and therefore,
by extension, American music.
Following Delius’s death in 1934, Grainger moved from being a
practical advocate to a bitter commentator on the lack of interest in Delius’s
music in the US. As with so many of Grainger’s endeavours, he found
himself struggling against a public who did not appreciate nor understand
the things he felt to be of great artistic worth. Initially, he felt Delius’s music
was not understood stating:
‘the public response to the Delius works [was] all that could be expected
… Delius is the Bach of his era, or the musical Walt Whitman of his era;
we cannot expect a Meyerbeer or R. Strauss response to such music.’ 35

However he later went on to blame not only the ‘incompetence of choruses
and the ignorance of choral conductors’ but ‘the American musical public’
at large, who he believed to walk ‘in almost total darkness’ for their lack of
attention and appreciation of Delius.36
Although the press responded with general negativity, there are other
ways to measure impact. One could look at records of the sale of scores,
yet, during the crucial first years of this campaign, there were simply no
Delius scores available in America. The First World War made exporting
sheet music extremely difficult, as much of Delius’s music was produced
by German publishers, and one ship carrying a number of scores from
England to New York was sunk while crossing the Atlantic.
One could track how frequently orchestral repertoire is performed,
and for this purpose, Kate Hevner Mueller’s study of twenty-seven major
American symphony orchestras, compiling an expansive catalogue of
performance repertoire across the US from 1842-1970 is of use. Yet the
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catalogue is only representative of certain well-established orchestras, and
most of Grainger’s performances do not appear in it. (Nevertheless, data
from this catalogue shows only 248 performances of Delius across the 60
years of 1909-1969, and of those, over 20% were of The Walk to the Paradise
Garden. For comparison, Sibelius had over 1,200 works heard in the same
period.)37
However, Delius has often been championed by influential people, yet
even the comparatively widespread advocacy of his music in England
appears to have struggled to maintain any long-term public appreciation.
As many people have written within these pages (including Lyndon
Jenkins’s chronicle of the many conductors willing to ‘break a lance’ for
Delius over the years38), Delius’s music has never found a permanent place
in the repertory without sustained and devoted promotion by individual
Delius champions. If this is the outcome of a much wider and more
powerful Delius ‘campaign’ across the twentieth-century United Kingdom,
it is perhaps unsurprising that Grainger’s small campaign in America
should have had such little influence.
In the lack of success of Grainger’s ‘Delius Campaign’ there is arguably
an element of bad luck. Scores were rarely available (and those that were
available were expensive) and one of the greatest periods of interest
coincided with the First World War and the many social and logistical
obstacles this created. But perhaps the music of Delius will always need a
champion. It certainly found one in Grainger who put a great deal of time
and effort into the promotion of this music. Grainger wrote of their
friendship, in his ‘blue-eyed English’:
(I feel) we both helped each other more than the world will ever know.
We alone (of all the tonebirthers known to me) were foreshadowers of farahead British-German-Nordic togetherworkth. We alone drew our
soulfood from the Colonial world (the old Colonial world of the sags, the
new Colonial work of the Nordic theeds [nations]). We alone were
heathen (god-naysayers) yet wistful, pityrich & sorrowsharing. We were
the art-twins of our timestretch [era].39

Sarah Kirby
Paul Chennell reviews Grainger the Modernist on page 67.
1

Grainger, letter (holograph) to Delius, 2nd December 1915, Reg. no. 02.0114, Grainger
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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 1915.
July 1915 found Delius and his wife high in the Norwegian mountains on
the Nordfjord, ‘the war a very distant echo’, as Lionel Carley remarks in
Volume Two of his Delius: A Life in Letters.1 They were obliged to move
about the country to find good weather, and spent a week in Christiania
before leaving Norway. Delius wrote to Philip Heseltine on 16th July,
telling him they had decided to come to Norway rather than Cornwall, and
adding that they had a rough crossing over the North Sea.2 From Norway
they travelled in October to Denmark to see their friends Elizabeth and
Einar Schou, at Palsgaard, Juelsminde. After this visit and a brief stay in
London, the Deliuses returned to Grez on 20th November, wishing to
remain at home for the duration of the war. Delius had written to Grainger
in September with many thanks for Grainger’s efforts to promote his music
in the USA. Delius told his friend about their stay in the mountains and
how beautiful the autumn countryside was. He also mentioned that he
wanted to cross the Atlantic but promised to wait until Grainger could
assure him it was safe to come to the USA.3 In the Autumn Grainger
continued to give several first performances of Delius’s music in the USA.
Later in November, once Delius had returned to Grez, he wrote to
Philip Heseltine in reply to a letter from his young friend dated 16th
November. Heseltine had written to say how much he had enjoyed seeing
Delius in London and mentioned that he had recently spoken to D H
Lawrence who was disillusioned with England and was about to travel to
the USA with the intention of living in Florida. Heseltine wrote to ask if it
would be possible for Lawrence to live on Delius’s orange plantation.
Delius replied suggesting that the plantation was remote and that living
there would be expensive. He recommended moving to one of the small
towns in California which has a fine climate and much sunshine.4
In December 1915 the Deliuses stayed for a fortnight with their friends
Henry and Marie Clews in the Clews’ beautiful home in Paris. On 21st of
that month, Delius wrote to Philip Heseltine urging him not to travel to
America or Tahiti since they were not suitable places for developing his
musical career.5 This is one of many letters in their correspondence where
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Nordfjord, Norway, where Delius spent July 1915

Delius gives Heseltine advice about the direction of his musical career. If
he does not want to be a composer he should write about music – be a writer
on music rather than a critic.6
Paul Chennell
Delius: A Life in Letters, Lionel Carley, Scolar Press 1988 p146
Ibid p152
3 Ibid p153
4 Ibid p155
5 Ibid p157
6 Ibid p157
1
2
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OBITUARIES
EVELIN GERHARDI (1909-2015)
From Lionel Carley
It is with sadness that we record the peaceful death of a true friend of the
Delius Society, Evelin Gerhardi, of Lüdenscheid, Germany, who left us on
30th July at the great age of 106. In Evelin, we have lost the last living link
to the two people she always referred to as ‘Uncle Fred’ and ‘Aunt Jelka’.
Evelin was the daughter of Dr Karl-August Gerhardi and the niece of
artist Ida Gerhardi, both of them intimates of Delius and his wife. She led
a widely-travelled life, and many of the more senior members of the Delius
Society will have enjoyed the company of Evelin and her sister, Delius’s
goddaughter Malve Steinweg, in the course of their several visits to Britain
in the 1970s and 1980s. The sisters would be welcome guests in the homes
of Delius Trustee Norman Millar and his wife Sidonie Goossens; former
Society president Felix Aprahamian; writer Derek Hudson and his wife
Yvonne O’Neill, daughter of Norman; as well as the present writer, together
with many others.
For Evelin’s reminiscences of her stay with the Deliuses in Grez for
much of 1932, see DSJ 52 pp 4–9; and she discusses with Stephen Lloyd the
friendship between Ida Gerhardi and the Deliuses in DSJ 101
pp 3–8.
The Delius Trust wishes to record its gratitude to Evelin Gerhardi for
her frequent advice and for her freely-given work in transcribing so many
of the letters to the Deliuses from German correspondents, a task to which
she generously devoted much of her time over a number of years. The
Trust and the Society have lost a treasured and engaging friend, and we
send our deepest sympathy to her family.
Lionel Carley
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Photo: Hans Peter Dieterling
Evelin Gerhadi in 1979, with the picture of her as a child by her aunt, Ida Gerhardi
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From Jerry Rowe: A personal recollection of her later years
Evelin Gerhardi’s long and eventful life ended peacefully on July 30th at
the age of 106. I knew her only in the penultimate decade of her long life,
but maybe others who knew of her active and enthusiastic support of the
Delius Society earlier will have more to tell.
My first meeting with Evelin was in Lüdenscheid in 1995, in her 86th
year. I had recently embarked on some research into her Aunt Ida’s artistic
career in Paris and her long association with Jelka Rosen, then also with
Frederick Delius, who married Jelka in 1903.
Though born in Hagen and brought up in Detmold, Ida and her
brother Karl-August both began their studies in Munich before going
separate ways – she to Paris and exciting years at the forward-looking
Académie Colarossi, he soon to set up in general practice as a doctor in
Lüdenscheid, the community he served for the rest of his life. In their later
years and in poor health, his mother, then Ida, and his younger sister Lilli
all returned to the town and to his care, and of course his own three
daughters were all born and brought up there.
Having decades earlier known another family in Lüdenscheid, and
still in touch, I had been intrigued to learn of the Gerhardi family history.
Richard Kitching, who accompanied me on two of my visits, had already
met Evelin and her sister Malve, and knew of their keen interest in the
Delius Society. They had been members for many years and were an
invaluable source of information about Ida’s career and provided much
background detail to her life and work in Paris in twenty years over the
turn of the century. Between the two of them, Evelin and Malve were
seemingly faultless in their recall of events in those years, and they were
quick to dispel any misconceptions about the relationship between Ida and
Jelka, and with Delius. For instance Evelin was adamant that Percy
Grainger had been quite wrong in stating that Ida and Jelka fell out over
Delius: she sent me a copy of a letter from Grainger to Cyril Scott dated
December 1951, in which he eventually had to retract that assertion:
‘I sometimes think I make the ignorant statements I hazard in order to
have my misconceptions set right – as when I wrote in the Australian
Music News that Ida Gerhardi and Jelka Rosen quarrelled over Frederick
Delius & got a resentful letter from Jelka saying that the curious thing was
that she and Ida Gerhardi had never quarrelled over F.D., altho’ both were
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in love with him, & that it was very naughty of me to make such
misleading statements in print.’

Evelin had, of course, spent some months at Grez in 1932 helping out in the
household. Delius was by then in the last stages of his illness and Jelka was
herself unwell, desperately tired from ministering to him; but Evelin had
learned much about her aunt’s life and the vicissitudes of her career during
her stay.
Evelin and Malve welcomed my interest in Ida’s paintings and it was
a privilege for me to see so many original works in their homes. Apart from
the few pieces that were on show in Lüdenscheid’s art gallery, the sisters
made arrangements for Richard and me to visit Ida’s archive in Münster,
where we saw a number of paintings that were not on show in the Gallery,
especially portraits, which had been a primary source of income for Ida in
Germany as well as in Paris. In Münster I was also able to meet with
Annegret Rittmann, whose recently published, fascinating book of Ida’s
letters I had been studying at home with the help of a German friend.
Evelin and Malve had read the work already and made sure to apprise me
of any small errors in the text, of which there were inevitably one or two.
Over the next few years my visits to Lüdenscheid proved always to be
fruitful and always a pleasure. The sisters were most hospitable and I was
able to observe how they managed their lives day to day. Malve suffered
severely from arthritic knees and could only walk with the help of a
Zimmer frame. Evelin, though the elder, used to cross the centre of the
town on foot daily and in all weathers to minister to her. This could have
been no easy walk sometimes: Lüdenscheid is quite high and hilly, and
regularly snowbound in winter, but she had always been active, continuing
to play tennis into her eighties. Whilst she had lived and worked abroad in
earlier years, and later in the West German administrative capital in Bonn,
Malve had married and raised her family in their home town, but sadly
became a widow at the early age of 60. So it was to Lüdenscheid that Evelin
eventually returned. Both sisters were very proper and courteous, Malve
perhaps the more conservative-minded, but Evelin had a great sense of
humour and I heard that she was subjected to occasional teasing from our
President. She loved to meet new friends or hear news of old ones, and
over several years I received letters from her giving family news or
enquiring about my activities, always including some interesting, often
perceptive comment. Once I had mentioned seeing the wonderful Cézanne
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exhibition at the Tate in London and this prompted a most interesting
response (9th April 1996):
‘Years ago Malve and I saw an exhibition of the young Césanne [sic] –
either at the Tate or the National Gallery, I don’t remember. That was
quite extraordinary. You should never have thought that those paintings
were by Césanne – they were rather crude and wild. ... I am sure that Aunt
Ida must have seen paintings by Césanne but I cannot remember that his
name is mentioned in one of her letters. … Speaking of shades in colours
in the portraits of both Césanne and Aunt Ida I remember a critic writing
about [Ida’s picture] ‘The Chanteuse’: “Has anyone ever seen purple or
green in the faces of women?” – or something to that effect. One can
notice such shades only by looking at the portrait at a distance of a few
inches. From a distance it looks quite natural. Moreover the chanteuse
was not a young woman with a complexion like peach, was she?’

As it happens, this colour mix had caught my attention in the small selfportrait of 1904 among several larger pictures in Malve’s house. I must have
remarked on it when admiring the work, which remains a favourite. (Also
in the same room is the much larger portrait of Delius in cricketing gear, a
very fine piece indeed.) Finally in a PS to the same letter, Evelin, never one
to miss an interesting detail, offered
‘the painting on the stamp is by Max Pechstein, who belonged to the
artists of the “Brücke”, like for example Heckel and Kirchner.’

While in Germany I had been also educating myself a little more about the
Brücke and Blaue Reiter groups and later Expressionist art.
The last time I saw Evelin in Lüdenscheid she seemed tired and, for
the first time, I noticed some hesitancy over her words in both languages.
It seems dementia gradually overtook her, but she was cared for mostly in
her own home, loyally supported by Malve’s sons.
In a happier meeting two or three years earlier, during what I think
was her final visit to London, Richard and I took the train to Town and we
stood Evelin and her hostess a nice lunch off Marylebone High Street,
catching up on news of Lüdenscheid and of other Delius members in
Germany. We talked also of families and friends, and of jolly Society jaunts
abroad. On one occasion I remembered with amusement, after Kiel Opera’s
noble staging of The Magic Fountain in June 1997, I had noticed Evelin and
Felix Aprahamian sitting quietly together a bit away from the hubbub of
post-performance drinks and chat. She told me later they were each
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bemoaning the mass of letters they received and how long it took at their
age to answer them all. Nevertheless she always responded to my queries
in good time and with great care and I shall always remember her grace and
kindness with affection.
Jerry Rowe


From Hans Peter Dieterling
In the last 40 years Frau Evelin Gerhardi has been not just a fellow Delian
and a most interesting speaker on the life of Delius (especially his last
years), but also a great personal friend.
When my wife and I joined the Delius Society at the beginning of the
seventies I was keen to find out whether there were other members of the
Society in Germany. From the former secretary Estelle Palmley I obtained
the address of the late Frau Marie-Louise Baum of Wuppertal-Elberfeld
who had been a member of the Elberfeld Choral Society and, at the turn of
the century, had sung in several Delius works (such as Eine Messe des Lebens,
Koanga, Appalachia and Songs of Sunset) under the well-known conductor
Hans Haym. It was Frau Baum who put us in touch with the very friendly
Gerhardi sisters (Evelin Gerhardi and her sister Malve Steinweg). From
then on we regularly met either in Wuppertal-Elberfeld, our home town
Stommeln (near Cologne) or Lüdenscheid (Westphalia) where the Gerhardi
family has lived for generations. Those meetings were always wonderful
events, particularly when Frau Baum talked about her choral experiences
with Hans Haym. Frau Baum was not sure whether she had met Frederick
Delius when he stayed in Elberfeld for a concert performance of Eine Messe
des Lebens in 1909. But of course Evelin was able to tell us many of her
memories from her stay in Grez-sur-Loing, where she had lived for nearly
a year in the household of ‘Aunt Jelka’ and ‘Uncle Fred’ Delius. She told us
how she had read detective stories to Delius, and talked of the various
guests who visited him.
Until the end of her professional life (in the Federal Ministry of
Agricultural Affairs) Evelin lived in Bonn, the former capital of the Federal
Republic of Germany. There for many years she was a member of the Bonn
Municipal Choral Society; she often told us about the choir’s projects and
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Photo: Hans Peter Dieterling
First meeting of the Gerhardi sisters Malve Steinweg (left) and Evelin Gerhardi (third of
right) with Marie-Luise Baum (middle with light coat) and guests.
Wuppertal-Elberfeld 1976

concerts (which regrettably did not include any works by Delius) under the
baton of Volker Wangenheim and other conductors.
After her retirement Evelin moved from Bonn to Lüdenscheid to be
near her sister and family. We regularly met the Gerhardi sisters there, and
always enjoyed seeing Ida Gerhardi’s many fine paintings, especially the
beautiful portrait of Evelin as a child, and her painting of Frederick Delius,
as well as many more pictures from her Paris years. We were delighted that
our old friend Lionel Carley was able to join us on several occasions in
Lüdenscheid, Stommeln and other parts of Germany.
There were many Delius performances, particularly the operas, in
Germany around this time. Together with the Gerhardi sisters we attended
A Village Romeo and Juliet (under Christian Thielmann) in 1985 in
Düsseldorf, having seen the young Barbara Bonney in the same opera in
Darmstadt in 1981. The Gerhardi sisters went with us to Bielefeld to see
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Fennimore and Gerda in 1988 and Eine Messe des Lebens in 1990. Several opera
productions took place at Kiel Opera House, the dramatic advisor there,
Andreas K W Meyer (now Opera Director in Bonn), being a keen Delian.
Evelin travelled with us to see A Village Romeo and Juliet there in 1994, The
Magic Fountain in 1997, and Fennimore and Gerda in 2000. Also in 2000, we
went with her to Trier, to attend a performance of Margot la Rouge. The
audience (which included Lionel Carley and Roger Buckley) was treated to
a talk from Evelin, describing her years in Grez.
In 1982 Evelin and I were guests of the Delius Festival in Stoke-onTrent where we met with Eric Fenby.
Evelin and Malve came to us to attend a performance of Paris in the
Cologne Philharmonie, where Sir Charles Mackerras conducted the
Cologne Radio Symphony Orchestra. Both ladies were delighted to see Sir
Charles again as they had met in Zürich in 1980 when he conducted A
Village Romeo and Juliet there.

Evelin Gerhardi in 1982 at the Delius Festival, Stoke-on-Trent, with Eric Fenby and his
wife and members of the Delius Trust and Society
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Particularly memorable was Evelin’s attendance at the performance of
Eine Messe des Lebens in Bonn in 2002. Sometime before I had joined the
Philharmonischer Chor der Stadt Bonn, which was rehearsing that mighty
Delius composition. When I told the director Thomas Neuhoff, that Evelin
Gerhardi not only had personal recollections of Frederick Delius but had
also been a former member of that same choir, he was very keen to have her
there as a guest of honour. The night before the performance Evelin gave a
talk about her recollections. Incidentally, Friedrich Nietzsche, the author of
Also sprach Zarathustra (from which the text of Eine Messe des Lebens is taken)
was a student at Bonn University and sang in a concert choir that could
have been the predecessor of the Philharmonischer Chor der Stadt Bonn.
Evelin’s 100th birthday on 6th June 2009 was of course a great event,
with many relatives and friends visiting to give their congratulations.
Her last years were spent quietly. As she was no longer able to live
alone at home without help, she moved to a home for the elderly. People
who knew her said that she was always very friendly towards the people
who cared for her. On 30th July 2015 (about six weeks after her 106th
birthday) she died in Lüdenscheid.
We shall always remember her with affection. Evelin’s relatives,
particularly her nephews Klaus Steinweg and Wolfgang, are very keen to
keep alive the remembrances of the Gerhardi family, and have helped to
organize several very high profile exhibitions of the paintings of Ida
Gerhardi and other artists of that time (including Jelka Delius).
Hans Peter Dieterling
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ROBERT WRIGHT (1934-2015)
Robert Wright, a founder member of the Delius Society, died earlier this year aged
81.

Photo: Nigel Brown

Robert Wright was born, brought up and lived the whole of his life in
Dudley, close to Birmingham. He had a keen interest in classical music and
was an early member of the trombone section of the National Youth
Orchestra, and also studied music at the Birmingham School of Music
(which later became the Birmingham Conservatoire).
However, he spent most of his life working in the health service. From
an early age he had a keen interest in the music of Delius and it was no
surprise that he was one of the founding members of the Society on the
hundredth anniversary of his birth in 1962. Robert was a keen attender of
meetings of the Society in London up until the late 1990s when failing
health led to his decision not to travel very far from his home in Dudley.
He maintained close contact with many members of the Society; in
particular he made frequent phone calls to Robert Threlfall and these calls

Robert Wright in November 2014
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were always enlivened by thought-provoking discussions of music and not
only that of Frederick Delius.
I had the privilege of knowing Robert since he responded to a letter of
mine about the neglect of English music, which was published in the
Gramophone in the early 90s. His knowledge of classical English music
was second to none and it was always a real pleasure to hear him recall
some of the concerts he went to in the 1950s onwards, often with the City of
Birmingham Symphony Orchestra.
The last year of his life was spent in a nursing home in Dudley and in
the last month his health began to deteriorate quite rapidly. He passed
away peacefully in August, in his 82nd year. His funeral was on 9th
September.
David Green
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BOOK REVIEWS
CHARLES MACKERRAS

Edited by Nigel Simeone and John Tyrrell
Boydell Press 2015 pp 298
ISBN: 978-1-84383-966-8
£25.00
By the time of his death in 2010 at the age of
84, our late Vice President Sir Charles
Mackerras had achieved widespread
recognition, recorded extensively and
developed into a conductor of major
international significance. In addition to
areas in which he already had forged a
distinctive profile (Janáček, Mozart,
Handel, Sullivan) he revisited – and rethought – much of the standard repertoire.
The last 30 years were particularly
momentous in that so many cherished
projects came to fruition:
not only the
Janáček operas, but the Gilbert and Sullivan
series, the Mozart operas, the two
Beethoven cycles, other projects with the Scottish Chamber Orchestra
(Schumann and Brahms at Edinburgh; the outstanding late Mozart) and at
the Royal Opera House and the Met. Unspoilt by fame, and undeterred by
personal tragedies and increasing physical frailty, he remained productive
and inventive: for him music-making, whether with world-class singers
and orchestras or with students, was a kind of joyous oxygen that kept him
going right to the end.
A detailed account of his life is complemented by contributions from
performers and scholars who worked closely with Mackerras, as well as
interviews with his family. The book is richly illustrated with photographs
and documents, and includes a comprehensive discography compiled by
Malcolm Walker, along with listings of many of Mackerras’s concert and
opera performances. While Sir Charles’s whole life is considered, emphasis
is given to his final quarter-century, a period in which so many important
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projects were realized. This book celebrates and epitomizes an exceptional
life.
In their Preface Nigel Simeone and John Tyrrell accurately and fairly
describe this volume as follows:
‘This book is neither a conventional biography, nor is it a symposium, but
it aims to combine elements of both: chapters on periods in Mackerras’s
career are interwoven with more specialised essays and shorter
contributions which aim to illuminate his approach to music-making from
those who saw it at close quarters.’

The book is at its best when Mackerras’s character and approach to music
are analysed and described. There is some repetition in the text as certain
productions and events are spoken of by various contributors. One of the
most moving chapters The Lion: Charles Mackerras; is contributed by Patrick
Summers who speaks movingly of their friendship.
Sir Charles Mackerras was a Vice President of The Delius Society from
1991 to his death in 2010. He spoke at a London meeting of the society in
1991 on a number of topics including the making of the soundtrack for the
film of A Village Romeo and Juliet, in Vienna with the ORF Symphony
Orchestra, the notorious ENO production of Fennimore and Gerda, and his
recordings of both the Violin Concerto and the Double Concerto with Tasmin
Little and Raphael Wallfisch.
This book begins with a Prologue written by Janet Baker who recalled
that: ‘In performance, there were always treasured moments of utter magic
with him.’ Dame Janet Baker says that the last of these she experienced was
at the memorial service for Richard Hickox in St Paul’s Cathedral.
Mackerras and his orchestra performed The Walk to the Paradise Garden
which set the mood for the service wonderfully. In a memoir written by
John Stein, a co-founder and leader of the WNO Orchestra, also included
here, he remembers that listening to recordings was important to
Mackerras. When they recorded Delius with the orchestra Sir Charles
listened to the performance after a session, but then he would also listen to
Beecham. There was always something to learn from Beecham whose
editing often provided a solution to a problematic passage. John Stein
recalls how Mackerras also liked to look at early editions and early
recordings, particularly listening out for portamento in the strings. Stein
recalled that: ‘Portamento fascinated him, and I’d often show him different
fingerings so that it didn’t sound like a caricature.’
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In a tribute to Sir Charles Mackerras given by Lyndon Jenkins and
Malcolm Walker at a London meeting of the Delius Society in September
2010, the speakers recalled that one of Mackerras’s great strengths was his
ability to deputise at short notice for other conductors. This meant that he
had great success with recordings when others had to pull out at the last
minute. That was of great help to the recording companies he worked for.
He was honest, hardworking and sometimes blunt. He was, they
suggested, not always popular with colleagues.
This book is beautifully produced, and contains many fascinating
illustrations. In general the volume is well laid out, although the decision
to include various short contributions from eminent musical practitioners
is rather unusual in that they are printed in different typeface to the
majority of the text on the page – providing an eccentric distraction. It is
pleasing that there appear to be very few typos and inaccuracies in this most
welcome book. Overall this is a most attractive, informative and enjoyable
tribute to a great musician.
Paul Chennell
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GRAINGER THE MODERNIST

Edited by Suzanne Robinson and Kay Dreyfus
Ashgate 2015 pp 286
ISBN: 978-1-4724-2022-0
£65.00
Unaccountably, Percy Grainger has
remained on the margins of both American
music history and twentieth-century
modernism. This volume reveals the wellknown composer of popular gems to be a
self-described
‘hyper-modernist’
who
composed works of uncompromising
dissonance, challenged the conventions of
folk song collection and adaptation, revised
his concept of the modern orchestra,
experimented with ‘ego-less’ composition
and designed electronic machines intended
to supersede human application. Grainger
was far from being a self-sufficient maverick
working in isolation. Through contact with
innovators such as Ferrucio Busoni, Léon Theremin and Henry Cowell;
promotion of the music of modern French and Spanish schools;
appreciation of vernacular, jazz and folk music; as well as with the study
and transcription of non-Western music, he contested received ideas and
proposed many radical new approaches. By reappraising Grainger’s social
and historical connectedness and exploring the variety of aspects of
modernity seen in his activities in the British, American and Australian
contexts, the authors create a profile of a composer, propagandist and
visionary whose modernist aesthetic paralleled that of the most advanced
composers of his day, and, in some cases, anticipated their practical
experiments.
This book contains contributions from sixteen writers, whose subjects
range from Grainger and folk music and more unusually the Hispanic
Grainger, or Grainger and the music and culture of Polynesia. This
collection of essays has then a very wide range, and is contributed by a
number of familiar and unfamiliar Grainger scholars, the most eminent of
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which is surely Kay Dreyfus who has been enlightening us for many years
now on this composer.
We are told in the introduction that
‘…the following chapters “de-bunk” the customary idea of Grainger as a
lone individualist through a reappraisal of his social and historical
connectedness. Whereas so often Grainger’s vast personal archive has
been marshalled in support of the exposition of Grainger himself, it holds
the keys, first, to examination of Grainger’s interactions with ideologies,
philosophies and trends of his time, as well as with people and public,
and second, to a more objective assessment of Grainger’s claims for
himself. The “all round” man demands our “all round” attention.’

When we consider the friendship between Grainger and Delius we should
not let Grainger be defined as merely a composer who arranged folk music,
which can tend to relegate him merely to inclusion in the group alongside
Bantock and Holbrooke, whose reputations were in decline after the First
World War. Grainger, Dreyfus and Robinson believe, should be regarded
as a modernist, alongside Henry Cowell and Charles Ives, and who
admired Arnold Schoenberg. Certainly Grainger saw himself as an
innovator in music. In many ways Delius was also an innovator in that he
developed musical form in which to house his musical invention and
constructed his harmonic language into a sophisticated creative means of
musical communication. Surely in 1910 or 1915 both Delius and Grainger,
in their separate ways, would be regarded as rather avant-garde by many
listeners in the audience. In the introduction to their book, Robinson and
Dreyfus remark that
‘incontestably, Grainger understood himself to be a modernist and should
be evaluated as much for his self-naming as for his exemplification,
however apparently compromised, of compositional radicalism.’

In his chapter entitled A Treat Equal to Wagner – Grainger’s Interactions with
the Music and Culture of Polynesia, Graham Barwell tells us that Grainger had
a life-long enthusiasm for the culture of the peoples of the Pacific. He was
interested in the music and other cultural aspects of this part of the world.
Grainger told Delius in a letter from 1909 that he was enthralled by Maori
carvings, houses, canoes, weavings, and tattoo patterns. Grainger thought
this interest in ‘primitive’ music and culture informed his role as a ‘hypermodernist’ composer.
In her chapter A Natural Innovationist – Percy Grainger’s Early British
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Folk Song Settings Dorothy de Val states that Grainger regarded Grieg as a
prophet of modernism at least with regard to harmonic language of some
of his music. Andrew Hugill also suggests, in his chapter on Percy Grainger
– a Pioneer of Electronic Music, that the roots of Grainger’s modernism lay in
romanticism. This interest in modernism came about because Grainger was
familiar as a youth with the music of Grieg and Chopin, both of whose
forward thinking inspired him.
In his chapter Grainger and the Performativity of Folk Song, Graham
Freeman has much to say about the approaches of Grainger and Béla
Bartók. They both agreed with the conviction that it was only through
attention to the most minute details of the performance of folk songs that
one could get any sense of the complexity of the music. However, they
differed both in methodology and motivation with regard to folk song
transcription. Apparently Bartók was more austere in his approach to
transcription than Grainger. In a reply to Grainger’s article Melody Versus
Rhythm in The Music News (Chicago) September 29, 1933, p9, included in
Béla Bartók Essays, edited by Benjamin Suchoff p 224, where Grainger speaks
about rhythm and melody, Bartók points out that he has identified two
kinds of rhythm – parlando rhythm and a strict dance-like rhythm. Bartók
believes these both appear together in the greatest music – in J S Bach, for
example.
If this book succeeds in raising more interest in the music of Grainger,
that will be a good thing. There is still the feeling amongst some critics and
musical commentators that he was somehow a naïve eccentric musician,
whereas on the other hand the authors included in this volume are helping
to encourage us to take Grainger more seriously as a musician. Whilst his
non-musical ideas may always seem distasteful and out of date now, this
book is at its best when concentrating on Grainger’s musical thinking. We
are asked to consider topics often barely looked at by other writers. This
study is in fact attractively presented and should send us back to the music
to review it in the light of this new challenging scholarship.
Paul Chennell
Readers may also be interested in Sarah Kirby’s article on Grainger’s promotion of
Delius’s music in the US on page 39.
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CONCERT REVIEWS
DELIUS AT DORCHESTER
Dorchester Abbey
24th and 25th May 2015

This year’s English Music Festival, now in its ninth season at Dorchesteron-Thames, near Oxford, featured two fine performances of Delius. A
morning concert (always a civilised time to hear music) on Sunday 24th
May included the String Quartet, complemented in typically enterprising
fashion by Sterndale Bennett and George Butterworth. The performers
were the youthful Villiers Quartet, and I thought they gave an excellent
account of the Delius, a work that is still unjustifiably ignored by string
quartets. The players showed a firm grasp of structure and idiom and gave
full rein to Delius’s pungent harmonies. My only reservation was that the
tempos were occasionally a bit pushy and needed to give the music more
of a chance to expand, particularly in the wondrous slow movement where
the swallows definitely flitted rather than glided through the skies. For me,
it just missed that poignant sense of other-worldliness. But overall it was
an enormously satisfying and subtle rendition of the work, reminding me
just how close Delius comes to Ravel in some passages: I’m sure he must
have heard the Frenchman’s 1903 masterpiece at some point during his
Paris years.
The following afternoon, the Chamber Ensemble of London gave a
magical account of the Légende in a skilful arrangement for string orchestra
by Clive Jenkins, with the group’s leader, Peter Fisher, as the soloist. The
latter put the audience under a spell with his imaginative and eloquent
playing. ‘I’ve never heard that before – isn’t it a marvellous piece?’ I heard
someone in the row behind me saying afterwards: yes it is, especially when
played with such deep sympathy and feeling for the idiom.
I urge fellow Delians who haven’t yet sampled the English Music
Festival to give it a go next year. Whether or not any Delius is performed
(and he does crop up most years) it still offers a huge range of English music
over a four-day period, most of it well off the beaten track and drawn
mainly from the golden age of the late 19th and early 20th centuries. People
often grumble that English music is seldom programmed and its extensive
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repertoire left unexplored – well, a lot of it is there for the hearing each
spring in Dorchester-on-Thames ...
Paul Guinery


THE GERMAN SOCIETY OF PENNSYLVANIA

The Delius Society Concert
Delius: Sonata No 2 for violin and piano (adapted for viola by Lionel Tertis)
Bridge: Two pieces for viola and piano
Michael Djupstrom: Walimai (winner of the 2012 Delius International
Composition Prize)
Delius: Sonata No 3 for violin and piano (adapted for viola by Lionel Tertis)
Rebecca Clarke: Sonata for viola and piano
Ayane Kozasa viola
Michael Djupstrom piano
On a very hot 31st May, Michael Djupstrom, piano, and Ayane Kozasa,
viola, thrilled the audience at the German Society of Pennsylvania in a
programme of Delius, Frank Bridge and Rebecca Clarke, plus Michael’s
2012 Delius Prize-winning composition, Walimai. UK Delians heard this
duo perform the latter along with Lionel Tertis’s arrangement of Delius’s
Violin Sonata No 2 at The British Library in 2012. This was our first
opportunity to hear these artists, both Philadelphians.
Full viola recitals are very rare, but with the full tone of Ms Kozasa’s
instrument, one wonders why we haven’t heard her here before. Her rich
sound allowed Djupstrom to keep the lid fully up on the Bösendorfer.
Tertis’s arrangements are rarely heard today, and we were treated to stellar
performances of both sonatas.
Two short Frank Bridge pieces were also connected to Tertis, who
asked the composer for something for the ‘Tertis Viola Library’ and, in 1908,
the Pensiero and Allegro appassionato appeared. This was the first time any
of us had heard these pieces, which gave us a slight breather before the huge
Walimai, which demonstrated the virtuosity of both artists, particularly
Djupstrom who brilliantly executed the difficult piano part.
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Rebecca Clarke’s famous Viola Sonata closed the programme, and drew
a standing ovation. Surprisingly it was Ayane’s first performance of that
work.
We were surprised that music critic Daniel Webster of the Philadelphia
Inquirer was there, and wrote a glowing review in the paper on 2nd June.
It was a very rare review for any Delius Society concert, or in fact any
concert at the German Society.
Bill Marsh
The text of Daniel Webster’s review follows.
That composer Michael Djupstrom won the 2012 International Delius
Society competition speaks well for the ears of the British judges charged
with choosing a work that might be programmed with chamber music by
Frederick Delius. Walimai was the boldly contrasting focus on Sunday at
the Pennsylvania German Society when Djupstrom and violist Ayane
Kozasa surrounded his piece with gentler works by Delius, Rebecca Clarke
and Frank Bridge.
These two young artists accommodated such contrasting scores,
finding the right voice for transcriptions of Delius’s Violin Sonatas Nos 2 and
3 and Bridge’s Two Pieces, before crossing time barriers to find compelling
rhythmic adventure and virtuosic flights for both instruments in
Djupstrom’s dramatic narrative.
He wrote Walimai after reading a short story of the same title by Isabel
Allende and, though he did not attempt literal illustration, he found a
narrative and melodic flow that build to a walloping climax. Both players
sourced an array of colour and vitality that lofted the work to prominence
in this programme. Kozasa made the virtuosic writing sound deftly
proportional in the music’s shifting moods. Her sound is richly coloured,
exactly placed, and infused with urgency. The work seemed so perfectly
fitted to these instruments, it is a little jostling to know a version also exists
for saxophone. Every story has many interpretations.
Rebecca Clarke’s Sonata produced a bridge between Walimai and
Delius, reminding listeners that Delius, himself a violinist, did not ask great
technical ability or dramatic expression of his performers. His long,
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unhurried melodies and nonabrasive harmonies speak of a transitional
time. His tone painting is very Edwardian, and his natural voice pastoral.
Clarke, a violist, struck out boldly toward higher ground in her piece.
Suddenly, there were double stops, shadings and nuances, brilliant thrusts,
and a sense of excitement in the writing. Kozasa projected her quick
sympathy for the new quality of the writing and gave it strength and polish
to match its stature. The middle movement, Vivace, was the high point;
everything came together. The violist’s sumptuous sound and graceful
phrasing and Djupstrom’s carefully matched dynamics and gestures at the
keyboard defined the essence of music-making.
The recital was one of a series produced at the German Society by the
Philadelphia Delius Society. The choices traced the involvement of seminal
violist Lionel Tertis, who commissioned Bridge’s work and arranged
Delius’s Sonatas for viola.
Daniel Webster
Reproduced from the Philadelphia Inquirer, 2nd June 2015.


BBC PROMS

Royal Albert Hall, London
22nd July 2015
Mark Simpson clarinet
BBC Symphony Chorus
BBC Symphony Orchestra
Sir Andrew Davis conductor
As I stood with friends in the Arena at the Royal Albert Hall I wondered
whether, with In a Summer Garden, Sir Andrew Davis would summon up
the magic of his performance of The Song of the High Hills several years ago
at the Barbican. With In a Summer Garden Delius attempts to describe in
music his garden at Grez. In 1969 Eric Fenby wrote of this score:
‘The texture of In a Summer Garden, despite the full forces employed, has
the quality of chamber music, and suggests with exquisite subtlety the
sounds and colours of the scene.’
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As Paul Guinery and Martin Lee-Browne observe in Delius and his Music,
the score holds a special place in his output.
‘A concise but unforgettable synthesis of his style, it represents the best of
him – all contained in under fifteen minutes of music.’

Orchestra and conductor both have to be in control from the very start of
this compact score which Eric Fenby called ‘a masterpiece of orchestral
fantasy’.
There was no doubt on this occasion that the orchestra was in control.
Sir Andrew Davis is of course always a great enthusiast for this music and
succeeded in convincing us of its beauty. I greatly enjoyed the superb
woodwind and string playing in this piece, even though on occasions there
was some irritating vibrato which occasionally obscured the music.
Overall this was a glowing, vibrant performance. My impression was that
the audience really enjoyed the work, and showed their appreciation.
Next we heard Hugh Wood’s Epithalamium which, we are told in the
Proms Guide,
‘is a new cantata that delights in John Donne’s sensuous and jubilant
verse.’

Hugh Wood has said that he has known this poem for many years and has
finally been able to set it for large and small chorus and full symphony
orchestra. The Proms Guide tells us that
‘Donne’s poem … is rich in high spirits and poetic fantasy, and is
sensuously sexy and jubilant throughout.’

To succeed, the piece must ensure that the chorus and orchestra reflect these
characteristics.
Did they succeed? It certainly sounded as though the performers had
thoroughly prepared the work. As someone who does not usually enjoy or
indeed understand serial music, I was surprised how attractive the choral
performance was. It sounded at certain points as though the choir had too
many words to sing. However, every now and then both the orchestra and
choir made me sit up and take notice with unusual and attractive musical
ideas. One particular example sticks in my head when what sounded like
a throbbing accompaniment from the cellos and basses resonated in the
hall: I don’t know if this made such an impression for radio listeners.
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After the interval it was the turn of Carl Nielsen’s Clarinet Concerto in
the admirable hands of Mark Simpson. This is a virtuoso piece which
requires all the skill and artistry a clarinettist and modern symphony
orchestra can provide. It comes from the latter part of Nielsen’s career, and
the Proms Guide informs us that:
‘Nielsen once described how he wanted to “depict the instruments as
independent individuals. … I think out from the instruments themselves
– almost like creeping inside them”’.

He thought the clarinet could at the same time sound both warm-hearted
and hysterical. Soloist and orchestra seemed to greatly enjoy the work, and
if it sounded to me rather daunting, that is because I have not given it
enough time to sink in. This concerto deserved to be performed because it
is a challenge and not just because it is marking an anniversary.
The concert concluded with the Second Suite from Ravel’s ballet
Daphnis et Chloé which is his most extended composition. This work is
generally considered to be Ravel’s most impressive achievement.
Stravinsky called it ‘one of the most beautiful products in all of French
music.’ The score calls for a relatively large orchestra, including 15 distinct
members of the percussion family, and a mixed chorus, heard both off-stage
and on-stage. On this occasion all forces produced a thrilling performance,
bringing Ravel’s beautiful score to life with excellent contributions from
orchestra and chorus alike.
It was a shame that the hall was not fuller on this occasion. In
conclusion it is pleasing to think that Delius, considering the potential
audience via radio, TV, internet etc. was given huge exposure for one of his
loveliest scores in the hands of one of his finest living interpreters at the
head of a fine orchestra. If my friends are typical of the Proms audience in
the hall this evening, then Delius was reaching a significant proportion of
newcomers to this music.
Paul Chennell


Delius Society member Frank Hamill attended a concert at the National
Concert Hall, Dublin on Wednesday 18th March 2015. John Wilson
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conducted the RTÉ Concert Orchestra in a programme of ‘Essential
Classics’ which included Delius’s Summer Night on the River. Frank noted
particularly that the conductor, who is known to many through his own
John Wilson Orchestra performances of reconstructed scores from MGM
musicals at the BBC Proms, took the time to speak to the audience about the
Delius work. It was clear that he regarded it highly, also mentioning A Song
of Summer and A Song before Sunrise.
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CD REVIEWS
DELIUS VIOLIN CONCERTO

Britten Violin Concerto**
Milford The Darkling Thrush*
Philippe Graffin violin
*Royal Scottish National Orchestra, David Lloyd-Jones conductor
**Philharmonia Orchestra, Nicholas Collon conductor
Duration: 68:46
Dutton Epoch CDLX 7320
I have to admit that, of the four Delius
concertos, the Violin Concerto has never
been my favourite, and I have always
much preferred the Cello Concerto and
the Piano Concerto. This does not mean to
say that I dislike the work. On the
contrary, I have very much enjoyed
listening to the recordings of Delius’s
Violin Concerto made by Tasmin Little
and Ralph Holmes. However, this new
recording of the Violin Concerto by
Philippe Graffin and the Scottish National Orchestra conducted by David
Lloyd-Jones has given me cause to re-evaluate my attitude towards the
work.
Before actually listening to the CD, I noticed that David Lloyd-Jones
has, himself, written the liner notes for the Delius Concerto, and very
informative they are too. In those notes, David Lloyd-Jones makes two
important points regarding the performance of the Concerto for this
recording. To quote his own words,
‘Our performance of this lovely work displays certain differences
compared to those of the last thirty years, which includes recordings. A
short while ago, the Delius Trust was able to buy at auction the
manuscript (copyist unknown) of the solo line that Albert Sammons used
and marked extensively for the premiere performance. This sheds
fascinating light on Sammons’ authoritative interpretation (much
admired by the composer) and has considerably influenced Philippe
Graffin’s performance.’
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It has to be said that Philippe Graffin’s interpretation of the work is, indeed,
masterful. And it is obvious that he is in total sympathy with the style,
idiom and mood of the piece.
However, it was David Lloyd-Jones’s second point that interested me
more. A little later in his notes, he states,
‘As regards the orchestral part, an important stage occurred in 1985. In
that year the Delius Trust republished the concerto with the addition of
the editing of Sir Thomas Beecham, which they derived from his personal
copy of the full score ... It would appear that ever since, performances
and recordings have used this new score and the accordingly amended
parts.’

David Lloyd-Jones makes it clear that, although he very much respects
Beecham’s practical and stylish editing of Delius’s orchestral, choral and
operatic works, he could not fully endorse that of the Violin Concerto, saying
that there is one simple word that explains his reservations: ‘slurrings’. He
also suggests that
‘Despite his unparalleled understanding of the composer, Beecham
indulged his love of smooth textures by adding extensive slurrings, not
only to the strings but also in the woodwind parts.’

Rather than implying, as some have done, that Delius didn’t put enough
dynamics and marks of nuance in his scores, and was therefore possibly
somewhat lackadaisical by not doing so, David Lloyd-Jones makes an
interesting point regarding the Violin Concerto by observing that
‘Delius was at pains to let as much air as possible into the accompanying
orchestral parts by consciously avoiding excessive slurring of separate
notes, and this is shown in the original edition of the full score.’

I, personally, would go so far as to suggest that this may well apply to a
number of other Delius scores, but let us not digress.
I don’t possess a copy of the score published by the Delius Trust in
1985, but I was eager to see if a copy of the original 1921 publication of the
full score by Augener was still available. A quick search online confirmed
that this edition was now in the public domain and was accessible for
downloading. Upon studying the printed score, it quickly became evident
that the solo part is actually far more technically demanding than many
people imagine. Even after a cursory perusal, it also became clear that the
score was by no means devoid of makings of nuance and dynamic. Both
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the wind and string parts do contain slurrings, etc, but they are used
economically, suggesting that the composer only wrote them where he
knew that they were needed. Of course, this also suggests that, in the
passages where slurs do not appear, the composer’s intention was that a
more articulate execution should be employed. Listening to the recordings
made by Ralph Holmes, Tasmin Little, and Philippe Graffin, whilst
following the 1921 score, it became apparent that, whilst in each instance
the respective orchestras are in superb form, the performance by David
Lloyd-Jones and the RSNO seemed to have a greater rhythmic vitality and
tension with regard to the orchestral accompaniment.
David Lloyd-Jones finishes his notes by saying
‘It may be that this considerable reversion to the original edition (as heard,
for example, on the Sammons/Sargent recording) is not particularly
evident, but it is there, and we hope that the solo line emerges with greater
clarity as a result.’

I certainly found this to be the case in a large number of places in the first
and third movements of the score, but if I had to point to one example in
particular, it would be the one that David Lloyd-Jones cites earlier in his
notes. He points out that, during the lilting Allegretto section towards the
end of the work, after accompanying the solo with pizzicato strings, Delius
changes to arco, whilst still retaining separate notes, whereas Beecham slurs
the arco section. In the Augener score, the Allegretto passage in 12/8 time
begins at figure 32. At this point, the soloist begins an intricate sequence of
ornamental semiquavers against a brisk, lively accompaniment consisting
of pizzicato strings doubled by the woodwinds. It is in the fifth bar of this
passage where Delius changes the accompaniment to arco strings alone, and
it is quite noticeable in the RSNO performance how the strings, now playing
without slurs, retain their lively, dancing mannerisms, thus continuing to
propel the music forward, whereas in the other recordings the music seems
to sag and slither. Clearly Delius intended non-slurred notes in this
passage; after hearing it, and similar passages, performed in this way, there
is no doubt in my mind that this was the orchestral effect that the composer
wanted.
I am not going to suggest that this recording should now become the
preferred one above all others, but even if you already have some, or all, of
the previous recordings of this Concerto, purchase the new Dutton
recording as well. Due to the reasons described above, it certainly contains
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a more authentic reading of Delius’s score, and as such it will prove to
complement your collection admirably. The work is given a highly
personal interpretation by French violinist Philippe Graffin, who has
specialised in the music of English composers as well as his native French
composers. The recording is vivid and well balanced, and contains plenty
of depth and clarity, which allows Delius’s subtle touches of orchestration
to emerge to the full. Besides which, there are two more works on the disc
that are well worth possessing in a modern, current recording.
In recent years there has been a revival of interest in the music of Robin
Milford (1903-1959). For instance, his beautiful Violin Concerto, which
passed into obscurity after initial recognition in the 1940s, has now been
recorded on the EM Records label, as has his Suite for oboe and string orchestra
on the Cameo Classics label. The Milford work on this disc is a world
premiere recording of The Darkling Thrush for violin and orchestra, which
dates from 1929. Inspired by a poem of the same name by Thomas Hardy,
this 13-minute work conjures up a vivid picture of the English countryside
in winter. In fact, the piece has been described as a wintertime Lark
Ascending. Not only does this undeservedly neglected music make a fitting
companion for the Delius concerto, it also receives a wonderfully sensitive
performance from Philippe Graffin, full of exquisite eloquence. Indeed, the
entire performance will make you want to explore the music of Robin
Milford even further.
The final work on the disc is Benjamin Britten’s Violin Concerto,
performed by Philippe Graffin and the Philharmonia Orchestra conducted
by Nicholas Collon. For all Britten fans, a dazzling new recording of this
bittersweet concerto makes this disc a ‘must have’. Philippe Graffin’s
interpretation is one of assured power and imagination, and from the very
outset he demonstrates that he is more than capable of rising to the
immense technical and musical demands of this brilliant concerto, which in
the words of one American commentator, bursts with ‘tart wit and novel
effects’. Once again, the recording does full justice to Britten’s colourful
and, in many instances, forward-looking orchestration, which is superbly
executed by the members of the Philharmonia Orchestra under Nicholas
Collon’s commanding leadership.
Furthermore, Lewis Foreman’s
extensive liner notes provide a detailed description of the concerto and its
history. For those of you who are not familiar with the work, then this
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opportunity to become acquainted with it really is too good to miss, and is
yet another reason to buy this CD.
David J Eccott
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THE DELIUS PRIZE
David Josefowitz Recital Hall, Royal Academy of Music
Wednesday 13th May 2015
Adjudicator: Professor Jeremy Dibble
Standing in for Martin Lee-Browne who was indisposed, Vice Chairman
Chris Green welcomed the 30 or so Delius Society members in the audience
and gave a short introduction, explaining that the purpose of the Delius
Prize was to provide opportunities for young musicians to become more
familiar with the music of Delius. With the incentive of cash prizes of £1,000
for the winner, and £500 for the runners-up, there have been nearly 200
entrants since the first Delius Prize event in 2004, also held in the Royal
Academy of Music, when David Lloyd-Jones awarded first prize to David
Worswick (violin) and Neil Georgeson (piano).
The 10 entrants in this year’s competition were all required to perform
a 20-minute programme of music by Delius and his contemporaries.
Ensembles of any size can enter, but for practical reasons it is the chamber
music and songs of Delius that have most commonly been offered. In cases
where a singer or instrumentalist has an accompanist, the pair are judged
as a duo. In previous years, the preliminary round has been held privately
a week or so before the public final; this year, however, all entrants were
heard earlier that day, with four chosen to compete in the final.
The Adjudicator for 2015 was Jeremy Dibble, Professor of Music at the
University of Durham. He is a senior academic musician who has
published monographs on Parry, Stanford, Stainer, Esposito and Harty, and
is currently writing a book on the music of Delius. Those who attended the
Delius 150th Anniversary Study Weekend at the British Library in 2012 will
remember his erudite and entertaining contribution. He follows a
succession of distinguished adjudicators, including Sir Charles Mackerras,
Lionel Friend and Julian Lloyd-Webber. Assisting Jeremy Dibble, and
representing the Delius Society, was Roger Buckley, who had been
responsible for the organisation of the event.
Performing first were cellist Amy Goodwin and pianist Daniel Espie,
with an all Delius programme: the Cello Sonata followed by the Romance.
The communication and understanding between these two young players
was immediately apparent, with the ensemble outstandingly good and an
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The Delius Prize finalists 2015 with Professor Jeremy Dibble
From left to right: Thomas Ang (winner), Daniel Espie, Amy Goodwin, Jeremy Dibble,
Joseph Havlat, Joyce Chiao Yu Wu, Laura Rickard, Jingzhuo Zhang

impressive warmth of tone from both players. If there was any criticism, I
would have preferred a little more projection of the character and passion
in the music, particularly from Amy, but this was accomplished playing
overall.
Next we heard pianist Thomas Ang, who began with Eric Fenby’s
transcription of Late Swallows, before moving on to his own arrangements
of Three English Love Lyrics – songs by Bridge (My Pent-up Tears), Quilter
(Go, Lovely Rose) and Delius (To the Queen of my Heart). All were entirely
convincing as piano solo pieces; it was clear that considerable thought had
gone into each. The voicing in Late Swallows was excellent and there was a
huge range of tone throughout the programme, with Thomas displaying
real affinity with the music. There is no doubt that he is a very
accomplished musician.
We then heard the second cellist of the evening, Jingzhou Zhang,
accompanied by Joseph Haviat at the piano, in a programme of Delius and
Berkeley, beginning with Delius’s Chanson d’Autumn. Excellent ensemble
and great sensitivity was shown by both performers in this short but very
effective piece. Lennox Berkeley’s Andantino was played with line and
shape and just the occasional intonation lapse, before we once again heard
the Cello Sonata. It was clear that Jingzhou did not have quite the technical
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mastery of her instrument as was demonstrated earlier by Amy Goodwin,
but this performance had passion in spades, as well as excellent ensemble.
If asked to pick one of the two Cello Sonata performances, this would have
been my favourite despite its technical imperfections.
Rounding off the evening were violinist Laura Rickard and pianist
Joyce Chiao Yu Wu, playing Delius’s Sonata No 3. Again, the ensemble was
of a very high standard, with both players demonstrating the warmth and
variety of tone that was possible from their respective instruments. For me,
though, this performance lacked engagement but it was clear that others
disagreed!
Following a short break, Jeremy Dibble began by congratulating all the
evening’s performers, noting that it was splendid to see so many young
people finding their way into Delius’s music, which is chromatic and
sometimes difficult to interpret.
He commended Amy and Daniel on a mature reading of the Cello
Sonata, with excellent tone and ensemble, and commented on how well the
Romance – a very interesting work – had been managed. Thomas was
congratulated on his playing of Late Swallows which Jeremy thought had
come across very well – to the extent that Thomas had been able to let us
forget that it was a string quartet and believe in the piano transcription. He
praised Thomas for his flair as a performer and for his song transcriptions
which had worked extremely well; he was amused by To the Queen of my
Heart, which had had a cadenza added to it.
On Jingzhou and Joseph, Jeremy commended their sensitive dynamic
contrasts and particularly the shape of the Sonata, noting particularly
Joseph’s outstanding piano playing. He would have liked more vibrato,
however, and a greater poetic feel to the performance. Turning to Laura
and Joyce, Jeremy praised their sensitive playing whilst noting that just
occasionally the piano tended to dominate a little too much. He suggested
that they relax a little more in the folk song trio.
The first prize – a cheque for £1,000 – was awarded to pianist Thomas
Ang, with second prize – £500 – going to Amy Goodwin and Daniel Espie.
Laura Rickard and Joyce Chiao Yu Wu were highly commended, whilst
Jingzhuo Zhang and Joseph Haviat were commended. The evening
concluded with a reception and the opportunity to meet the performers.
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Thanks are due to Roger Buckley for his hard work on arranging this
event, the Royal Academy of Music staff for being willing to host it, and of
course to Professor Jeremy Dibble for his superb adjudication.
Katharine Richman
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POETRY CORNER
The following poems, by Norman Jones, are from a collection entitled
Poetical thoughts on some compositions of Frederick Delius.
Summer Evening
From Nature’s gleaning,
Capturing Beauty’s meaning,
Moonlight beaming,
Riverside trees screening,
All Bradford’s grime redeeming,
A world away, so seeming,
Here is joy a’teeming,
The right sustenance for our weaning!
A Late Lark
Singing almost in the dark?
Or late in the season?
It had its own reason.
The notes filled the sky
High above the fields of rye.
Song before Sunrise
Facet of Beauty’s guise,
The warming rays
Penetrating the haze.
Who sees with feeling
Receives Nature’s healing.
© Norman Jones
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MISCELLANY
DELIUS ANNIVERSARY MARKED IN LESJASKOG

For the third time in the last four years, Delius enthusiasts in Norway have
assembled in Lesjaskog to mark the anniversary of the famous trip to the
summit of Liahovda.
At the end of July 1923, the Deliuses were staying at their summer
cottage on the slopes above the village of Lesjaskog. This was the third
summer they spent in Lesjaskog, and the second in their own cottage,
Høifagerli. They had enjoyed sunny weeks at the start of their summer stay,
and the composer felt that some strength was returning to his weakened
legs and that the deterioration in his eyesight had perhaps been halted.
Towards the end of the month, however, poor weather set in and Delius
was more or less house-bound. His spirits were greatly improved,
however, with the arrival of Percy Grainger, who not only aided him in
completing a dance for the incidental music to Hassan, but took the
extraordinary initiative to carry Delius to the top of the hill on which
Høifagerli stood.
Jelka’s famous account of the trip relates how the composer was
carried for over seven hours to the summit and down again on a chair
bound to two poles, Percy at the front, Jelka and the serving girl Senta at
the back.
In 2015, the initiative was taken by Lesjaskog man Hans Enstad, a
stalwart of cultural matters in the community and a widely respected expert
on the nature and history of the area. Enstad’s family has lived for many
generations on their hillside farm in the shadow of Liahovda. The
Anniversary Hike was publicised through community channels and on
Sunday 26th July fifteen enthusiasts met up at the Lesjaskog Church to
begin the climb. The first stop was the site of the Delius cottage, Høifagerli,
which was replaced in 1959 by a small house better suited to the climate,
owned today by Gudrun Haraldsen Faukstad. Gudrun has behind her a
career in further education, teaching French, English and musicology. She
had prepared a fascinating and thorough talk about Delius, giving insights
not only into his Lesjaskog years, but his entire career. Her enthusiastic and
uplifting contribution was then followed by a visit inside the present
cottage, where some of the Deliuses’ furniture is still retained. This part of
the visit was carried out to the tones of excerpts from Folkeraadet
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Photo: Hans Enstad
Delius enthusiasts stopped at the site of Delius’s cottage in Lesjaskog on their way up
Liahovda. The owner of the present cottage on the site, Gudrun Haraldsen Faukstad,
delivered a talk on the composer. In the foreground we see three wooden chairs
(two red, one blue) that belonged to the Deliuses.

in the new version recorded by the Bergen Philharmonic under Andrew
Davis.
The party continued up the steep hill in overcast conditions, perhaps
not dissimilar to those experienced by Delius and his nearest and dearest in
1923. The group stopped several times to admire the view (and catch
breath!), and at those moments local musician Paul Gunnar Lien –
conductor of the community choir – was on hand to relate fascinating and
amusing anecdotes from his life as an organist. Finally at the top, another
of the party was generous with his professional expertise related to medical
matters. Doctor John Leer gave some informative insights into the syphilis
that had rendered Delius unable to climb Liahovda unaided.
Andrew J Boyle
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CD OF SWEDISH CELLIST JOHN EHDE

The Chairman has received a CD from the Swedish cellist John Ehde (who
made a very good recording of the Delius Sonata in 1997), of a miscellany
of ‘light’ pieces for cello and piano, including Saint-Saëns, Fauré, de Falla,
Elgar, Rachmaninov, Ravel, and the Delius Romance. If any Member
would like to buy it for £5 plus postage (for Society funds), please contact
the Chairman – first come, first served.


MERCHANDISE

Members are reminded that, 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.


WANTED – BOOK BY JOHN CROMBIE
Chairman Martin Lee-Browne is very keen to get hold of a copy of John
Crombie’s Chez Charlotte and Fin-de-Siècle Montparnasse (Kickshaws, Paris,
2003). If any member is able to help, please contact Martin directly
(chairman@TheDeliusSociety.org.uk).
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JULIAN LLOYD WEBBER

Congratulations to Society Vice President Julian Lloyd Webber, on his
appointment from 1st July 2015 as the new Principal of Birmingham
Conservatoire, part of Birmingham City University.
Newly appointed as Professor Lloyd Webber, he takes up his new
position as work gets underway on a new £46m home for Birmingham
Conservatoire, the first of its kind to be built in the UK for over a generation.
On his appointment, he said:
‘I am so looking forward to starting work at Birmingham Conservatoire,
which has a proud history and a massively exciting future. I have already
met many of the staff and I am now looking forward to meeting and
working with the talented students. The opportunities that lie ahead for
Birmingham Conservatoire are limitless. We will have an exceptional
new home for making music as well as access to the University’s facilities
and multi-genre expertise, ensuring our students leave with all the skills
they need for today’s music industry.’

The new £46m home for the Conservatoire will open in 2017, providing
music students with new practice and performance facilities. Julian
replaces David Saint, who is retiring after five years as Principal, during
which time the Birmingham Conservatoire has nurtured a host of talent,
including singer songwriter Laura Mvula and the award-winning
90

DSJ 158

Birmingham Conservatoire Chamber Choir, led by Principal Conductor
Paul Spicer.
Birmingham City University Vice Chancellor Cliff Allan said:
‘Julian’s appointment and the new home we are building for our
Conservatoire indicate the scale of our ambitions for our students and
what we want them to go on and achieve. I know how much he is looking
forward to getting on with the job of providing the best possible education
for our talented music students, preparing them for the ever evolving
world of the contemporary music industry. David Saint has been an
excellent Principal who leaves a powerful legacy at the Birmingham
Conservatoire, giving Julian a strong platform from which to build.’


THE DELIUS SOCIETY YOUTUBE CHANNEL

The Delius Society is now on YouTube! Set up by Society member Jayne
Strutt, The Delius Society YouTube channel contains a regularly updated
selection of Delius-related audio and video clips. Please do explore this –
simply go to YouTube and type ‘The Delius Society’ into the search box.
Recently uploaded content includes Midori Komachi playing her own
arrangement of To be sung of a Summer Night on the Water, and a beautifully
illustrated video with the Air and Dance, arranged by Eric Fenby, as its
soundtrack.


AVENTURA EN ESPAÑA
Delius Society member David J Eccott writes about how Delius influenced his
winning entry in a composing competition.
Earlier this year, I received notice that Spanish Brass, Spain’s leading brass
quintet, was organizing a composition competition for the Spanish Brass
Alzira Festival. Composers were invited to submit an original piece, no
longer than two minutes in duration, for brass quintet, (two trumpets, horn,
trombone and tuba). The competition was open to composers of any
nationality, and for works in any style. The composition had to be in the
form of a ‘micro overture’, and entries had to be submitted anonymously.
The first prize was to be 500 euros, and the second prize was to be 250 euros.
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I had previously written works for orchestra which had fared quite
well in competitions, but being a trombonist, this particular competition
was right up my street. Also, years ago, I had begun jotting down some
ideas for a piece for brass quintet, but I had never developed them into a
full-blown composition. Over the years the sketches had remained in the
back of my mind, but I now decided that this would be an ideal time to dig
them out to see if anything worthwhile could be done with them. After
some searching, I managed to locate them. The main theme for the piece
that I had proposed writing was actually a rhythmic variant of the opening
theme of Richard Straus’s Till Eulenspiegel. Apart from that, all I had were
few other ideas for the development of the theme and a few chord
progressions. Consequently, I virtually had to construct a new score from
scratch, using the material that I considered to be useful, and discarding the
rest. To my surprise, things started to shape themselves fairly rapidly, and
before long the composition was in full swing.
I realised quite early on that, for a piece of such short duration, rather
than an explosion of ideas, there had to be more of an implosion of ideas;
almost like looking through the wrong end of a telescope. For a ‘micro
overture’, the basic ingredients of drama, romanticism, and humour, etc,
had to be in place along with appropriate changes of tempo, but there could
be no room for any prolonged over indulgence. Each little episode had to
be of just the right length so as to register upon the listener, but then the
mood had to change, and the music had to move on.
Within a month I had completed the score, arriving within the
specified time limit at 1 minute, 53 seconds. In the completed version, the
Strauss theme, or fragments of it, appears in various guises, each with a
different harmonic structure, and each instrument of the quintet plays it at
some point in the piece. For a title, I initially considered Fantasia on a Theme
of Richard Strauss, but this seemed rather too grand for a two-minute piece,
so I eventually settled for A Little Fantasy Overture on a Theme of Richard
Strauss. I spent a further few weeks revising, perfecting and moulding the
composition before finally sending it off.
Spanish Brass required each competitor to send five copies of the full
score and a set of parts. They received over a hundred entries from all over
the world, and they played through every single one of them before making
a decision as to which of them would comprise the top three places. An
announcement was made on 18th June, and I was informed that my
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composition had been placed among the three finalists. On 4th July the final
day of the festival, Spanish Brass performed the three pieces, and it was
then that they made their final decision as to which of those pieces would
take first and second prize. On 5th July it was announced that my piece had
won. The second prize went to the Spanish composer Victor Valles with his
composition La Mar.
At this juncture, I wouldn’t blame the reader for thinking that this is
all well and good, but what has it got to do with Frederick Delius? Well,
when I was perusing the sketches for a brass quintet that I had jotted down
all those years ago, I noticed that, at one point, I had written a short passage
which I had marked Dolce. It wasn’t related in any way to the main theme,
and it appeared to me that I had been attempting to write some chord
progressions that seemed to have been influenced by Delius. I decided to
retain this particular little episode and expand it by building up to a climax
point centred around a rising figure on the two trumpets, which then
subsides before the pace quickens and a new episode, in the manner of a
chase, begins. The passage in question (illustrated on page 94), which
begins at the end of the 24th bar of the score, consists largely of a solo on
the horn, with the second trumpet, trombone, and tuba supplying the
accompaniment. Above that, I worked in some Delian-like figurations, of
the type often found in the composer’s woodwind writing, for the first
trumpet. At two points in the passage, the horn, followed the first trumpet,
also echo the first three notes of the Strauss theme, thus establishing a
connection with the opening subject matter. I was pleased with the way
that this little contemplative Delian episode had merged into the whole and
had supplied some contrasting material of a more reflective nature into an
otherwise vivacious score, and I would like to think that it played some part
in helping the piece along to its winning position.
David J Eccott
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An extract from the score showing the 12-bar passage containing a Delian influence
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MUSIC IN PERTH

Tony Noakes writes from Australia:
We are fortunate here in Perth to have the excellent West Australian
Symphony Orchestra (WASO), which under current conductor Asher Fisch
is getting even better. We also have a Concert Hall which is reckoned to be
acoustically the best in Australia, and has just been home to a Brahms
Festival, each of four concerts containing one symphony and one concerto.
Pinchas Zukerman gave a fine performance of Brahms’s Violin Concerto, and
the following night was joined by his cellist wife Amanda Forsyth in the
Double Concerto, a work that has always been a favourite of mine. I have
read that Delius, not usually a Brahmsian, heard and liked a performance
of it, and this led him to write his own concerto for his friends Beatrice and
Margaret Harrison.
At the end of the post-concert talk, questions were invited. One was
asked, then there was a pause, so I put my hand up and asked if the
Zukermans had thought of playing the Delius Concerto. Zukerman
immediately shot back, ‘Are you English?’ His wife seemed interested, and
said ‘That might be an idea’. Zukerman ruefully said, ‘I expect she'll make
me do it now!’ As we walked out, he said he knew Delius’s violin music,
without indicating any enthusiasm for it. Nevertheless, Delians, watch this
space. (The Brahms Festival ended with Symphonies 3 and 4, and both piano
concertos expertly played by Garrick Ohlsson.)
On a more modest scale was the concert of my music in May to
celebrate my 80th birthday: 21 songs shared by two singers, and four works
for violin and piano. I was delighted by their performances, particularly
the playing of pianist Marilyn Phillips, one of Perth’s leading accompanists
who, with my wife, helped plan and organize the event. It attracted an
audience of about 60.
For those who may be interested, some of my songs are now available
on Youtube.
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DELIUS PICTURES FOR SALE

The Delius Trust has asked us to find good homes for two pictures, and they
are therefore offered to members.
Paintings are to be collected from the Delius Trust in London.
Enquires to Martin Lee-Browne, chairman@TheDeliusSociety.org.uk.

Late Swallows, by Philip Travers,
shows Delius’s garden at Grez.
[Apologies for the quality of this
photograph.]
This
print
was
presented to Robert Threlfall on his
90th birthday. It is offered for sale at
£25.

This is a copy by Roger Bliss of the
famous portrait of Delius by Ida
Gerhardi. Offers are invited in excess
of £50.
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LETTERS TO THE EDITOR
From Bill Marsh:
It was kind of Robert Threlfall to mention me in his interview with Paul
Guinery [DSJ 157, p 16]. But I am confused a bit about what he said of his
1979 visit to Philadelphia. He and Joan were here on February 24th of that
year and stayed in a downtown hotel. I met them for lunch in a restaurant,
and then we had the piano recital at The New School of Music (the place is
long gone and merged with Temple University). I no longer lived in a city
apartment, and we certainly had no event at my house in Newtown which
is about 28 miles north of downtown Philadelphia.
Also, I have no recollection of ever obtaining anything from the
Pierpont Morgan Library in New York. I did one time get from the
publisher one of the two-part children’s songs – just which one I can’t recall.
At the time of our 25th anniversary we were able to get the
Philadelphia Electric Company (PECO) to honour us with a notice on their
Crown Lights. This ran for several days. PECO offered this to non-profit
groups at no charge! Michael Kulas went downtown to photograph this at
night – no easy task given that the lights moved around the top of the
building. I don’t think even then this was the highest skyscraper in
Philadelphia, however. [Full details in DSJ 131 p 75.]
Robert and Joan came again in 1987 and stayed with me. Robert gave
a benefit piano recital at the home of a Philadelphia Orchestra member (a
Society non-member) in Haddonfield, New Jersey.
I had known Robert since the early 1970s and visited him many times
in Wimbledon and stayed there once. I will miss him terribly.
Bill Marsh
Paul Guinery assures me that he merely transcribed faithfully what was on the
recording of the interview, no more, no less. [Ed]
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FORTHCOMING EVENTS
DELIUS SOCIETY LONDON BRANCH
Both the events below will be held at the Conference Suite, St Giles Hotel,
Bedford Avenue, London, WC1B 3GH
T: 020 7300 3052
www.stgiles.com/london-hotels/stgiles-london-hotel
(Nearest Tube station: Tottenham Court Road)
If you arrive early, please meet at the bar in Hudson’s House.
Accommodation is available at St Giles Hotel; please contact Nicholas
Cash: T: 020 7300 3229 E: nick@hudsons-house.co.uk
Following each event, members can opt to join the speakers for supper (at
own cost) at
Zizzi’s Italian Restaurant, 8 Central St Giles Plaza, WC2H 8AB
(five minutes from St Giles Hotel)
T: 020 7240 8447 E: centralstgiles@zizzi.co.uk
www.zizzi.co.uk/venue/index/st-giles

Saturday 17th October 2015 at 3.00pm
Anthony Payne: How Delius has impinged on my music
Delius Society Vice President, and distinguished composer, Anthony Payne
discusses his work, with particular reference to Delius.
We welcome Tony back for his fourth
talk to The Delius Society; this time he
will explore in detail how Delius has
influenced his own work. Interviewer
Roger Buckley will invite Tony to
speak on a number of musical topics,
including his recognition, in early
adult life, that certain aspects of
Delius’s music (themes, rhythms and
orchestration) might find their way
into his own compositions.
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The interview will include musical examples and there will be an
opportunity for members of the audience to ask their own questions.
Anthony Payne is a prominent English composer, writer and musicologist,
well known for his realisation of Elgar’s sketches for his Third Symphony, a
work that has been performed and recorded many times since it was first
heard in 1998. He has orchestrated two of Delius’s Seven Songs from the
Norwegian, and chaired the judging panel of the first Delius International
Composition Prize Competition in 2012.

Saturday 28th November 2015 at 2.30pm
The Delius Society AGM
followed by
Stephen Barlow and Michael Gieleta: Wexford Opera’s Koanga
Conductor Stephen Barlow and Director Michael Gieleta give an illustrated
talk on Wexford’s recent production of Koanga.
Please see overleaf for detailed timings.
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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.
Wednesday 22nd July at 7.00pm
Royal Albert Hall, London
BBC Proms
Delius: In a Summer Garden and works by Hugh Wood, Nielsen and
Ravel
Mark Simpson clarinet, Rebecca Bottone soprano
BBC Symphony Chorus, BBC Symphony Orchestra
Sir Andrew Davis conductor
Saturday 26th September at 7.30pm
St Peter’s Church, Limpsfield, Surrey
Beatrice Harrison 50th Anniversary Memorial Concert
Delius: Cello Sonata and works by Beethoven, Ireland, Glazunov, Cyril
Scott, and folk song arrangements by Roger Quilter, Laurence Brown, and
Herbert Hughes.
Adrian Bradbury cello, Oliver Davies piano
21st, 24th, 27th and 30th October 2015 at 8.00pm
NATIONAL OPERA HOUSE, WEXFORD, IRELAND
Delius: Koanga
Norman Garrett, Nozuko Teto, Aubrey Allicock, Christopher Robertson
Wexford Opera Company, Michael Gieleta director
Stephen Barlow conductor
Monday 26th October 2015 at 7.30pm
Music at 22 Mansfield Street, London W1G 9NR
20th century British violin and piano music
Delius: Légende and works by Thomas Pitfield, Cyril Scott, John Ireland
and Lennox Berkeley
Fenella Humphreys violin, Nathan Williamson piano
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Saturday 31st October 2015 at 7.30pm
All Saints’ Church, Eastbourne
Delius: Légende and works by Fauré and Ola Gjeilo
Eloise Prouse violin, Bernard King piano
Aanna Colls Singers and Guest Orchestra, Aanna Colls conductor
Sunday 15th November 2015 at 7.45pm
The Forum Theatre, Malvern
‘The Full English’
Delius: Double Concerto and works by Vaughan Williams and Elgar
Amy Littlewood violin, Hetti Price, cello
Chandos Symphony Orchestra
Michael Lloyd conductor
www.chandos.org.uk
Sunday 15th November 2015 at 3:30pm
FOREST VIEW EDUCATIONAL CENTRE
ARLINGTON HEIGHTS, ILLINOIS USA
Delius: Florida Suite; Mozart Sinfonia Concertante K 364
Maria Storm violin, Michael Hall viola
Northwest Symphony Orchestra
Kim Diehnelt conductor
www.northwestsymphony.org
Sunday 22nd November 2015 at 3:00pm
GERMAN SOCIETY OF PENNSYLVANIA
611 Spring Garden Street, Philadelphia PA 19123
Delius: Légende and works by Murrill and O’Neill
The Wister Quartet, Marcantonio Barone piano
Friday 4th December 2015 at 7.30pm
CARNEGIE HALL, NEW YORK
Delius: Seven Songs from the Norwegian: Evening voices (Twilight
Fancies); Delius: Love concealed
and songs by Brahms, Liszt, Quilter and Richard Strauss
Tara Erraught mezzo-soprano, Henning Ruhe piano
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2016
Saturday 30th January and Tuesday 2nd February 2016 at 8.15pm
CONCERTGEBOUW - MAIN HALL, AMSTERDAM
Delius: Seven Songs from the Norwegian: Sweet Venevil
and works by Elgar and Grieg
Sally Matthews soprano
Dutch Philharmonic Orchestra, Simone Young conductor
Sunday 14th February 2016 at 3.00pm
Classic fM Classic Romance
Huddersfield Town Hall, Huddersfield
Delius: The Walk to the Paradise Garden and works by
Tchaikovsky, Mozart, Rogers, Stenhammer, Elgar, Wagner, Richard
Strauss and Bernstein
Anne-Marie Minhall presenter
Orchestra of Opera North, Tobias Ringborg conductor and soloist
Saturday 27th February 2016 at 7.30pm
Bridgewater Hall, Manchester
Delius: The Song of the High Hills and works by Stravinsky,
Rachmaninov and Tchaikovsky
Malin Christensson soprano, Robin Tritschler tenor
Halle Orchestra, Hallé Choir, Sir Mark Elder conductor
Sunday 13th March 2016 at 11.00am
PHILHARMONIE, COLOGNE
Delius: The Walk to the Paradise Garden
and works by Elgar and Richard Strauss
Truls Mørk cello
Gürzenich Orchestra Cologne, James Gaffigan conductor
Monday 14th and Tuesday 15th March 2016 at 8.00pm
PHILHARMONIE, COLOGNE
Delius: The Walk to the Paradise Garden
and works by Elgar and Richard Strauss
Truls Mørk cello
Gürzenich Orchestra Cologne, James Gaffigan conductor
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Tuesday 5th April 2016 at 8.00pm
CARNEGIE HALL, NEW YORK
Delius: A Mass of Life
Conductor’s Notes Q&A at 7.00pm
American Symphony Orchestra, Bard Festival Chorale
Leon Botstein conductor
Sunday 24th April 2016 at 3:00pm
GERMAN SOCIETY OF PENNSYLVANIA
611 Spring Garden Street, Philadelphia PA 19123
Transcriptions of works by Frederick Delius including Appalachia,
Finale from Koanga, North Country Sketches, Fantastic Dance, and
Delius’s own transcription of Grieg’s Norwegian Bridal Procession.
The Conwell Woodwind Quintet
A full list of all concerts and events is always available on the Delius Society
website: delius.org.uk.
Forthcoming copy deadlines:
Delius Society Newsletter:
Delius Society Journal:
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