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CHAIRMAN’S NOTES
Grateful thanks for his life and work should be the dominant emotion we
feel following Robert Threlfall’s death last November – coupled, of course,
with sadness at the loss of a quite delightful person. Of all the Delian
scholars, he made a unique and singular contribution to our knowledge of
the detail behind the music. His definitive Catalogue of the Compositions of
Frederick Delius and Frederick Delius: A Supplementary Catalogue are unlikely
ever to need more than a tweak or two of revision in the future, if at all, and
his scholarship is a model for anyone else undertaking a similar task for
another composer. He was also a brilliant writer of articles and programme
notes. Delius was not, of course, his only musical love – for Liszt, Janáček
and particularly Rachmaninoff, were all extremely important to him.
By the time members read this, we will have had a Memorial Concert
for Robert at The Royal Over-Seas League – a mix of tributes from people
who knew him well and appropriate music performed, in the main, by
some up-and-coming musicians who have taken part in the final of The
Delius Prize over the past few years – something that would have especially
pleased him. You can read a report of this event on page 129.
One of the perennial problems with which the Committee has to
wrestle is setting up the AGM. On its own it would certainly not attract a
sufficient number of Members, and it must be linked to an occasion that is
likely to be reasonably popular. In the past it has sometimes been on the
same day as The Delius Prize – which this year will return to The Royal
Academy, where it was originally held, and details of which can be found
on page 137. Unfortunately, however, for various reasons we shall have to
hold the preliminary round of the Prize in the afternoon, and the final in the
evening – leaving no time for the AGM. The Committee has therefore
decided to hold the AGM in the Autumn, alongside a talk from Lewis
Foreman – more details in the Forthcoming Events section on page 137.
My wife insists that I should say something about Delius and his Music
which so far has received a good number of complimentary reviews. Paul
Guinery and I discussed our approach to the book on BBC Radio 3 in an
edition of Music Matters on 14th February; the programme also included a
positive assessment by Prof Daniel Grimley of Oxford University, who is
himself writing a book on Delius and whom some Members will remember
giving a talk to the London Branch. Piers Burton-Page, in a review for
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International Record Review, described the book as ‘surely destined to be
the standard volume for many years to come’, in which case our five years
of work will certainly have been worthwhile.
Martin Lee-Browne
Reviews of Delius and his Music, by Robert Matthew-Walker and Tony
Summers are on page 85.
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THE FUTURE OF THE DELIUS SOCIETY
Over the last few years I have been supported by a marvellous Committee
– but, very sadly indeed, our Vice-Chairman, Chris Green (who has played
a major part in organising some of our events) now feels that, because of his
increasing commitments in connection with The Courtyard Arts Trust in
Hereford and elsewhere, he must retire at this year’s AGM. Furthermore,
Peter Watts has indicated his intention to retire as the Society’s Treasurer in
another two years or so. Finally, I am finding travelling up to London for
meetings increasingly difficult and as old-age beckons, I am not sure how
much longer I shall feel like coping with the hassle! Needless to say, none
of us wants to leave the Society in the lurch, but no one is indispensable or
can go on for ever!
All members will know that over the last few years I have appealed for
new blood on the Committee, and I have approached a number of members
individually, but we have not had a single expression of interest in joining
us – and so the future of the Society is extremely uncertain. In view of our
general standing among the ‘composer societies’, that is a very great pity.
Paul Chennell and Katharine Richman are happily willing to stay on,
with the marvellous help given by our PR Adviser, the all-round music
promoter, Karen Fletcher – but, alone, they will be quite unable to continue
running the Society in the same way that it has been in the past. It is
therefore up to the members to decide what the future holds
The AGM will be held on Saturday 28th November (further details in
the Events section on page 137) and if no solution has been found before
then, the meeting will have some hard decisions to make. The worst case
scenario is that the Society will have to be wound up, which would be
immensely sad, and a real set-back for the Delian cause.
Martin Lee-Browne
Email: chairman@thedeliussociety.org.uk
Tel: 01285 712 102
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EDITORIAL
Welcome to the spring issue of the Journal, a good part of which pays
tribute to the late Robert Threlfall. Sadly, as a relatively new member of the
Society, I never had the pleasure of meeting him, but a quick delve into the
two Journal indexes reveals just how much he contributed to the Journals
alone from 1971 to 2008 – some 37 years of wisdom and scholarship. It is
very fitting that members of the Society met to remember him on Saturday
28th March and, for those not able to be present, a full report is on page 129.
You will also note a stark message from the Chairman (page 7) about
the future of the Society. As one of the two committee members not
planning to resign in the near future, I’d like to add my plea to Martin’s – it
is unthinkable that we should be forced to contemplate the demise of a
Society to which those like Robert Threlfall have contributed so much. As
the sayings go – no offer of help is too small, and many hands make light
work. Please think about how you could help.
On a happier note, I am delighted with the breadth of contributions to
this Journal; we have an interesting mix of articles including new evidence
identifying the conductor of the 1929 Decca recording of Sea Drift (page 52),
a detailed study of Delius’s time in Manchester in 1915 (page 37), and the
first part of an extended essay on Percy Grainger’s promotion of Delius in
the USA (page 65).
There is just one new CD for review in this issue, but of course the most
significant new publication of recent months is Delius and his Music. Two
reviews, and a note by Society President Lionel Carley, begin on page 85. It
is also encouraging to see that Delius is still being included in a number of
concert programmes, and that opera houses in Germany and Ireland are
keen to stage his operas. Long may that continue, and let us hope that this
enthusiasm spreads to the UK!
Katharine Richman
journal@thedeliussociety.org.uk
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ROBERT THRELFALL (1918-2014)
Delius Society Vice-President Robert Threlfall died on 6th November 2014, aged
96. He was the doyen of the Delian scholars, producing the definitive Catalogue of
the Works of Frederick Delius in 1977, and a Supplement to it in 1986. He had
been one of the Music Advisers to The Delius Trust since 1975, and lectured and
wrote widely on various facets of Delius's works. He was also a major authority
on the music of Rachmaninoff. A printer by trade, he was a Freeman of the City of
London and a Freeman of the Worshipful Company of Stationers and Newspaper
Makers. He will be sorely missed by all Delians who knew him. Here we present
tributes from some of those who knew him best.
A memorial event in Robert Threlfall’s honour was held on Saturday 28th March,
and is reported on page 129.

JOHN WHITE
I cannot remember when I first met Robert, but it must have been at an early
meeting of the Delius Society. I have kept all his letters to me and these
date back to 1967. However, it was in the 1990s that we corresponded
regularly and his long and informative letters were supplemented by
equally long and informative telephone conversations. These covered
every aspect of Delius’s music, but to begin with were concentrated on the
state of the Delius scores, about which I had had a long-term bee in my
bonnet. At that time Robert was engaged in the preparation of the Collected
Edition.
To this stupendous task he gave ten years of his life. I often wonder if
we realise how much we owe him for this long period of unremitting hard
work, carried out with meticulous care and devotion. He said, of course,
that it was a labour of love. I might add that it had to be: there were no
honorary ‘Doctorates’ or the like on offer, to show some recognition of his
achievement.
I only worked with Robert on one project. In 1992, he sent me a copy
of the recently published two-piano arrangement of the original threemovement Piano concerto and this interested me a great deal, as I had
always had very mixed feelings about the final version. I asked whether
anything could be done about the reconstruction of this original score, as
the much-overwritten full score had lost part of the first movement and the
DSJ 157
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whole of the second. With the Trust’s permission, Robert presented me
with photocopies of the 1904 orchestral parts for the entire work, and bitby-bit I put it together. This led to several trips to the Trust and no errors
or omissions escaped Robert’s eagle eye. That the result was published, and
indeed has been recorded twice, is very gratifying as it at least makes clear
what Théodore Szántó did to the solo part, sometimes to its detriment, but
not always.
Robert was an all-round musician with very decided tastes and
enthusiasms. He had an intimate knowledge and deep love of the music of
Janáček and Shostakovich, and in particular of Liszt, Mahler and
Rachmaninoff. How he must have wished that he could have been present
at that concert in New York when Mahler conducted a performance of
Rachmaninoff’s Third Piano Concerto with the composer as soloist!
However, he did attend concerts given by Rachmaninoff himself as well as
by Cortot, Paderewski and other giants of the past, and may therefore be
forgiven for his stringent remarks about some composers and performers
of today!
Although Robert’s father did not want him to take up music as a
profession, he did promise him the best tuition available, and this he
certainly had, becoming a pupil of the great pianist Solomon. With such a
teacher it is not surprising that Robert became a remarkable performer,
sailing through hair-raising difficulties with aplomb. I well remember a
recital he gave to the London Society in which he played Peter Warlock’s
arrangement of In a Summer Garden and another at the Midlands Branch
contrasting Liszt and Chopin. Robert was a member of the Liszt Society
and spoke in awed tones of the sadly under-rated pianist, Louis Kentner,
who, after an exhausting programme, would play Liszt’s B minor Sonata,
lasting 30 minutes, as an encore!
Robert was the most unassuming of men, kind, generous and patient,
always willing to deal with the many questions I put to him. He dealt with
the loss of his beloved wife, Joan, with great fortitude, devastating as it was,
and continued his work with the Trust until it was no longer possible. He
never lost his love for the Viennese Classics and especially Schubert, whose
music was the subject of, I believe, the last performance he gave before an
audience.
John White
10
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Brian Radford
Robert Threlfall in the garden of The Waffrons, the former home of the Harrison family,
during a Delius Society visit on 27th June 2010.
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ROGER BUCKLEY
How should one react to news of the unexpected, but quiet and painless,
death of someone approaching his 97th birthday, other than to beam
towards his memory the thought: ‘fare well, old friend’?
I first met Robert in the mid-1960s. Our paths subsequently crossed
many times, both at Delius Society events and at his home in Wimbledon,
where visits followed a sequence determined and rarely altered by Robert.
After a sherry at noon, a learned exposition, generally of a half to three
quarters of an hour, would follow, during which Robert would deal
comprehensively with a single musical topic – the several versions of
Rachmaninoff’s Second Piano Sonata, for example, and how they differed
from each other. On another occasion it might be a detailed account of
hearing Strauss conduct the Dresden orchestra in Til Eulenspiegel and Don
Quixote in 1936; and when he spoke of Strauss, whose music he loved,
Robert could be relied on to mention ‘All those lovely songs – such a
welcome relief after dull old Brahms and Hugo Wolf’.
Then we would set off for Wimbledon Village and lunch at one of his
currently favoured restaurants. He talked throughout, but contrived to eat
solidly and appreciatively.
Back at the very vertical house that was his home, Robert would sit at
the piano – on a very low stool – and play, almost always from memory,
whatever he was currently practising. It would often be Chopin or
Schubert. Once we studied together the 15th variation of Rachmaninoff’s
Rhapsody on a Theme of Paganini and he demonstrated a fingering of the
introductory run that turned out to be a distinct improvement on what I
had suggested. We would then repair to his small work table, where a neat
pile of papers and scores awaited us, and work our way down a list of
‘tasks’ that Robert had noted carefully on the back on an envelope. As we
talked, often about Delius scores but also about his other favoured
composers, a bewildering number of clocks ticked away in the background
and later, as the daylight faded, various time-switches would activate,
bringing on lights and heating.
Robert was at one time a regular attender of meetings of the Delius
Society, usually with his wife Joan until her death in 1996. His own talks
usually took the form of piano recitals, and the Midlands Branch benefited
from these programmes also. He found evening visits to central London
12
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more troublesome in later years but in February 2008 he was persuaded to
attend a 90th birthday celebration held for him at the New Cavendish Club.
He spoke of his friends worldwide and his musical heroes (and not only of
Delius). The breadth of his musical knowledge and its international acclaim
were reflected in written tributes from Dr Reinhold Kubik (Vienna), Dr
David Cannata (New York) and Prof Geoffrey Norris (London).
The visits to Wimbledon and Robert’s involvement with the Delius
Society were quite unforgettable, yet it was probably our letters that I shall
remember with the greatest gratitude and affection. Robert had many
correspondents both at home and overseas and they will have discovered
in him, as did I, a mine of information, as might have been anticipated from
the editor of the Complete Works of Frederick Delius and of scores by
Strauss, Mahler and Rachmaninoff. Where Robert differed from some other
experts was in his readiness to be consulted and the generous length and
detail of his responses. The more recondite the query, the more he liked it.
He once wrote to me: ‘If your letters weren’t so thought-provoking, my
replies might be shorter!’ He was of the greatest help to me in my current
analysis of the Red Notebook of Delius.
Robert Threlfall was one in a million – probably a hundred million –
which is why we are unlikely to see his like again. I for one shall never
forget his erudition and generosity of spirit. It is an immense privilege to
have known him.
Roger Buckley


PAUL CHENNELL
In the years following Sir Thomas Beecham’s death in 1961 some people
believed that Delius’s music would sink into obscurity without its great
champion to promote it. Both the Delius Society and the Delius Trust in
their various ways have worked hard to ensure that the public knows about
the life and work of Frederick Delius and hears his music, and Robert
Threfall was at the heart of these efforts by some of the finest musicians and
Delius scholars for fifty years.

DSJ 157
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I remember with gratitude and pleasure his assistance when I edited
the Delius Society Journal. I was able to include in the Journal some of his
last contributions to our understanding of this wonderful music. Anyone
who cares to look at the index of the Journal will see numerous mentions of
Robert and references to his contributions over the years.
As many members will know, Delius was not the only composer for
whom Robert had a great respect and affection. In 1973 he prepared Sergei
Rachmaninoff – His Life and Music, which was published by Boosey &
Hawkes. Robert’s Rachmaninoff scholarship was admired all over the
world and when in 2001 the Indiana University Press reissued Sergei
Rachmaninoff – A Lifetime in Music, by Sergei Bertensson & Jay Leyda, with
a new introduction by David Cannata, it bore a dedication which read: ‘This
re-issue of Sergei Rachmaninoff – A Lifetime in Music honours the lifetime
achievements of Robert Threlfall musicologist, pianist, stationer’.
Over the years Robert delivered many excellent talks to the Society,
which included much information and many anecdotes concerning his
studies of Delius’s music as well as his memories of music in London in the
last century. Robert was indeed a good friend to the Society and the Trust
and the results of his work on Delius’s scores will fuel our understanding
for many years to come.
Paul Chennell


TONY SUMMERS
I never knew Robert well personally but over nearly twenty years we
exchanged many letters and had long telephone conversations, usually
about obscure aspects of Delius’s music, but occasionally about other
composers, especially Mahler and Rachmaninoff. Robert’s access to so
much source material in preparing the Collected Edition made him uniquely
placed to answer abstruse musical queries about Delius’s music. He used
to say he liked hearing from me because I asked questions that no-one else
asked! I always appreciated his responses because I knew that his unique
access to the right material coupled with his meticulous attention to detail
would always provide the right answer if this was available.
14
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Among the many topics we discussed were: corrections of misprints
in scores, why Delius never wrote specifically for the bass trombone, why
he never used the A clarinet after his early period, the number of timpani
and percussion players needed for the The Song of the High Hills, and
whether Delius really wanted tuned tamtams or deep bells at the end of A
Mass of Life.
Robert was very supportive of my idea to prepare a revised
orchestration of The Walk to the Paradise Garden, restoring instruments that
Beecham had needlessly removed in making his concert version. Together
we wrote two articles for DSJ 144 reviewing the background to the
composition of the Walk and differences between various orchestral
versions. I was fascinated when he sent me a copy of the original 45-bar
interlude which Delius later replaced with the Walk for the Berlin premiere
when it became clear that more time was needed for the scene change. I
played a piano reduction of the original interlude at a London meeting of
the Society and it elicited great interest – it was clear that Delius had
replaced mediocre music with a masterpiece, now possibly his most
frequently played work.
Others will no doubt pay a proper tribute to Robert’s magnum opus –
the creation of the Collected Edition. My memories of him are of a very
courteous man whose letters I shall treasure, and I feel privileged to have
been able to consult an expert on every aspect of Delius’s music – including
all the obscure backwaters that I was exploring! He will be missed.
Tony Summers
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ROBERT THRELFALL: AN INTERVIEW WITH
PAUL GUINERY
In 2008, the year of Robert Threlfall’s 90th birthday, I interviewed him for a
Delius Society Meeting, held on 26th February.
Robert was on
characteristically good form and, as might be expected, came immaculately
prepared. Indeed, we had already had a rehearsal at his house in
Wimbledon so that, on the night, I hardly needed to prompt Robert at all,
as he knew exactly what he wanted to say. The evening turned out to be a
relaxed and memorable occasion with Robert reminiscing about the many
friends he’d made through music. The flow of anecdote and recollection,
like his own scholarship, ranged far and wide, his delivery sometimes
erudite, sometimes humorous. He concentrated, in the first half of the
meeting, on friends he had made through his love of Delius; then, in part
two, he broadened the perspective to take in acquaintances connected with
his love for other composers, since Robert was far from being an exclusively
Delius man.
The meeting was recorded both in sound and film for the archive but
I very much felt that it should be given wider exposure in the Journal,
particularly for members who were not able to be present. I have therefore
transcribed it below with only a few minor edits and omissions, largely for
reasons of space. I have tried to keep as much of Robert’s inimitable style
of spoken English as possible so as to give the flavour of his fluent and
precise manner of talking. I have done my best to check all proper names
but please accept my apologies if there are any mis-spellings. I have added
a few additional references in square brackets about some of the people
Robert mentions, all of whom are highlighted in bold type.
Robert began by talking about the nature of friendship, something that
had obviously meant a great deal to him throughout his life.
RT: In his biography of Delius, Beecham said, ‘I think he never lost a friend
in his life’, and we know that Delius had a large number of acquaintances.
He also had a very unusual gift of making friends posthumously, because I
think there’s no doubt that none of us in this room would be sitting here –
probably many of us would never have met – if it hadn’t been for our
common interest in the composer. So Delius had a very special gift.

16
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I’d like to begin with the people I have met through Delius and the
first, I think, must be Felix Aprahamian.
PG: Why do you put him at the head of the list, Robert?
RT: Because I met Felix in 1935 when the London Music Festival was
conducted largely by Toscanini. At that time, I myself was an apprentice,
on so many shillings a week, and for those like me who were on their way
to the Queen’s Hall, the recognised place was the ABC Café at the corner of
Mortimer Street where you got egg and chips for a matter of coppers. The
number of persons inside, the density of population as they would say
nowadays, varied in proportion to the audience at the Hall and of course,
being a Toscanini night, the ABC was full. When I looked in, it was just a
sea of faces. Couldn’t see an empty space anywhere. And as I looked
round, somebody held up their hand – it was a friendly face, Ernest
Chapman [Ralph Hawkes’s assistant] from Boosey & Hawkes. There were
two others with him at a table for four and he beckoned me over to the
empty seat. The man with Ernest Chapman was a colleague of his with a
foreign name that I could never get the hang of – that was Felix – and the
third party was a lady. When I was introduced to her, I thought I must have
misheard the name, because they said, this is Norman Cameron – which
sounded like a man’s name, but of course in those days it was the custom
for the ladies who wrote music criticism or reviews to use male names.
Norman Cameron was in fact Mrs [Delia] Barnaby [deputy music critic on
the Liverpool Daily Post]. I was delighted to find that she had just
interviewed Rachmaninoff at his hotel. She had also just been to Delius’s
re-interment at Limpsfield and she showed us photographs of the open
grave with Beecham standing there (she had evidently concealed a camera
in her handbag or somewhere). Donkey’s years afterwards, Christopher
Redwood, when he was editing the Journal, said ‘by the way, I’ve got a
message for you; we’ve got a new member, somebody in north Wales, a
chap named Norman Cameron who wishes to be remembered to you’. I
said ‘that’s interesting: for a start, it’s a lady who years and years ago had
photographs, which I’ve never seen published, of Delius’s open grave – see
if you can get hold of them’. He managed to get one or two, which have
appeared in the Journal as I thought they should, but the one particular one
I remembered, I’ve never seen again – perhaps she lost the negative.
For years and years afterwards I used to meet Felix at odd times and
DSJ 157
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he said ‘you ought to belong to the Delius Society’. I said ‘why? Delius is
not my one and only composer and, in any case, what do they do? Sit round
and listen to gramophone records, I suppose.’ ‘No, no,’ he said, ‘they’re a
very sociable lot; they’ve got a newsletter and so on. Why don’t you join?’
I said ‘I’ll think about it’. So I did think about it and at a later stage I said
‘Felix, who do I write to?’ ‘Oh,’ he said, ‘it’s a lady named Estelle Palmley,
she’ll give you particulars’. She told me that the speaker for the next
meeting was Rachel Dugmore who was giving a talk called ‘In Search of
Delius’, about his time in America and Scandinavia. So I joined the Society
and went along. Felix was there, of course, as well as members of the Trust.
I was introduced to Rachel Dugmore or Rachel Lowe (the name she wrote
under) and I particularly wanted to meet her because she had recently
become the first person in living memory, after Sir Thomas Beecham, to
have access to Delius’s manuscripts – that was really why I joined the
Society. [laughter]
We could go on a bit from there, but I think I should just go sideways
for a moment and say that I remember on that same evening that one of the
first persons I met was Gilbert Parfitt and those of you who remember him
will know what a splendid chap he was, a retired bank manager who was
Treasurer and who used to host meetings. In those days we used to go to
Delius’s grave around the time of the anniversary of his death and Gilbert,
who lived on that side of London, would invite us round to a slap-up tea
afterwards, that sort of thing. Well, at another meeting shortly afterwards
I met a gentleman whom Estelle Palmley had mentioned in her newsletter
under the subtitle ‘Derby Delian comes to town’. I’d always had some
connections with Derby – I had many friends there – so I was interested to
meet the ‘Derby Delian’ [Brian Radford] whom I’m glad to see is here
tonight together with Richard Kitching who has done wonders for the
Society ‘north of Watford’ as some would say – and we’ll come back to
Watford in a minute or two. Richard has done so much without being very
stiff and saying, no, we can’t put that on the programme because it’s not by
Delius. I’ve been allowed to play music by Liszt and Rachmaninoff. I don’t
think I ventured too far off the beaten track but they’re a pretty broadminded lot up there – so don’t believe what they tell you … [laughter]
It would not be right, if I’m naming names, to go on without
mentioning my colleagues on the Trust. Felix was one, and for years, right
up until his final illness, he acted as an Advisor. The Chairman in those
18
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days was Thomas Armstrong and he was followed by Norman Miller who
was Beecham’s manager at one time. Then came Meredith Davies and
David Lloyd-Jones. So we’ve had a very interesting row of leaders in the
Delius Trust. We had a splendid Secretary and Financial Adviser, Martin
Williams, who was an absolute tower of strength when it came to
managing the business side of the Collected Edition. And more recently
we’ve been joined by another splendid colleague, Robert Montgomery who
in his various incarnations has been a publisher, a copyright expert and on
the side, let me tell you, a thunderingly good oboe player who knows music
from the inside.
But let’s go back to Rachel Lowe. As I said, in those days she had
access to the box in which the Delius papers were put after his death and
which only Beecham had access to until he died. Well, I had various
questions about these unpublished works because, you see, a lot of them
had been mentioned by Heseltine in his biography but only by the titles,
though usually what he wrote was accurate. Nobody else who wrote on
Delius had first-hand knowledge at all, except of course Beecham. He
mentioned a few things that Heseltine hadn’t, which only increased the
mystery so I made a very early appointment with Rachel (in fact I think I
made it about midnight that same evening after her talk) to see her at the
Royal Academy of Music where the manuscripts were kept in one of Tom
Armstrong’s spare rooms where he also stored his fishing-tackle and his
stock of Martini red vermouth, so there was just room for a desk and the
archive.
PG: These papers and manuscripts weren’t catalogued in any way?
RT: No, it was just a pile inside a trunk, in the lid of which were hundreds
of letters. Well of course Rachel, like anybody confronted with a treasuretrove like that, couldn’t help but be fascinated by these letters and the
people they were from. She very quickly realised that they were the first
people to contact, to see if they had got the other half of the correspondence.
Sometimes they hadn’t, but in many cases they had. She started on this
with great enthusiasm and discovered some fascinating aspects, so much
so that she realised what an interesting life Delius had had. She was
contemplating a book of correspondence concerning his Scandinavian
friends. Scandinavia always seemed to be a sort of goal for dyed-in-thewool Delians. I got to know Rachel quite well and examined the music
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manuscripts – I didn’t bother about the letters. I said ‘look Rachel, the fact
that Delius knew Gauguin and he knew Munch is not going to make anyone
found a society and probably not even write a book, though it might lead
to an article; but the fact that he wrote Walk to the Paradise Garden, Brigg Fair
and the Cuckoo, might mean that people are going to take an interest. You
may be an English scholar but you’re also a musician, so you must do
something about the music first. Nobody really knows what’s here. You’re
in a unique position to put on paper a description of this.’ And so she did
a brief description and in fact produced what I’ve always said is the first
scholarly book on anything to do with Delius. It was her catalogue of the
Delius Trust archive of the manuscripts. Of course, it wasn’t complete
because the archive itself wasn’t complete; quite a lot of it stayed in the
Beecham Estate and it was nearly twenty years before that part came to the
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Trust; but it did come, ultimately. So, thanks to Rachel, at least most of the
gaps were closed. Some publishers had kept manuscripts; some passed
them to the British Library; some we couldn’t trace, for example some of the
German ones had been destroyed during the Second World War – or we
could only assume that, because we couldn’t even trace the whereabouts of
the publisher. But still, this work she did was absolutely fundamental
because once that was done, at least we knew what we were talking about.
We could then write a more or less chronological list from A to Z of what
Delius had written.
Then I started work on the catalogue of his compositions and had to
go back to it afterwards for two reasons: firstly, I had to update it because
of the Beecham accession; and secondly, I also had to update Rachel’s
catalogue because she had had to draw a line – owing to her husband being
posted abroad, she had to leave England. But her original catalogue was
published in 1974 and so at least we established a basis: first we drew up
the catalogue from the manuscripts and then we were able to talk about a
collected edition.
PG: I can imagine that even an incomplete catalogue would have prompted
all sorts of questions, such as ‘what’s happened to that manuscript?’, ‘where
is this one?’.
RT: Exactly. We got an enormous amount of help from people – I’ve always
had that. But the catalogue and the supplement led the way for the
Collected Edition, which is one of the three terms on which the Trust was
set up. People may say that it should be a modern, critical edition but that
isn’t what Jelka Delius wanted. She wanted the works republished with
Beecham’s editing – as Delius had said, ‘you are the one authority, Thomas,
who knows how my music should be performed.’ So although nowadays
many people like to go their own way, that’s what Jelka wanted, that’s what
the Trust had to do and that’s what in fact we did do, following the
precedent of Koechel who was a botanist and catalogued Mozart in a thickly
paged book; once he’d catalogued it, people could then start talking about
‘the collected works’. Until then, various publishers had advertised the
collected works of Mozart but of course they weren’t properly collected;
they had no real beginning, middle or end. So a catalogue, although it
sounds like a price list, is, for a musician, a most vital ingredient of any
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composer. It’s interesting that to this day, there’s no catalogue of Mahler,
though I know several people who are talking about it.
PG: That’s surprising.
RT: Well, most of them have died in the process, of course [laughter]. There
is a catalogue of Rachmaninoff and I had a hand in fifty per cent of that.
There is one of Janáček; there is one of Liszt; there is one of Shostakovich;
and there’s a story about all these but no time for the stories tonight …
I would just like to mention at this stage Eric Fenby’s attitude to the
complete works of Delius. He was dead set against the dissemination of
early works that Delius himself hadn’t put into the public domain. He said
the reason was, that he’d played all these things through to Delius at his
request and Delius said, ‘oh no, no …’. And when it came to the score of
Irmelin, which is in three, fat volumes, they did condense five minutes or so
of that big opera to create the Prelude to Irmelin. So Eric would sanction that,
but he wouldn’t admit the opera itself because Delius had passed it over to
one side. I was talking on one occasion to a member of the Society and
something was said about a particular work that I had great interest in and
which, of course, for Eric didn’t exist. (There are some Mahler works which
don’t exist to the sacred circle of Mahlerians, in the same way.) I mentioned
this early work and added ‘well, Eric, of course … And this man replied,
‘shall we rather say it was due to Dr Fenby’s over-zealous loyalty to his
memory of Delius as he knew him’. I said, ‘you’re more charitable than I
was but if you don’t mind, I’ll infringe your copyright and use that phrase
because that’s just what it was’. Eric was so loyal to what Delius had said.
If Delius had said no, he would have considered it absolutely wrong and
improper in every way. But musicologically you can’t let that sort of
consideration enter into it if you’re going to do a collected edition. I got a
ruling on this from Tom Armstrong. He said, if you’re going to do several
books of the complete songs, you can’t leave any of them out, can you? So,
the Collected Edition is just that. But I think it is as well to mention that
Eric had that strong view which he was fully entitled to, from the unique
position he held. It was true to say that occasionally he and I did cross
swords and he finally said, in one letter ‘I’m sorry about this, I shall not
return to the subject’. Typical Eric: ‘I shall not return to it.’ We were
perfectly good friends, but we didn’t return to the subject …
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I mentioned about help from people. Well of course when you’re
seeing through the press something like thirty volumes, you need help from
a lot of people and Delius’s chief publisher, to this day, is Boosey & Hawkes.
The Production Manager of ‘Serious Music Division’, as they called it at
Boosey & Hawkes at that time, and for some time before and after [1976 –
2003], was a man named Ian Julier, and the help I had, and the support and
interest he showed, were key ingredients in the success of the Collected
Edition. Just as my late wife cooking meals for me at appropriate intervals
was another ingredient which enabled me to do the work in ten years
instead of twenty [laughter]. With Ian, it was a pleasure. If you sat in his
office and looked over his left shoulder, there was a small notice on the wall
and it just said ‘bad planning on your part does not constitute an immediate
state of emergency on mine’, which I thought was rather good for a
Production Manager.
PG: Those sort of projects are notorious for drifting on for years, so who
actually set the timescale?
RT: Well it rather set itself. When it started, Martin Williams, on the
financial side of the Trust, said at one meeting, ‘can you tell us how long
this will take and what it’ll cost?’ I said ‘not now, but I’ll tell you at the next
meeting’. As most of you may remember, I was in the printing industry for
fifty years and for forty of them either I was doing estimates myself or the
chaps who did estimates had to show them to me; it was a regular thing.
And this job for the Trust was, to me, like a printing estimate. You’ve got
to know two things in order to do one: firstly, how you’re going to do the
job; and secondly, the hourly rates of the various operations. By that time,
I knew roughly the hourly rates of the various engravers and the various
publishers and printers; also the cost of paper – I was in touch with the
paper-buyer at my old company so it was a fairly straightforward sum. The
question of time was not quite so easy; that was a bit of a flier. But I went
back to the next meeting and said ‘it’ll take ten years and it will cost between
two hundred and two hundred and fifty thousand pounds’. So they said
‘that’s all right, we can budget accordingly’. So they did and the last
volume published was Vol. 1 (the last Haydn symphony to be written
happens to be numbered 2 out of 104, so we had a good precedent). So I
handed over Vol. 1 and said ‘that completes the series’ – it was the opera
Irmelin, the biggest volume of the lot. I said ‘the Secretary will tell you what
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it’s cost to produce all the scores’ (we hadn’t talked about parts yet). She’d
done her sums and added it up and said, £220,000. They thought I must
have cheated somehow, but I replied that, though it was the first estimate
I’d had to do for about ten years, it was a very straightforward one
compared to some of the awkward ones I’d drawn up in the past, which
had had to allow for foreign currency and shipping abroad and Lord knows
what.
PG: Of all those volumes, was there one which gave you particular pleasure
to complete, one which you thought, that’s something that I’m really glad
to see in print?
Well, in some ways, it was Vol. 1, Irmelin. Firstly, because I love the work;
secondly, because it was done by John Arthur, one of Ian Julier’s team at
Boosey & Hawkes. John wasn’t a conventional engraver but had trained as
an engineer’s draughtsman and he worked with a straightedge and a
mapping pen and a sheet of Letraset transfers [for the notation]. He had an
unerring eye for spacing. Ian Julier remembered how John could pick up a
couple of missing notes for, say, the second bassoon part and fit them, just
like that, into the middle of a page. When the page was finished, it was
dead right, he never had to move anything. One day the phone rang at
home and it was John Arthur who said (and this was typical of him) ‘we
used to live in mud huts, now we live in houses; in the score you’ve sent
me, the part for B flat bass-clarinet was written a major second higher [than
pitch] in the bass clef; I’ve put it up a major ninth into the treble clef [the
more usual, modern notation], is that all right?’ I said ‘yes John, it’s all right
and if you do it, I don’t need to bother to look at it’ – because I knew I could
trust him to do that. And with Irmelin, out of a full score of about 400 pages,
just two bars of the cornet part were mis-transposed, which I then marked
when I sent the proofs back. John was really worried about that and said
‘how did I come to make that mistake?’ I said ‘well probably just as
happens to me, your wife said “lunch is ready”’ [laughter]. He said ‘even
so, how could I have possibly made that mistake?’ But I just thought, two
bars wrong in the cornet part, in 400 pages of Delius full score ...! And it
was such a beautiful score to look at. Afterwards, we had a sort of
celebratory dinner which the Trust gave me – it was a long time ago, when
I was seventy-five – at Stationers’ Hall and they asked me to put together a
little exhibition in one of the anterooms about the Collected Edition. I got
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hold of things like the engraver’s copper plates and so on and, as an
example of the finished article, I included the score of Irmelin so that people
could see the beautiful result. In responding to Meredith Davies’s speech
at the dinner, I did mention various people including John Arthur, saying
‘you’ll see his work as you go out, do look at it’. John came up to me
afterwards and said ‘you embarrassed me so much, I’ve never been in such
an awkward position, sitting there with somebody talking about me and
saying what you said’. That was John … So if any of you have access to a
score of Irmelin you can see the beautiful work, with its perfect spacing, that
John Arthur did.
Now, there’s a little side line which is quite amusing. The date for the
celebratory dinner was fixed about four months in advance and Martin
Williams suggested that it would be rather nice to give everyone present a
memento, perhaps a facsimile of a song or something like that. Martin’s not
a musician but he had a very keen eye, in something of a historical way, for
good printing. When I looked through the archive, some of the manuscript
songs were possible candidates but they weren’t particularly striking,
musically; those that were, were so scribbled over that they wouldn’t really
have been of much interest to anybody, except perhaps myself and Rachel
Lowe. There were beautiful things like Summer Garden or Paris but those
scores were huge and would have cost thousands of pounds to reproduce,
so it was just impractical. But I found a little notebook – some of you will
have had copies – about the size of a postcard, with twenty-four pages. It
was a home-made book: Delius had cut some paper up and folded it. I
thought that might do. So Martin said ‘I’ll get our printer’s representative
to come and talk to you about it’. One Wednesday when I was at the Trust’s
office, the rep came and I showed him this thing. He looked at it and said
‘yes, we could do that but there’s only one place I know where they could
do the colour separations to the quality you want and that’s the British
Museum’. I said ‘that may well be true, but the photographic services there
would require a delivery time of anything up to twelve weeks and we’ve
only got four months in all to do this’. So the rep said ‘we’ll see’, and he
borrowed the notebook, promising to return it the following week. And off
he went. The following Wednesday he came back and took the notebook
out of his pocket saying ‘here’s the notebook and there are the
transparencies. The British Library said that as it’s for you and the Trust,
they won’t make any charge for production, they’ll only charge you for the
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film.’ It’s so true isn’t it: it’s not what you know, but who you know. So
facsimiles of the notebook were handed out at the dinner and it’s been
available since.
It made me think about Delius’s notebooks. I did a special study on
them later which was published by the Trust in a book that they rather
nicely called Delius’s Musical Apprenticeship. So that went on record as well.
My final publication was the book on copyright written with Bob
Montgomery.
Now I want to leave my various English friends though I’ve only
mentioned some of the special ones and, as they say in prefaces, my
apologies to anybody I’ve not included. Time doesn’t permit me to mention
everyone, just a few. But there have been such a lot of splendid friends and
there are many of them in this room now.
I want to go abroad a bit, firstly to America. The first person anyone
thinks of there, is Bill Marsh: he’s our Philadelphia man and he knows how
to get things done. If the Delius Society in London had been going for
twenty-five years, I doubt if you’d see it mentioned in The Musical Times;
they might have a committee meeting to decide whether they would permit
it, but even then, the most you would get would be a tiny announcement.
In Philadelphia, it would say it in lights, round the top of the tallest
skyscraper – thanks to Bill Marsh. That’s the sort of thing he gets done. You
can say, well, that’s typical American publicity but on the other hand, we
could do with a bit of that sort of thing over here, sometimes.
When I was having some trouble recently about getting photocopies
out of the Pierpont Morgan Library, I thought, who do I know in New
York…? I know people there but they’re busy folk, so I’ll try asking Bill.
And so of course, I had what I wanted by the end of the week, special
delivery, express, no problem at all.
My wife Joan and I went over to America in 1979; we were going to
Jacksonville and Bill said ‘you’ll come here to Philadelphia on the way and
we’ll have a special meeting and perhaps you’ll do something for us’. I had
a couple of talks lined up for Jacksonville, one on the early versions of the
Piano Concerto, the other on the unknown opera, The Magic Fountain. I’d
also prepared a piano recital, Delius and his Friends – Grainger, Gardiner, all
that stuff. Bill wrote back and said, right, we’ll have all three. I thought,
that’s typical, and then I found out that he wanted them all on the same
day. He said, we’ll have the first one at my apartment at 10.15; the second
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just after 12; then we’ll have a late lunch and you can give your recital at the
School of Music at half-past-four. That’s the only time I’ve made three
appearances of any sort in one day though even in Jacksonville I probably
had to do two: one in the morning, one in the afternoon. The festivals used
to go on for ten days or a fortnight and you got a chart indicating where
you were supposed to be every hour of the day and showing where you
were having lunch and who your host was, and who your hostess in the
evening would be – all that sort of thing. They would even apologise and
say, on Friday week, we haven’t got anything fixed for you except Friday
afternoon, will that be all right? That’s the way they did things there,
marvellous but, well … it kept you on edge.
I want just to mention a lady named Sarah Powell who hosted a
gorgeous gathering for us. She had a big house like the one in the Prologue
and Epilogue of Koanga with a big portico and pillars, and a garden that
went down to the river. For this party, leading up to the porch, there was
a zig-zag path lit by flaming sconces. Everybody was there, from the
Governor of Florida downwards.
PG: Robert, we haven’t heard any music yet, but you have something for
us, don’t you, which is very dear to your heart and, I must say, to mine as
well …
RT: My choice of music for Delius is usually the American Delius rather
than, say, the Scandinavian. But not at this moment. I’m going for
something which holds a unique position. It’s the one piece that Delius
wrote when he first came to England during the First World War: the Double
Concerto that he worked on in Watford in 1915, and it interests me because
I was born in Watford three years after Delius wrote the work there at Grove
Mill House. You may remember a recent article in the Journal by Lewis
Foreman which included pictures and details about this very lovely house
which had a beautiful situation. Not such a lovely garden as Grez but it
had a river at the end and was the nearest thing Beecham could get to
remind Delius of Grez. Beecham rented the place and installed him there
and he wrote the Double Concerto, about which nowadays most people don’t
have a good word. I would like to hear the last six pages of the score as I
don’t think Delius ever wrote anything more wonderful, except perhaps the
first six pages of Brigg Fair. But that’s a beginning, whereas this is an
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ending. So, to round the first half off, let’s listen to the last six pages or
thereabouts of the Double Concerto.
[A recording of the Concerto was then played in the version by Tasmin Little
and Raphael Wallfisch, with Sir Charles Mackerras conducting the Royal
Liverpool Philharmonic Orchestra.]
[After a break, the meeting continued with a live tribute by Oliver
Neighbour and a series of written tributes, read out by Paul Guinery.]
Oliver Neighbour, former Music Librarian in the Reference Division of the
British Library, recalled frequent lunches with Robert and how the
backbone to these meetings was a slip of paper with a list of queries which
Robert went through methodically. Oliver mentioned that Robert’s
knowledge of various issues which might indicate new thoughts on the part
of a composer, was encyclopaedic: ‘like having a series of little seminars in
which I learnt an enormous amount – thank you for teaching me so much.’
Prof. Geoffrey Norris, formerly Chief Music Critic of The Daily Telegraph
and an authority on Rachmaninoff, worked with Robert on several
Rachmaninoff projects. He also referred to lunches at which a carefully
prepared list of essential topics which would be ticked off, once they’d been
resolved. He paid tribute to Robert’s sense of perspective and to his
conviviality, describing him as having ‘the most wide-ranging mind of
anybody I know, an example impossible to emulate’.
[RT threatened to switch his hearing-aid off at this point.]
Dr David Cannata, a musicologist and Rachmaninoff scholar based in New
York, called Robert ‘a national treasure’ and remembered being asked,
‘have you seen the Rachmaninoff catalogue? Well, let me give you a few
corrections …’
Dr Reinhold Kubik of Vienna, Chief Editor of the complete critical edition
of the works of Mahler, recalled asking Robert to correct the new edition of
Mahler’s 5th Symphony. He performed the task so superbly that only a
single mistake was later found which, in any case, turned out to be in a
clarinet part that Robert had not proofread. He was, he wrote, ‘an
unassuming, warm-hearted human being’.
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Jeff Driggers, formerly Chief Art & Music Librarian of Jacksonville, wanted
Robert to know how much he had enriched the Delius Festivals held in
Jacksonville over many years.
[Robert now resumed his recollections, concentrating on musicians and
personalities who were not specifically connected with Delius.]
Solomon, the renowned concert pianist, rescued me from Tobias Matthay
[a long serving and somewhat controversial professor of piano at the Royal
Academy of Music] and I can now play with my elbows close to my sides.
Solomon also taught me the only two things that really matter with pianoplaying. One is that because you’ve got five fingers which are all different
lengths and shapes and point in different directions, you want them all to
go in the same way, so he taught me to play five-finger exercises. That took
several months, I might say; we didn’t do anything else, we only played
five-finger exercises for months and months. But that still only gives you
five notes and you’ve got one hundred odd [sic] on the piano, so the other
thing to learn is that you’ve got to shift the hand by getting the thumb
underneath. With my advancing years, the thumb doesn’t disappear
underneath as well as it should, or used to, though I still reckon to play the
piano for an hour every day and I find myself often thinking back to
seventy-five years ago when Solomon would call out ‘goodbye thumb!’ and
I would quickly put it underneath. So they’re the two vital things in pianoplaying but Solomon would say that when you have the most perfect
technique and can play everything imaginable, it doesn’t follow that
anybody will be interested in listening to you – and isn’t that true today?
There are marvellous pianists, they come up by the dozens really, but it’s
only one in x-number that’s really worth hearing. Because playing the
piano is not necessarily a guarantee to artistry, any more than strict
adherence to any religion is a guarantee of morality – it may be just the
opposite. So I had to mention Solomon first – it goes back a long way, but
they were wonderful years.
Now let me try and think of a few other people … Richard Pringsheim
was a gentleman who ran Musica Rara which published rare music, as the
name implies, and was based in rather an obscure alleyway in London
where you met a lot of people. I would go along and be told that if I’d been
there five minutes earlier, I’d have met the pianist Claudio Arrau who’d
just been in – they all went there when they came to London because
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Richard had this extraordinary stock. It was through him that I met Ken
Souter who was collecting Liszt and later was Vice-President of the Liszt
Society. He has, and I don’t think it’s wrong to say this, a better collection
of Liszt first editions than the British Library – it’s an extraordinary
collection. In fairly recent years (though to me recent means anything up
to fifty years) I met, through Ken, Leslie Howard who’s the President of the
Society. Liszt is one of my subjects, always has been. When I was a child,
the first two big collections of music I had, and in those days you could get
a lot for ten shillings in Augener’s edition, were the complete Beethoven
sonatas (a very bad edition, but it only cost ten bob) and the so-called
‘complete’, fifteen Liszt Hungarian Rhapsodies. Well-meaning people would
gently say and imply that Liszt rhapsodies were not quite the same sort of
thing as Beethoven sonatas. Of course to me, as a child, they were just two
aspects of the same subject. Fairly recently, Alfred Brendel, in a recital,
paired Liszt’s much despised Rhapsodies with Bach Toccatas: he could see
the resemblance. Of course to me as a child, the look of a Liszt rhapsody,
the look of a late Beethoven sonata, were both completely free, quite
different from things like Mozart and Haydn which to me were mechanical
in those days.
Let us not forget that when an interviewer said to Claudio Arrau, ‘you
used to play a lot of Beethoven, now you play a lot of Mozart; do you think
that’s because you’re older?’ he said just one thing: ‘Schubert is the ultimate
test for the pianist’. That’s a thought and isn’t it true? Just to stay with Liszt
for a moment, it was a Rachmaninoff query that led me to write to the
Library of Congress about a manuscript there. It also involved me writing
to Rachmaninoff’s surviving elder daughter for a letter of permission. I was
put in touch with a man named Edward Waters who was Chief of the
Reference Division of the Music Department. As always with these
American institutions, he was very helpful and found out that I was also
interested in Liszt; he was too, and so we had quite a lot of things in
common. A letter I had round about that time gives an indication of a
different attitude to officialdom in America. You may remember the time
when the Americans put a man on the moon; well apparently a namesake
of mine had laid a bet that they would get a man up there some time in the
next ten years – and this was after seven years, so he won his bet. The next
letter I got from Ed Waters in Washington said, I see a namesake of yours
has won a bet on our man on the moon; is he a relative? If so, I hope he’s
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made a subscription or a payment to the Delius Society. So I wrote back
and said, well, he’s not a relative of mine, but he comes from the Midlands
or north of England and there’s a very famous family of brewers based up
there called Threlfall. (In fact in those days, before the pubs were all
amalgamated, you saw the sign Threlfall’s Ales over the pubs there). So I
said, maybe he’s one of those Threlfalls. The next letter was typical: ‘Dear
Bob, see here, if you were brewing beer instead of printing cheques, you
might win some long-term bets as well. Now, turning to your Liszt
question, I have the following manuscript in front of me …’ So I think that’s
an amusing side line.
Another story about the man on the moon which is too good to forget,
was told me by the violinist David Stone (these anecdotes you get firsthand are always so particularly valuable and they never seem to get into
the anthologies). He was working with Yehudi Menuhin and the Bath
Festival Orchestra; there was a break in the recording session and they
started discussing whether it was better to attack a particular note with the
third finger in the second position on the first string, or the fourth finger in
the fifth position on the second string – all that sort of thing. You know
what violinists are like … (Pianists of course don’t care about that, they just
play with whatever finger happens to be nearest [laughter].) A man rushed
in and said, ‘what do you think? You know that chap the Americans have
put into orbit, it’s marvellous, he’s come back to earth and he’s safe, he’s
come down in the Pacific within a quarter of a mile of where they
predicted.’ And Yehudi said, ‘I don’t think there’s anything marvellous in
that; we violinists have to come down on a string within one sixty-fourth of
an inch!’ [laughter]
Another great friend was Gerald Abraham. I’d known his name since
I was a comparative boy, reading his programme notes when I was at
school. In The Musical Times you’d read articles on people like Borodin,
signed by him; he obviously knew so much about it. I got in touch and fired
off a question on Mussorgsky to him. He asked me to come and see him
and talk it over. After that we became very good friends and we used to
visit each other and exchange books, letters and writings and so on. He had
a very dry, typical sense of humour. On one occasion when I was with him,
we were talking about Mussorgsky and a question arose about the
unfinished opera The Marriage. I said, have you got a copy, Gerald? He
hesitated so I said ‘I think it’s volume one in part three of the Collected
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Edition – haven’t you got a copy of that?’ He looked quite blank and said
‘no, I don’t think so’. But I knew Gerald and I realised there was a catch
coming. He went on ‘I’ve only got the original proofs of the first edition
signed by Rimsky-Korsakov…’ That was near enough for Gerald! [laughter]
It was through Gerald that I got to know Geoffrey Norris who was
one of the mystery guests at the birthday lunch the Trust gave me
yesterday. In the course of working with Geoffrey we produced the first
catalogue of the music of Rachmaninoff. Of course, we sent a copy to
Gerald and got one of his typical, illegible postcards – it’s been said that
Vaughan Williams’s handwriting was unreadable but Gerald’s must have
been at least as bad. But deciphered, the postcard read: ‘catalogues, I know,
are simply meant to be consulted, but I have read yours from cover to cover
and it has completely upset my work schedule for the last ten days’. So I
said to Geoffrey, we hit the spot there [laughter]. And thinking of
Rachmaninoff, I became close friends with an expert in New York, David
Canatta, and we speak most weeks on the phone to each other. If he’s over
here he always comes and stays with me. Once I said that, as a change from
our usual topics, he might like to see a file of the sketches for Delius’s Songs
of Farewell. These were in the same state they were in before Fenby worked
on them with the composer. I then showed David the finished score
because these sketches comprised, amongst other things, a continuity draft
of the music but pretty well no chorus parts. Delius had sometimes written
in the words and occasionally he’d written a few notes for one of the soloists
but apart from the first movement (which was complete), there were no
voice parts after that, just the accompaniment sketched for piano. We spent
some time going through this. Now, bear in mind that David’s doctoral
dissertation had been on Rachmaninoff’s symphonies. Well, he looked at
these sketches and said the most interesting thing: ‘if you’d shown me those
twenty-five years ago, I would have not gone into Rachmaninoff’s
symphonies, I would have gone into Delius’s music’. Because he was so
fascinated to see where Delius had stopped work on the piece but then, after
five to ten years, for part of which he was blind, could go on exactly from
where he’d left off, once Fenby had triggered his imagination. David was
fascinated by that.
I should mention that David’s wife is one of the top half-dozen scholars
in the world on Liszt and so if they’re both there in my house, you can just
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imagine how I’m attacked by Rachmaninoff on one side and Liszt on the
other and I can’t get a word in edgeways.
Mahler of course has been a special subject since schooldays and
Mahler holds a very special position for me because it was through him that
I met my wife Joan – but that’s another story in itself … I mentioned
Reinhold Kubik and there’s a curious thing there, because I had written to
the Mahler Society earlier when Erwin Ratz was the General Editor and had
corresponded with him about the Fifth Symphony. Later, when Reinhold
was working on that, there were certain problems and in the course of
sorting out the archive he came across my correspondence with Ratz, which
dated from about 1955 or 56, and he sent me copies. It was rather touching
to think that the Mahler Society had kept all that correspondence.
Delius is in a rather special position, because if people have a Delius
query they write to the Trust; if it’s about the letters, then it goes to Lionel
Carley and if it’s about the music, it comes to me. But if it’s not Delius, then
there are other people that I can go to. With Rachmaninoff, someone like
Geoffrey Norris who is fluent in Russian; with Mahler, I go to Donald
Mitchell or Paul Banks. I found that as these people are doing research,
they have devoted as much interest and detailed study to their pet subject
as I have to Delius or Rachmaninoff and I’ve always found them very
pleased and happy to share their information, though sometimes with
slight restrictions. Because if they are scholars and they are working on
something with a view to publication they will say, well, I don’t mind
telling you as a friendly gesture but I haven’t yet published it. But I still
found them very open in that way. I’ll give an example on Janáček. Dr
John Tyrrell and Sir Charles Mackerras are the two Janáček experts and
it’s nice to have two like that because they don’t agree on everything. One
day I was at Universal Edition [the publishers] and they were showing me
the latest stage which John Tyrrell had reached with his work on Jenufa.
Later that day, I was back at the Trust office and Sir Charles Mackerras was
there. I conversationally said that I’d been looking at the sheets that John
Tyrell was working on for Jenufa and Sir Charles said ‘I wish to goodness
he’d make up his bloody mind on it as I’ve got to perform the damn thing!’
[laughter] Our secretary at the Trust, Marjorie Dickinson, always looks a
little bit off-hand, I think, if she hears too much talk on Delius subjects but
she always agrees that if David Lloyd-Jones is there with me, within five
minutes it’ll be Mussorgsky or Tchaikovsky – you can’t help this sort of
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thing. When I found myself next to Sir Charles at a Delius Trust lunch, after
three or four minutes we were arguing about the number of trombones in
Janáček’s Sinfonietta.
But now, a point about John Tyrrell: yes, he is the expert and he’s just
written a life of Janáček in two volumes and each volume is over one
thousand pages. Think of what that must entail for that man: he’s a
professor, he’s got a chair somewhere, he does a lot of other work and he’s
written a book that size. And yet, when I wrote to him on some twopennyhalfpenny query about the Sinfonietta, simply because he might know and
the books don’t say, he wrote back and said, pity you didn’t write a
fortnight ago because I’ve just been in Brno and I could have looked it up
for you. But I’ll put your letter aside and the next time I go, I’ll check it. At
least twelve months later, I got a letter from John saying, you may
remember you asked me some questions. I’ve now looked at the
manuscript and also at the copy that was used for the engraving and your
two queries are very interesting. The answers are as follows … I thought,
what a marvellous man, a real scholar; I suppose he appreciated that
somebody was on his wavelength although I couldn’t possibly claim that,
except for my admiration for the music of Janáček. It’s nice to think that
there are people like that who don’t say, why are you wasting my time? But
perhaps I asked a question on a point that either he hadn’t spotted or he
hadn’t got round to solving for himself.
Turning now to Shostakovich, there’s a man up in Scotland, Derek
Hulme, who did a catalogue of Shostakovich which at first was privately
published and then later taken over by OUP. We got in touch because I had
a number of first editions of some of the earlier works, whilst he had most
of the late ones, so we were able to exchange some information there. In
those days, I could get to the British Library whereas he couldn’t, so it was
rather useful. But that’s another one of my enthusiasms, Shostakovich, and
it was nice to be in close touch that way.
I want to refer to one of the Sotheby’s team, Stephen Rowe, whom I
met many years ago; he had then just become the Head of the Music
Division – he’s now Director in charge of the whole Book Division. I’d been
in touch about some Heseltine manuscripts of Delius; later some Liszt
manuscripts came up for sale and from the sale catalogue I got the
impression Sotheby’s couldn’t identify them. So I said, I can tell you what
they are: they’re both from the same piece and I told Stephen what that was.
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As a result, if there’s any Liszt, not to mention Mahler, Mendelssohn,
Janáček or Rachmaninoff, I get word from Sotheby’s. One day I was round
there looking at a Rachmaninoff copyist’s manuscript and Stephen came up
and put a parcel down and said ‘when you’ve finished, you might like to
look at that lot’. So I looked at ‘that lot’ and what do you think it was? The
manuscript full-score of Stravinsky’s Petrushka. We had a late lunch
together that day, I can tell you. I went back several times afterwards
because it was an extraordinary thing to see. Just on flicking through the
pages, I noticed dozens of things which were different from the published
score, just by glancing at it. Quite extraordinary ... You never know what’s
coming up at Sotheby’s.
I’ve been going on in, perhaps, rather a random fashion tonight but it
really, I think, can be summed up in this way. As I was saying to one of the
colleagues who’s here tonight, it reminds me of Rachmaninoff who once
said that music is enough for a whole lifetime, but a whole lifetime is not
enough for music. And I think that really sums the whole thing up, because
the deeper you go into it, the more you find. I was talking to my stepson
who was with me for a fortnight. Music goes round and round in his mind,
he’s entirely devoted to it. Not, shall we say, our sort of music, though he
doesn’t like it to be called ‘pop’ music, as he doesn’t consider he’s into that,
but he has produced for people like Bob Geldof and Tina Turner, so he’s
involved in a certain area. But when he starts talking about music, I realise
that, in some ways, all my life has been spent on technique – if you like,
there’s an analogy with what I mentioned earlier about playing the piano
and trying to make your fingers work the same way. It’s possible to spend
your life doing that without thinking of why you’re doing it. Of course,
he’s producing records and is playing with sounds and singers and all that
sort of thing. But to him, the music is something quite different. He liked
it when I told him that Mahler once said, no I don’t compose, I am
composed.
Another thing I must just quote. People of my generation would say,
I think, that the greatest artist they ever heard play the piano was Alfred
Cortot and in particular the way he played Debussy’s music. After Debussy
died, Cortot played some of his music to his little daughter, Chou-Chou, as
they called her and who didn’t live long. Cortot played some Debussy for
her and said, do I play daddy’s music as he used to play it? She replied,
rather doubtfully, yes you do but ‘papa écoutait davantage’ – ‘papa listened
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more’. Can’t you picture Debussy with that large head of his, listening …
It was, you see, as if he didn’t compose, he was composed. As Stravinsky
once said, ‘I heard and I wrote what I heard’. That was the same for
Debussy: he played what he heard. And the little girl said, yes, papa
listened more. He heard and he played what he heard. So this is why the
more you go on, the deeper it gets. Music is an endless subject.
One final point. I remember back, twenty something years, when our
much loved president at the time, Eric Fenby, was seventy and the Trust
put on a party for him. We were all there and Eric, at the end of the evening
said ‘if in the first place I hadn’t written that letter to Delius that I did, you
wouldn’t be celebrating my 70th birthday now’. So I think I can say the same
thing. If I hadn’t perhaps sat at that table with Felix Aprahamian in 1935,
possibly you wouldn’t be celebrating my 90th birthday now. It’s as simple
as that [applause].
Richard Kitching gave the vote of thanks, pointing out what a fluent
speaker Robert was, and how funny, entertaining and learned he’d been.
Richard recalled how he had got to know Robert through a mutual friend,
Clive Penrose, in the early ‘70s and still had a copy of a privately-recorded
78 rpm disc made in 1946 which Clive, a good baritone, made of Warlock’s
Yarmouth Fair. Robert was the accompanist. Richard then played a transfer
of that same disc to those at the meeting.
Richard also thanked Robert for all the help he’d given to the Midlands
Branch over many years, singling out a talk in 1971 on Delius’s Piano
Concerto as well as a recital of music by ‘Delius and his Friends’, just one of
many which Robert gave. He also recalled how Robert helped put on
enterprising concerts in the 1970s of excerpts from A Village Romeo and Juliet
and Irmelin.
Lionel Carley then made a concluding speech thanking Robert for what
Delius had once called ‘wonderful colleaguiality’ over forty years or more
and saying how much he himself had relied on Robert and what a help he
had been to him in checking texts. Lionel then presented Robert with a
painting entitled Late Swallow by Philip Travers with an inscription which
read: ‘For Robert Threlfall on his 90th birthday, with the admiration and
affection of the members of The Delius Society.’
Paul Guinery
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DELIUS IN MANCHESTER, 1915
John France became interested in classical music after performing as a ‘pirate’ in a
Grammar School production of The Pirates of Penzance in 1971. After hearing
Down Ampney at church he discovered the world of Ralph Vaughan Williams
and the then largely ‘undiscovered’ country of British Music. Usually, he has been
most sympathetic towards the lesser-known composers. He regularly contributes
reviews and articles to MusicWeb International and a variety of musical journals
and magazines, and has written programme notes for a number of concerts. He has
lectured on Gustav Holst, John Ireland and William Lloyd Webber. At present he
is investigating the life and works of Humphrey Searle and Marion Scott’s letters
to Herbert Howells. He maintains a British Music Blog – The Land of Lost
Content [http://landofllostcontent.blogspot.com/].
Introduction
In a letter (22nd February 1915) to Philip Heseltine (Peter Warlock)
Frederick Delius announced ‘… On Tuesday [23rd February 1915] I go with
Beecham to Manchester to judge the Singing competition for ‘Sea drift’.’
(Smith, 2000) It was probably written from Grove Mill House, Watford
where the composer was staying during his wartime exile from Grez-surLoing.
Delius had three aims that day in coming to Manchester. The first was
the premiere of his recently completed Violin Sonata on 24th February. On
the following day, Scene 4 from the opera A Village Romeo and Juliet was
included in a Hallé concert. And finally on 26th February 1915 there was
the singing competition to select the baritone soloist for Sea Drift at the
Royal Manchester College of Music (RMCM), now the Royal Northern
College of Music (RNCM). Some three weeks later, Delius was to travel to
Manchester again for a concert on 18th March which included his Piano
Concerto and Sea Drift with the winning soloist. This essay will examine the
contemporary critical reaction to these performances. The controversial
‘singing competition’ is a topic that has been dealt with in some
considerable depth by Michael Kennedy (1960 & 1971). I will not pursue it
here, save to give a brief overview.
The Violin Sonata, 24th February 1915
The Manchester Guardian1 carried an advert for a pianoforte and violin
recital at the Houldsworth Hall, Deansgate in Manchester It was billed as
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being in aid of the ‘Sustentation
Fund of the Royal Manchester
College of Music.’ The two
soloists were Mr Arthur Catterall,
violin and Mr R J Forbes, piano
(pictured, right). The works
included Bach’s Sonata in A major
(BWV1015), César Franck’s Sonata
in A major and the first
performance in public of what is
now known as Frederick Delius’s
Violin Sonata No 1. As was the
custom at that venue the new
work would be played over twice.
Houldsworth
Hall
was
popular for concerts, wrestling,
technical exhibitions and political
meetings. It was closed to the
public during the 1970s, although
the building still stands next to
the House of Fraser Department Store, formerly Kendal Milne. The Student
Sustentation Fund had been created to provide poorer students with
scholarships and to help up-and-coming soloists perform music with
professional orchestras.
Arthur Catterall (1883-1943) was an English concert violinist. He was
a precocious child and, aged only eight, had played the Mendelssohn Violin
Concerto in Manchester. After studying at the RMCM he worked with the
Hallé Orchestra and at Bayreuth. His first professional solo appearance
was in the Tchaikovsky Violin Concerto with the Hallé in 1904 under Richter.
Other appointments included leader of the Queen’s Hall Orchestra (19091914), the Hallé again (1914-25) and the BBC Symphony Orchestra (192936). Catterall was professor of music at the RMCM and also led his own
string quartet. In July 1942 he gave the premiere of E J Moeran’s Violin
Concerto at a Promenade Concert. Arthur Catterall died in London on 28th
November 1943.
Robert Jaffray Forbes was born in Stalybridge, Cheshire in 1878. Like
Catterall, he trained at the RMCM between 1897 and 1900. Much of his
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career was spent as an efficient Principal of the RMCM from 1923 until his
retirement in 1953. He regularly played in chamber concerts in the
Manchester area. Forbes died in 1958. He was a proponent of Delius’s Piano
Concerto.
Frederick Delius’s Violin Sonata No 1 was commenced in 1905. After
sketching only two movements it was put aside until 1914. This was not
the composer’s first essay for violin and piano: the early B major Sonata was
composed in 1892 but was not published until 1977 (Boosey & Hawkes). It
is not the purpose of this essay to examine the composition history of the
Violin Sonata No 1 nor to give a detailed analysis of the work. This has been
carried out by Frederick Bye (1930), Arthur Hutchings (1948), Gwilym
Beechey (1984) and recently by Martin Lee-Browne and Paul Guinery
(2014). I believe that critical opinion of the work is summed up by
Hutchings, who wrote
‘Of the sonata as a whole we may say … that though it is less perfect than
its successor (Sonata for violin and piano, No. 2, 1923), it has between its
covers much of the composer’s self-revelation.’

The Sonata was published by Forsyth Bros. of Manchester in 1917. It was
edited for publication by Catterall and Forbes.
The contemporary critic of the Manchester Guardian, Samuel
Langford (1863-1927), wrote an article about Delius’s Violin Sonata
published on the day of the concert2, no doubt allowing readers to gain an
understanding of what they were about to hear. Clearly, Langford had
been present at the rehearsals. He suggests that
‘the audience will need to hold very slightly by the preconceived notions
which the title of the work may suggest.’

He explained that the Sonata is in one movement and is played without ‘an
absolute break’ apart from a short pause which seems to divide ‘what may
be said to stand for the first two movements from the last…’ Langford said
that the ‘argumentative working-out sections which are the scholastic
feature of sonata form are not much in evidence in the work, which is purely
lyrical in its nature.’ The improvisatory character of the music is
emphasised and the need for the soloists to present ‘freedom and variety’
in the work’s interpretation. Stylistically, Langford declares that
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‘like most of the composer’s music, the work carries a suggestion of
romantic mystery and of folk melody … achieved without the adoption
of any modal formulas …’

The structure of the Sonata is derived from ‘melodic germs’ which
‘are a sufficient guide to its continuity, but even they are not to be thought
of in any analytical spirit.’

Samuel Langford concludes this introduction by stating that
‘The work is eminently one that appeals to the musical emotions rather
than to the understanding.’

On the day following the recital, Langford’s review in the Manchester
Guardian3 hailed it as a success in every way.
‘The audience was both numerous…the playing was fine, the music good
and its effect in the hall was thoroughly satisfactory.’

He repeated his previous contention that Delius’s Sonata was ‘so far
removed from the usual methods of writing … for instruments.’
For example, he noted that the Bach work had made use of imitative
melody between players which, in the Delius Sonata
‘is almost wholly abandoned … the two instruments [exchanging] roles
but little, so little that the idea of a rest for either is almost an
impossibility.’

The melodic interest is largely in the hands of the violinist whilst the piano
‘supplies a bold movement and rich texture of harmony.’
Langford felt that the Sonata had a tendency towards tedium brought
about by
‘the insistent way in which the opening of the melodic phrases repeats
their outline.’

These phrases are subsequently mutated and then ‘a more radical
transformation of its outlines takes place …’
Interestingly, Langford noted that although the composer had not
provided expression marks or indications of tempi in the manuscript score,
a ‘highly creditable’ realisation of the work was achieved by Catterall and
Forbes. He believed that increasing familiarity will
‘probably discover a flexibility [of interpretation] which will put away the
sense of monotony from the sonata.’
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Finally, the reviewer felt that the reprise of the new Sonata, coming after the
Franck gained from that work a greater sense of ‘geniality and intimacy.’
Delius was ‘most enthusiastically applauded’ and seemed satisfied with the
work’s interpretation.
On the same day an unsigned review of the recital appeared in the
Manchester Evening News.4 It began by pointing out how the two young
soloists, Catterall and Forbes had been
‘honoured by the eminent composer Delius with the first production of
his Sonata …’

He considered that they had
‘handsomely returned the compliment by performing the work with
utmost refinement and lucidity.’

Interestingly, this reviewer considers the Sonata as a ‘rhapsodie’ in two
divisions. The first is concerned with an ‘eloquent and moving part for the
violin’ which was played with a
‘pure, noble tone, and with an intensity of feeling which fully realised the
pathos of the music.’

The second section was
‘characterised by an increase of rhythmical energy, in which Mr Forbes
showed a complete mastery of all the technical difficulties, and a happy
conception of the poetic import of the movement.’

Enthusiastically, he declares that
‘such a splendid combination of youthful vigour [of the soloists] and
mature artistic instinct [the 52 year old composer] has not often been
heard in Manchester.’

He felt that Delius’s
‘harmonic system belongs to himself alone, and is influenced by no
modern writer we are acquainted with.’

His music is
‘strangely beautiful, full of poetic suggestion, and quite apart from the
crude effects of the ultra-modern anarchists in sound.’

The Bach and Franck Sonatas were played to the
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‘same high musical attainments and sympathetic co-operation which
distinguished their efforts in the new work.’

Another local review was given by A J S in the Manchester Courier.5 He
began by reminding readers of the
‘growing appreciation among local concert-goers of Mr. Delius’s beautiful
art …’

and noting that the performance
‘was entrusted to musicians closely associated with our own muchdiscussed college.’

He thought that Delius escapes from the ‘trammels’ of classical sonata form
by
‘presenting one long passionate utterance of an extraordinarily moving
eloquence … likened to a speech by some great orator.’

The reviewer indulges in some purple prose suggesting that the violin’s
opening theme presents the listener’s imagination with ‘a struggle against
a fate foredoomed to failure’. The prevailing mood of this first movement
is one of ‘argumentativeness.’ The music then settles down to ‘the grave,
despondent beauty of the short slow movement …’. In the final part of the
sonata the ‘trend of feeling is towards hopefulness.’ He writes that the work
ends
‘interrogatively, as though the orator, seeing the light, yet dared not to
venture overmuch on its accomplishment.’

The reviewer wonders if the Sonata was inspired by recent events of the War
but concludes by suggesting that the music
‘springs more naturally from its time or strikes so deeply to the feeling
uppermost in all of us today.’

The Halle Concert, 25th February 1915
The following day, Thursday 25th February 1915, Frederick Delius was in
attendance at the Free Trade Hall in Peter Street, Manchester. Thomas
Beecham and the Hallé Orchestra gave a wide-ranging concert of music
including Scene 4 of the opera A Village Romeo and Juliet. The programme
consisted of:
Robert Schumann: Carnival
Ethel Smyth: Introduction, Act 3 The Wreckers
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Modest Mussorgsky: Monologue (Boris Godunov), Herbert Hayner (bass)
Frederick Delius: Scene 4: A Village Romeo and Juliet, Eveline Matthews
(soprano), Frederick Blamey (tenor)
Igor Stravinsky: The Firebird, suite
Wolfgang Amadeus Mozart: Freemasons Cantata, Frederick Blamey
(tenor), Herbert Hayner (bass), Hallé Choir
Alexander Borodin: Polovtsian Dances from Prince Igor, Hallé Choir

Samuel Langford6 had written extensively about the up-and-coming
concert featuring A Village Romeo and Juliet. He picks up on the fact that this
opera is of a ‘sentimental and pathetic nature.’ Scene 4 is a concatenation
of dream and reality. Sali comes home to visit his betrothed Vreli who is
alone in the world and penniless. They sing together about the loss of her
father, the sale of the family home and of their love for each other. Then,
sitting by the fireside, they drift into sleep and dream of their marriage in
the old church of Seldwyla. The composer had introduced church bells, a
choir and an organ into their reverie. On awakening, the two lovers hear
villagers passing on their way to a local fair. They willingly follow.
Langford has identified this music as belonging to the composer’s middle
period which includes works such as Appalachia and Paris. He considers
that the
‘pervading quality is a gentle and lyrical poetry eminently suited to the
idyllic nature of the village romance.’

The Manchester Evening News7 unreservedly announced that they
‘know of no precedent, either in the Hallé Concerts, or any other series of
concerts, where any one programme contained so much that is new – or
so little known …’

It continued by suggesting that
‘from an educational point of view the music given was of the greatest
importance, and it only needs spirit of enterprise of this kind to galvanise
Manchester music into its former vigour and enthusiasm.’

The critic felt that the singing by Eveline Matthews was ‘beyond expression
delightful’ and presented in a voice of ‘singular purity’ which is devoid of
the ‘tricks and devices of the sophisticated vocalist.’ It was an impressive
balance of ‘simplicity’ with ‘dramatic force.’ The tenor role, taken by
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Frederick Blamey was ‘equally successful in the telling performance of his
part.’ This reviewer does not mention the extract from Ethel Smyth’s The
Wreckers, but does pass comment on Stravinsky’s Firebird Suite. This work
belongs to the
‘newest school of modern music … many believe that it does not belong
to music at all.’

He concludes by suggesting that before any
‘definite idea of the value of this futurist music can be formed, one must
have time to recover from the bewilderment it produces.’

Delius himself was somewhat ambivalent towards Igor Stravinsky’s
music. On the one hand, he had written (27th May 1913) to the Russian
stating that
‘Your music interests me enormously, something I cannot say for most of
the music I have heard for a very long time.’

On the other hand, he described The Rite of Spring as 'an Anti-musical
pretentious row.’ (Carley, 1988).
The reviewer in the Manchester Courier8 was impressed by the ‘veritable
feast of novelty’ presented by Thomas Beecham. He felt that ‘The Bird of
Fire’ was heard to some disadvantage being ‘divorced from its natural
accompaniment of gesture and scene ...’. This criticism also applied to the
‘important selections’ from A Village Romeo and Juliet. He declared that
‘nothing more beautiful, more genuinely felt and imbued with the rarest
poetical feeling has been given here for a long time than the fourth scene
of Delius’s opera.’

The success was enhanced by the
‘delightful, unforced singing of Miss Matthews and Mr Blamey, to
excellent choral singing … [to] Mr Beecham’s power and mastery as a
conductor and to the responsiveness and general high quality of the
orchestral playing.’

He finishes this final section of the review by making a plea that the whole
opera, in ‘its proper environment’ would one day be presented in
Manchester.
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The Halle Pension Fund Concert 18th March 1915
The April 1915 edition of The Musical Herald 9 noted that the challenge by
Mr Thomas Beecham to the RMCM
‘to produce a past or present student capable of singing the baritone solo
in the tone-poem of Delius’s Sea Drift was acceptably taken up at the Hallé
pension fund concert by Mr Hamilton Harris (who besides being a
popular vocalist is a choirmaster and Sol-fa-ist).’

Hamilton Harris10, living at that time in Marple Bridge, was born in
Droylsden, Lancashire in 1879. He first sang with the choir of Albion
Congregational Chapel in Ashton-under-Lyne, going on to sing in a
number of other choirs. He had lessons with Charles Saunders and then
entered the RMCM where he won the Curtis Gold Medal for singing in
1908. In 1913, he had sung the baritone solo in Brahms’ German Requiem to
considerable esteem. Hamilton Harris died on 15th March 1958 in
Woodford, Cheshire.
The event was a special Pension Fund Concert held on Thursday 18th
March 1915 at the Free Trade Hall. Thomas Beecham conducted the Hallé
Orchestra and Choir. This Pension Fund had been established in 1898 as
part of a financial restructuring of the orchestra under Gustav Behrens. It
was a ‘benefit and superannuation fund for the members of the band.’
(Kennedy, 1960). In 1901 Karl Richter proposed to give a special concert at
the end of each season in aid of this fund.
The programme of the Pension Fund Concert included:
Carl Maria von Weber: Overture to Oberon
Wolfgang Amadeus Mozart: Pamina’s Aria (Magic Flute), Eveline
Matthews (soprano)
Peter Ilyich Tchaikovsky: Francesca da Rimini
Frederick Delius: Sea Drift, Hamilton Harris (baritone), Hallé Choir
Mikhail Glinka: Suite, Prince Kholmsky
Frederick Delius: Piano Concerto, R J Forbes (piano)
Claude Debussy: Nocturnes, Ladies Chorus
Igor Stravinsky: Three Japanese Lyrics, Eveline Matthews (soprano)
Franz Liszt: Symphonic Poem Hunnenschlacht
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The story of Delius’s Piano Concerto, its genesis and subsequent
revisions have been written about elsewhere (Threlfall in Redwood, 1976,
2/1980). It is important to realise which version was heard at the Pension
Fund Concert. The work began life as a ‘Fantasy for orchestra and piano
forte’ which was completed in 1897. It was never publically performed.
This one-movement work was revised into a traditional three-movement
concerto. It was first heard in Elberfeld, Germany on 24th October 1904
with the pianist Julius Buths and conducted by Hans Haym. Two years
later, Delius was still dissatisfied by this work and the Concerto was revised
once more, with the piano part being worked over in a virtuosic manner by
the Hungarian pianist Theodor Szántó. This was first heard at a Henry
Wood Promenade Concert on 22nd October 1907 with Szántó as soloist. It
is this version that was heard at the Free Trade Hall in Manchester on 18th
March 1915.
Samuel Langford11 in a pre-concert note rightly states that the
Pianoforte Concerto is in a form similar to those of Franz Liszt. He feels
that ‘technical splendour’ is less important than the ‘broad melodic sweep
and richness of feeling.’ This is not to deny the fact that the soloist is ‘kept
busy with passage work of immense difficulty’ but he feels that it rarely
dominates the work. He notes that the Concerto is an ‘enormous feat’ for a
composer who is not a professional pianist.
Langford considers that Sea Drift ‘has the sense of the sea in its every
note …’. Whitman, he believes,
‘casts off his sometimes fussy optimism and allows his strong mind to
penetrate for once the pathetic aspects of nature and life.’

After an explanation of the poem’s theme and a discussion of its literary
merits, Langford concludes by noting that
‘the musical setting enhances [the] poetry so greatly that it may rightly be
called an inspiration.’

Two days later, Samuel Langford12 presented a thorough review of the
concert, expanding on the other music that he had not previously
addressed. In his opinion it had been a success apart from the conclusion
provided by Liszt’s ‘dour’ Symphonic Poem Hunnenschlacht.
Sea Drift, in spite of its hurried preparation, maintained a ‘fairly high
level of musical expression.’ He considered that Mr Harris had ‘studied the
work with great thoroughness.’ He excelled
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‘… in the lovely close, when the reflection on the happiness of the past
overpowers every other feeling …’.

Mr Forbes was equally successful in his playing of the Piano Concerto, yet
Langford enigmatically doubts ‘whether the public could fully understand
the merits of his playing.’ Conversely, the Concerto’s
‘musical interest is kept alive from the first note to the last. The passage
work is a splendour that is added to it without ever impairing its
rhapsodic power.’

The Manchester Courier13 insisted that Beecham’s final concert of the Hallé
season ‘made no concessions to popular taste.’ The programme
‘was as rich in new music and in beautiful music – terms by no means
synonymous – as the others [concerts] for which Mr Beecham had been
responsible.’

Over the 1915 season Beecham had included Stravinsky’s Petrushka and Fire
Bird Suite, Bantock’s Fifine at the Fair and Omar Khayam, Arnold Bax’s rarely
heard choral work Fatherland, as well as a number of works by Delius
including Paris. The critic was impressed by Sea Drift which ‘left one in no
doubt of his intense kinship with nature.’ He considers that the music is
not ‘really pictorial …’ although allows that the
‘insistent bass figure heard … at the beginning and the end may represent
the sea-surge breaking on the beach’

and ‘the solitary guest’ may be ‘the protagonist in the drama of its life.’ Sea
Drift has a ‘strangely poignant beauty’ which made a ‘deep impression’ on
the audience. The reviewer considers that there are
‘phrases that stab us, so keenly does the music respond and emphasise
the poet’s thought.’

The work has
‘feeling welling out and expanding under a composer’s genius to an artwork of unanalysable beauty.’

The performance did credit to all concerned and
‘Mr Hamilton Harris … phrased most beautifully, and kept an unfailing
roundness and richness of tone in the mezzo-forte and piano singing.’

Yet there was a slight sting in the tail: Harris
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‘will be nearer Whitman … when he can impart a measure of rugged,
kindly strength to the music …’

This Piano Concerto was ‘played very finely’ but differed from ‘accepted
ideas [of] construction.’ He felt that its
‘thematic material is slight and it is neither developed in the customary
way nor merely embroidered.’

The music is presented in ‘a reflective way – rhapsodically even, as in the
slow movement.’ He concludes that the work has ‘not only charm but great
technical interest.’
The Manchester Evening News14 headlined its review with ‘Mr Hamilton
Harris’s Success’. The variety and the novelty of the programme was noted,
especially its international flavour, with works by French, Russian, English
Austrian, Japanese and even German works. Local interest gave great
attention to Sea Drift, which he regards as being one of Delius’s
‘most beautiful works with all the delightful newness of atmosphere
which has caused the musical world to welcome Delius as a composer
with something quite new to say, and with the ability to say it without
shocking the musical sense.’

Responding to the choice of Hamilton Harris and alluding to the
circumstances of the controversy, he suggested that he had been in ‘an
unexampled danger and difficulty’ however he made an ‘unqualified
success’ of the occasion. Harris ‘triumphed completely’ over the ‘exacting
… notation and tonality’ of the music. Especially impressive was his
‘passionate singing’ of the final section of the work beginning ‘O past, O
happy life, O songs of Joy.’ The chorus was
‘inspired by the lyrical beauty of the words, by the ever-changing moods
and by the occasion.’

The critic noted the hurried preparation given to this work, which was not
evident in the performance.
The Piano Concerto which ‘… contains everywhere the evidences of the
composer’s individuality’ was played by R J Forbes with that
‘certain mastery of all technical difficulties and the firm grasp of the
composer’s intention which distinguishes everything this player does.’
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Note
Philip Heseltine wrote to Delius on 3rd March 1915 [Smith 2005] to inform
him that ‘there are no parts of “Sea-Drift” at the Aldwych Theatre’ [Strand,
London]. Heseltine was assured that they
‘would be hired from Breitkopf immediately before the date of
performance and would be sent to me for correction, on their way to
Manchester.’

Barry Smith, in his Frederick Delius and Peter Warlock: A Friendship Revealed,
cites the response from Delius on 15th March 1915 to Philip Heseltine:
‘… the ‘Seadrift’ parts will be wanted in Manchester on the 10th inst. [ie
10th March 1915] so dont [q.v.] forget to correct them - There is rather
more work than you think - firstly all the corrections & then the additions
– I go to Manchester on the 10th & come in to Euston [from Watford] at
11:50 leaving here [Watford] 11:15. If you can meet me at the station at
11:50 we might lunch together – my train for Manchester leaves at 2 -.’

The date for this letter is indicated in square brackets implying that it was
not dated and that Smith has deduced it from the postmark or from some
other event. It would seem actually to have been written prior to 10th
March 1915.
John France
Manchester Guardian, 20th February 1915
Manchester Guardian, 24th February 1915
3 Manchester Guardian, 25th February 1915
4 Manchester Evening News, 25th February 1915
5 Manchester Courier, 25th February 1915
6 Manchester Guardian, 24th February 1915
7 Manchester Evening News, 26th February 1915
8 Manchester Courier, Friday 26th February 1915
9 The Musical Herald, April 1915: p 167
10 Manchester Guardian, 2nd March 1915
11 Manchester Guardian, 17th March 1915
12 Manchester Guardian, 19th March 1915
13 Manchester Courier, 19th March 1915
14 Manchester Evening News, 19th March 1915
1
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RARE AND ANONYMOUS: THE 1929 DECCA
RECORDING OF SEA DRIFT
Peter Adamson is recently retired from computer service work in the University of
St Andrews and has collected 78 rpm discs for most of his life. He has fairly wide
musical and recorded interests, but has concentrated on the very earliest discs, on
twentieth-century 'art' music on 78s, and on early instrumental and orchestral
recordings, including such unusual corners as the harpsichord. He writes
occasionally on such topics for record collector magazines.
Written in response to a webpage put together by Bill Thompson, containing
information about the rare 1929 Decca recording of Sea Drift
[http://thompsonian.info/delius-sea-drift-article.html], this article draws on many
sources, including personal correspondence from Roy Henderson, in order to
identify once and for all, the conductor of this recording.
The Decca Company, already well established as a producer of affordable
record-playing machines, issued their very first batch of recently-recorded
discs in July 1929, under their new guise as The Decca Record Company,
Ltd. Amongst these discs was a set of three containing Sea Drift, sung by
Roy Henderson with choir and orchestra, doubtless with the impending
Delius Festival in view. This set of discs has become famous for two extramusical reasons: it is extremely rare, and the labels give no indication of
the name of the conductor. Here I hope to throw some light onto both these
features, which may even be related.
The Delius discs formed part of Decca’s more expensive black-label
series, represented by 10-inch discs A1002 and A1004 at four shillings and
sixpence, together with 12-inch S10002 and S10010–12 (Sea Drift) at 6s 6d
per disc. This compared with their cheaper magenta 10-inch offerings (M
series) at only 3s. The Delius set thus cost 19s 6d, or nearly £1, a not
inconsiderable sum for 1929 (you could buy a new Austin 7 car for a little
over £150), and perhaps not a good way to start amidst the looming
Depression.
In August 1929, The Gramophone magazine advertised the discs1 and
also reviewed them2, noting their ‘imperfect surface’. Perhaps taking fright
at the developing financial situation, Decca promptly advertised ‘new
cheaper’ issues across another Gramophone double-spread in October 19293,
mentioning their 12-inch magenta-label (T series) discs at 4s 6d and a new
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blue label (F series) 10-inch disc at only 2 shillings. Very soon afterwards,
in March 1930, they were advertising4 yet another new cheaper 12-inch K
series at only 3s 6d, little more than half the price of the original black-label
12-inch discs.
It may easily be guessed from this that the state of Decca’s finances was
less than happy as the Depression rapidly took hold. Indeed, as Peter
Martland has recounted in his book Recording history: The British Recording
Industry, 1888–19315, the bankers threatened foreclosure on Decca’s loans
and later the company even had their telephone disconnected after
defaulting on payment. In the event, the price-cutting (and some poaching
of famous artists from elsewhere) didn’t work, and during the 1930s they
desperately imported popular (American) Brunswick and classical
(German) Polydor catalogue material, with some measure of success.
Nevertheless, Decca’s original 1928–29 investors received no dividend
payments until 1945.
So what happened to Sea Drift, and the other somewhat overpriced
black-label discs? Decca’s 12-page October 1929 catalogue – incorporating
a ‘complete list’ of all their discs ‘issued to date’ – tells the story. Two of the
black-label discs (featuring cellist Hans Kindler on A1004, and soprano
Olga Olgina on S10002) were transferred to the cheaper magenta series (as
M72 and T110). However, A1002 (Grainger’s Jutish Medley, including the
composer on harmonium) and the Delius Sea Drift on S10010–12 were
simply deleted.
The rarity of these two historic recordings is thus easily explained:
they were issued in July 1929 and reviewed in August, but had already gone
for ever before October 1929 – an availability of at most three months.
I now turn to the problem of identifying the Sea Drift conductor, whose
anonymity did not go unremarked by The Gramophone in its August 1929
review6 and editorial7. There are perhaps four possible contenders, minor
classical conductors appearing on recordings of the time: Anthony
Bernard, Basil Cameron, Julian Clifford and Stanley Chapple.
Taking these names in reverse order, Stanley Chapple appears as the
conductor in Frederick Delius, a Discography, compiled by Stuart Upton and
Malcolm Walker and published in 1969 in the Newsletter of the Delius
Society8. Chapple’s candidacy seems to be undermined by his general
disappearance from record catalogues following the withdrawal in 1927 of
all the main classical labels of the Vocalion company9, for which he had
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Decca recording catalogue, 1929 – cover
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Decca recording catalogue, 1929 – inside pages 2-5
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made a number of recordings. It is not clear how his name has arisen in
connection with a subsequent Decca recording; there is no mention of
Chapple in Lionel Carley’s extensive compilation Delius, A Life in Letters10.
Julian Clifford was listed as conductor in a discography of Decca 78
rpm records, compiled and published by Michael Smith11, with an
introduction by Malcolm Walker. Clifford was similarly suggested in
Philip Stuart’s discography Decca Classical, 1929–200912; this was compiled
in 2009 and placed on the Centre for the History and Analysis of Recorded
Music (CHARM) website at that time, but has since been revised. Since
Clifford is credited as conducting God save the King (issued on M30) on the
same date as the Delius records (29th May 1929), he is evidently a prime
suspect.
Basil Cameron likewise conducted many of the early Decca recordings,
including the two original black-label discs with Olgina and Grainger; so
he might also be regarded as a possibility, although his name has not (so
far) appeared in the running. Carley13 includes only the briefest mention of
him, made by Jelka Delius in a letter to Percy Grainger dated 4th November
1930: ‘Basil Cameron seems to have made a very good start in S. Francisco
too.’
In the event, contemporary written evidence points very clearly to
Anthony Bernard as the conductor. Jelka’s letter to Percy Grainger (quoted
above) also says:
‘Fancy, that you had not heard Seadrift [sic] before! Fred was delighted
with all you wrote about it. It is a most glorious work. Anthony Bernard
made a record of it, with Decca, but unfortunately they have withdrawn
it from sale; I think because Bernard is bound by contract to another firm.’

Such a contractual problem might conceivably tie in with both the
anonymity and the withdrawal from sale.
Yet problems with the recording might not have been only contractual
ones: a letter from Jelka to Philip Heseltine, given as ‘May 1929’ in Carley14,
looks forward to hearing test pressings of a recording of the North Country
Sketches and Air and Dance. These however remained unissued, as
explained there in a footnote15:
‘According to Fenby, the records were not issued because of trouble over
the scratch orchestra which had been assembled for the recording.
Anthony Bernard, the conductor, also recorded Sea Drift (on 29th May),
with Roy Henderson, an unnamed chorus and the New Symphony
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Orchestra. Fenby wrote home to his mother on 30 July: “The gramophone
records of “Sea-Drift” were very poor indeed. A bad orchestra, a
miserable little chorus and faulty singing by Roy Henderson [...] and a
poor reading by the conductor, Anthony Bernard. Delius did not
recognize much of it.” This seems to have been the reaction to the records
as broadcast. Fenby remembered that when the records arrived at Grez,
they “sounded somewhat better on the gramophone”; so much so that on
14th August Jelka wrote to tell Heseltine that they “greatly enjoyed” the
recording!’

Although the company that made the earlier recordings of North Country
Sketches and Air and Dance is not given here, the recordings are listed in the
current online discography of the Delius Society16 as being made for
Brunswick, also in May 1929. So there might appear to be at least a potential
clash of contracts for Anthony Bernard, who had already been making
recordings for Brunswick with his London Chamber Orchestra, for instance
Respighi’s Trittico Botticelliano (Brunswick 30131–2) reviewed in The
Gramophone for February 192917. On the other hand, the (British) Brunswick
company had been taken over by Duophone, and in turn Decca had already
(in 1929) acquired the Duophone record production facilities18.
Some additional confusion (and also some clarification) regarding the
activities of the record companies may be gleaned from a short ‘Trade
Winds and Idle Zephyrs’ report in The Gramophone for June 192919 under the
heading ‘Brunswick and Decca’:
“The Chenil Gallery, where most of the Brunswick recording is done, is
very busy these days. We hear that Mr. Anthony Bernard has recorded a
big work of Delius as well as the Air and Dance, which the composer has
given him to record for the gramophone before ever it is heard in public...
Mr. Philip Lewis is busy preparing the first list of Decca records which is
likely to create rather a sensation since it will include Rachmaninov’s
Second Piano Concerto, with Sapellnikov as soloist, the third Brahms
Symphony, and the Carnaval à Paris of Svendsen...”

Interestingly, the Gramophone review and editorial of August 1929, while
noting the anonymity of the Sea Drift conductor, failed to refer back to this
recent mention of Bernard. The featured Rachmaninov and Brahms
recordings – each a second attempt – were to remain unissued, along with
many others made by Decca during 192920.
Martland21 agrees that it might have been the case that Decca’s
acquisition of Brunswick/Duophone did not – as of summer 1929 – cover
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legal transfer of an already existing recording contract between Anthony
Bernard and Brunswick. In fact, Bernard very soon afterwards did go on to
make other recordings for Decca which are not anonymous: for instance,
Walton’s Portsmouth Point overture (11th October 1929, issued on M94), and
Bach’s Violin Concerto No 2 in E, BWV1042, with Leon Zighéra (8th July 1930,
issued on TF135–6), and in 1930–31 again conducting his own London
Chamber Orchestra22. So if there had been any (however unlikely)
contractual case for anonymity in May 1929, it had clearly been resolved by
October that year, and so would not necessarily explain such a prompt
deletion of Sea Drift23.
Anthony Bernard was also named as conductor in 1987 in Roy
Henderson’s Delius: a survey of outstanding performances published in The
Delius Society Journal24, which might be taken as evidence possibly provided
by Henderson himself. Early in that year, I ventured to write directly to
Roy Henderson, asking him for his own remembrances of the Sea Drift
recording and its anonymous conductor. He was so kind as to reply
promptly on 25th February, as follows:
‘Dear Mr Adamson,
Sea Drift was recorded on 29/5/29 and headed Decca’s first catalogue.
They had promised me Sea Drift if I joined the company. The conductor,
the [omission] of whose name shows how green they were, was Anthony
Bernard. There were six sides and apart from testing there was only one
master of each side made. The engineers remarks [say] “subject to
surface.”
Of course Decca had no experience, poor microphones and recording such
large forces choir orchestra + solo singer was quite beyond them. As far
as I can remember we had but one microphone which played havoc with
diction. The BBC in those days had just one microphone for its operas etc.
The record was made at Chenil Galleries, Chelsea.
By the time we had recorded Dido + Aeneas some years later things were
much better. Having lost a lot of money on Sea Drift I had to sing popular
songs for a few years.
Thank you for your interest,
Yours sincerely
Roy Henderson’
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The tone of Henderson’s comments hints that his undoubtedly very distant
memory may have been sharpened to an unusual clarity by an
understandable measure of pique over this collapsed venture and his
therefore ‘unfulfilled’ contract with Decca. Indeed, amidst general financial
woes, Decca advertised in The Gramophone25 that Henderson and other
artists had ‘consented’ to have their recordings issued on the cheaper blue
label instead of magenta, which must have rubbed salt into the wound,
notwithstanding his later successful ‘Purcell Club’ album set for Decca of
Dido and Aeneas26.
There are therefore three authoritative supporters for Anthony
Bernard: Jelka Delius, Eric Fenby and Roy Henderson all name him as
conductor of Sea Drift.
However, all is still not quite straightforward. Henderson mentions
that ‘apart from testing there was only one master of each side made.’ Yet
the matrix numbers listed in the Decca ledgers for 29th May 1929 contradict
this, as Philip Stuart27 has reported, following his inspection of British
Library microfilm copies (a basis for his current Decca discography).
Morning: MA191-I, MA191-IA, MA192-IA, MA192-IIA, MA192-II,
MA191-IIA, MA191-II, MA193-IA, MA193-I, MA193-II, MA193-IIA.
Afternoon: MA195-I, MA195-IA, MA195-IIA, MA195-II, MA196-IA,
MA196-II, MA196-IIA, MA196-IIIA, MA197-I, MA197-IA, MA197-II,
MA197-IIB.

In the ledgers there is no indication of which takes were issued, but here the
bold entries indicate numbers taken from published discs. Stuart suggests
use of two turntables to make two copies of each take and that by ‘tests’
Henderson meant that one wax of each side was played back (and thereby
destroyed).
It may also be seen that the matrix number series for Sea Drift has a
gap. The ‘missing’ matrix (MB194) is in fact the (10-inch) recording of the
National Anthem (in Elgar’s arrangement) with choir and orchestra
conducted by Julian Clifford, as billed in the July 1929 catalogue on M30.
So not only was Clifford apparently on hand, it seems that his recording
was made in the middle of the Delius sessions, in the morning according to
the ledger. It is known that there was an earlier set of takes of the Anthem
made on 2nd May (matrix MB129) and adjacent to the recording (MB130)
issued on the reverse of record M30. Stuart reports that the Anthem was on
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Letter from Roy Henderson to Peter Adamson, 25th February 1987
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the morning sheet for 29th May, but was crossed out; another sheet was
made out solely for MB194, but does not name the conductor. However a
typed note amongst the ledgers headed ‘List of titles to be repeated’
includes MB129 ‘symphony orchestra (Julian Clifford)’ – suggesting that
Clifford did make his replacement recording, perhaps conducting the choir
and orchestra during a convenient break in the Delius proceedings.
More mysteriously, Stuart also reports that the ledger sheet for the
morning session has the conductor's name scribbled over or scratched out.
As the possible conductors have names of roughly equal length, there is no
clue from the size of the entry. The sheet for the afternoon session has no
mention of a conductor. He suggests the following possible interpretations:
Whoever filled in the morning sheet realised they had made a mistake
that they did not repeat;
The [morning] conductor refused to conduct [the afternoon session]
unless guaranteed anonymity;
There was a change of conductor between sessions.

As Henderson in his letter reported only the one conductor (Anthony
Bernard) for Sea Drift, a change of conductor during the Delius recording
sessions seems unlikely – Henderson appears on every side of the issued
record set, which obviates the possibility of an ‘interloper’ without his
knowledge. Naming of the conductor as Bernard in the morning ledger
might conceivably have required deletion if it was decided for some reason
that he was to remain anonymous, including on the record labels, although
the ledgers were private internal company documents. As Stuart has also
suggested to me, apart from any lingering contractual difficulty, perhaps
there was some last-minute artistic or technical disagreement that might
have caused Bernard to disown the recording and demand deletion of his
name – and maybe even demand its withdrawal rather than countenance a
cheaper reissue in October 1929. The initial reactions of Fenby and Delius
himself to the records as broadcast may even correspond to Bernard’s own
estimation of the results, even though Jelka Delius later considered (in her
November 1930 letter to Grainger)28 that there was a contractual reason for
withdrawing the recording and had ‘greatly enjoyed’ the discs when they
arrived. Perhaps significantly, Roy Henderson does not admit to knowing
any reason for Bernard’s anonymity, apart from Decca’s evident
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Stephen Lloyd
Roy Henderson in 1989, with singing pupil Pamela Bowden

inexperience; and he would presumably have been happier with continuing
(if reduced) royalties from a cheaper reissue rather than complete deletion.
Overall, it does appear to be confirmed that Anthony Bernard was the
conductor of the 1929 Decca recording of Sea Drift, as Roy Henderson
himself recalls. The rarity of the recording is clearly explained by its very
short catalogue life; but possible contractual or artistic or other reasons for
its early and complete withdrawal and for the unexpected anonymity of the
conductor must for the time being remain open to further research.
Peter Adamson
The Gramophone, no 75, August 1929, pp xxiii–xxiv
Ibid, pp 122–3.
3 The Gramophone, no 77, October 1929, pp xv–xvi
4 The Gramophone, no 82, March 1930, p xv
5 Martland, P. (2013) Recording history: The British Recording Industry, 1888–1931, London,
Scarecrow Press, pp 252–3
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7 Ibid, pp 98–9
8 Newsletter of the Delius Society, 24th September 1969, p 30
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PERCY GRAINGER’S PROMOTION OF DELIUS
IN THE USA: PART ONE
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 first part of an article examining Grainger’s promotion of Delius in
America; the second part will be published in the Autumn edition.
Percy Grainger and Frederick Delius’s friendship is well known, but its
significance is not always adequately acknowledged. Less well known,
perhaps, is Grainger’s ‘Delius campaign’ – the title he gave to his work on
behalf of Delius in the United States of America. This campaign, initiated
upon Grainger’s arrival in New York in late 1914, involved lectures, articles
and performances, including a number of noteworthy US Delius premieres.
In this article I will explore the critical reception of the performances of this
campaign, and question the extent to which Grainger’s tireless promotion
of Delius affected the reception of his music in America. While Grainger
was certainly not the only person performing or conducting Delius in US at
the time, he was the only musician that I have found with a manifest agenda
for the promotion of Delius’s music in the US, and his campaign was one of
great personal significance, to both Grainger and Delius.
Following their first meeting in 1907, Grainger examined the score of
Appalachia and was immediately struck by similarities to his own work.
‘I was so amazed to find that anything so like my own chordal style
existed. It struck my mother in the same way: “What piece of yours is
that?” she called from the next room, taking for granted that it was mine,
yet not able to recognize it.’1

Through their ensuing 27-year friendship, they discovered a wealth of other
philosophical and musical similarities. Both often took inspiration from the
natural landscape, hills, the sea and Scandinavia. Both were atheists (or,
‘god-naysayer’-s in Grainger’s constructed ‘blue-eyed English’) committed
to ‘pleasure’ and anti-morality (or, ‘non-right-wrong-monger’-s); both
loved Whitman and Nietzsche, both hated Mozart (in fact, Grainger
believed Mozart’s music to be ‘the heartless tonery that caused the French
Realm-clash ((Revolution))’.)2
The realisation of these numerous
similarities was one of many factors in establishing their friendship – a
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reciprocal relationship that would be of great consequence to both their
careers and compositions.
When Grainger arrived in America in 1914, there had been only a few
Delius works heard in the country, the circumstances of which have been
outlined in Gillespie and Beckhard’s On Hearing the First Delius in America:
Critical reaction to Frederick Delius’s Music in the United States 1909-1920 in
Frederick Delius: Music, Art and Literature. Grainger immediately felt that
Delius’s works were not ‘being pushed at all’. Having had great success
with the Delius Piano Concerto in England, Grainger organised a
performance of the work in New York, writing to Delius:
‘I now wish to work as much of a “Delius campaign” as I can before I play
the concerto for both our sakes, and shall write about you in the musical
papers and do all I can in every way… I want to do my part in establishing
you here as one of the greatest of the greatest … The fact is, American
audiences, charming as they are, have not got into the compositionally
interested phase yet…They are still “star”-worshippers.’3

Concurrently, Grainger began to send Delius’s music to other conductors
with whom he had made contact, and over the following years Grainger
would use every possible opportunity to promote Delius himself. He
arranged solo or two-piano versions of many Delius orchestral works, to
facilitate further performance opportunities. While teaching at the Chicago
College of Music between 1919 and 1931, Delius’s works were often
included in Grainger’s list of suggested pieces for his students. In his
lectures, Delius was repeatedly singled out: when speaking on AngloSaxon Folk Music, Grainger doubted whether ‘a greater tonal poet and
more intrinsic musician has ever put pen to paper’ than Delius.4 In a
lecture-recital on Anglo-Saxon music he found that Delius was ‘the greatest
of all living composers’.5 When interviewed Grainger frequently made
reference to Delius. (In fact, he has been criticised by Roger Covell for his
‘irritating’ and ‘irrational fixation’ of ‘placing Delius and even Cyril Scott
among the greatest masters of music’ alongside Bach and Wagner.6) Even
in discussions of unrelated music Grainger found ways to drop in Delius’s
name. Writing on Richard Strauss, Grainger said:
‘Strauss is not an intrinsically exquisite composer like Delius, the complex
beauties of whose scores baffle full realization at first acquaintance, but
which yield up new and ever new secrets of delicate intimacy at each fresh
hearing.’7
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By December 1918, Grainger was also formulating plans for a wider
campaign for the promotion of what he called ‘Anglo-Saxon music’,
initially inspired by a series of concerts of English composers Balfour
Gardiner had given in London. Here, Grainger hoped to promote the music
of the many composers he felt to be truly ‘Anglo-Saxon’ and ‘Nordic’. Used
interchangeably by Grainger, these were blanket terms to describe what
appears an almost arbitrary group, made up of American (including
African-American), English, Scandinavian, Australian and Polynesian
people (also later extended to include east-Asian people in a subset he
called ‘Mongolian-Nordic’). These labels were adapted from terminology
found in Madison Grant's eugenicist text, The Passing of the Great Race,
which had greatly influenced Grainger’s own racial theories.8 However,
Grainger considered there to be no real distinction between musicians of
‘Nordic blood’ and those whose ‘Nordic artistic characteristics have been
acquired’ through local influences.9 Fundamentally, he considered
common musical traits to unify this group: ‘Nordic’ music was often
nature-inspired, making use of widely spaced melodic lines and gapped
scales, long sustained notes, and complex harmony. This was in contrast to
the ‘Mediterranean’ tradition of florid and quickly fluctuating melodies,
with an emphasis on superficial, technical melodic passagework at the
expense of deeper harmonic interest. From this time onwards, Grainger’s
comments on Delius begin to place an increasing emphasis on his race, and,
despite the fact that Delius was often labelled ‘cosmopolitan’, Grainger
clearly wished to portray him as the paradigmatic Anglo-Saxon.
While it is important to acknowledge the significant place Delius held
in Grainger’s broad promotion of Anglo-Saxon music, the earlier Delius
campaign was a distinct undertaking, and warrants separate investigation.
The Delius campaign generally stemmed from a real appreciation and
understanding of the works, as well as their personal friendship.
Grainger’s first performance of Delius in the US was on 26th
November 1915. This was the American premiere of the Piano Concerto
(with the New York Philharmonic under the baton of Josef Stransky) in a
week in which the New York public must have felt the full force of
Grainger’s campaign. This concert was two days before Walter Damrosch
and the New York Symphony performed On Hearing the First Cuckoo in
Spring and Summer Night on the River, works Grainger had introduced to
Damrosch earlier that year, and for which Grainger had provided
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extravagant program notes. Grainger’s article in the Musical Courier, ‘The
Genius of Frederick Delius’, published the previous week, had also been
quickly and widely syndicated.
Given that there had been little Delius heard in America before this
premiere, press like Grainger’s Musical Courier piece would have gone some
way towards establishing the initial expectations of the audience. This
article, which described Delius as ‘one of the great cosmic men of all times’,
discussed the great success of his compositions the world over, in rather
inflated terms.10 Grainger also emphasised the American origins of the
Concerto, making mention of the influence of folk song on Delius during his
time in Florida, and drawing attention to the ‘”Darky” feeling …
particularly noticeable in the slow movement’ in an attempt to situate the
work within a broader American context.11
Much new music was heard in America during this period, including
works by Dvorak and Tchaikovsky (which were generally well received) as
well as Mahler, Strauss, Bruckner, and Brahms (initially, less favourably
reviewed).12 For an essentially conservative audience, knowledge that
Delius was a living, ‘contemporary’ composer would have also contributed
to the audience’s expectations, and critics were sometimes surprised to find
that while Delius’s music was certainly ‘modern’, it was lacking in the
‘abhorrent offence to the ear lately brought into prominence’.13 This was
also an era in which American audiences were deeply concerned with
notions of morality and meliorism. Where in Europe many composers
‘influentially purveyed sensual or aesthetic delights.
tenaciously retained the moral criterion.’14

Americans…

Cultural historian George Cotkin notes that this period,
‘despite its spirit of rebellion and experimentation … was also marked by
an attempt to maintain many assumptions essential to Victorianism’.15

This is particularly evident in the critical response to the earliest
performances of Delius in the US, including a 1909 review of Paris in the
Boston Globe entitled ‘Wild Night of Orgy is set to Music’, in which Delius’s
music is described as ‘cacophonous profanities of a new musical pagan’ (as
described by Gillespie and Beckhard).16
Sarah Kirby
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TWO DELIUS PLACES: GREZ – FINALLY – AND
WATFORD
Ever since developing a passion for the music of FD and joining the Society
in 1979, I have had a wish to visit the house in Grez-sur-Loing; this glowing
ember was fanned by Ken Russell’s film into a near- obsession. Each year
as I planned the calendar I would identify ‘Society to visit Grez’ and
‘weekend in France’ etc. Frustratingly these were rendered impossible by
the curse of the Delian’s life – work.
So finally (hence the title) 2014 approached, and with it came
retirement. I made contact with Jean Merle-d’Aubigné, the owner, through
the kind offices of Martin Lee-Browne, and arranged a pilgrimage;
combining it with visiting a friend who is an organist in the Sens/Pontigny
area, and also a visit to Fontainebleau Palace.
My wife and I duly arrived at Rue Wilson in September, and the
beautifully faded pale blue doors and shutters gave the game away even
before we saw the plaque. There pinned to the door was a postcard ‘Roger
et Diana to come in’. Through the short covered alley was the back of the
house and the garden. It is a tiny touch unkempt, but a young female
gardener welcomed us and went to find Jean. He arrived, using a stick over
some of the uneven stones, and in very good English (with some of our very
bad French) made us very welcome and suggested we walk down to the
river. I did not know just how long the garden is, nor the about deep hole
with ducks in the middle. The river’s edge is beautifully overhung with
willows and we had some touches of sun. The remains of a landing stage
survive, likewise the wash-house / boatshed. To get a view of the bridge
one has to lean out quite a way. The large piece of stone in several of the
photos is still there, along with an ancient bench.
Walking back up – taking lots of photos, Jean met us and explained the
changes – the patio and the steps which post-date FD. Also we learned that
the profuse climbing rose against which Jelka was photographed was a
Goire de Dijon. Jean very kindly offered to show us Jelka’s studio (to the
left of the garden) which has a lofty window facing, I think, SW. He pointed
out the paint-spattered doors which Jelka used as a palette. He has none of
her pictures, but said there are some at the Mairie (closed for the long
French lunch). On the studio wall were two interesting photos I had not
seen before – of a visit to Grez by the couple who owned the farm in
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Roger Lowry
Jelka’s studio, Grez-sur-Loing

Lesjaskog in Norway, where F&J had a cottage built in the 1920s. We had
a glimpse inside the house which (apart from lacking a piano) looks just like
the photos.
As a departure present Jean gave us three postcards of the garden at
different seasons. He said to be sure to tell anyone in the Society who
wishes, to contact him; visitors are welcome whenever he is at home. We
finished our visit by walking past the Tower, then across the bridge for the
views, and along the meadows opposite the house – we were not sure
whether this was a public path, but no-one seemed to worry. The whole
area is very beautiful; worth a visit even without the associations.
Earlier in the year I had tracked down the Watford link. During WW1,
F&J fled to England, and lived close to the Hertfordshire town. I think
Beecham found them a house to rent. One of (I think) Grainger’s
sketchbooks showed the back garden surrounded by waterways and
featuring a strange signpost. A couple of hours on Google Earth led me to
The Dower House, Grove Mill Lane, NW of Watford. It is much enlarged,
and surrounded by high fences, but without intruding, one can see that it
matches the sketch. The water is the Grand Union Canal, and the mill race.
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The area is very tranquil and well worth a wander around. To my surprise
a few days later I discovered that the house was for sale with a very
prestigious agent, whose site offered a virtual walk-around, and as well as
confirming the FD link, this also revealed that it was the kitchen used in
Outside TV Broadcast Fanny (and Johnny) Craddock’s cookery show. The
house has since sold for a large sum of money; perhaps the Society could
approach the new owners about a visit?
Roger Lowry
See also Lewis Foreman’s article ‘Watford sur Gade: Delius in Watford during the First
World War’ (DSJ 130, Autumn 2001, pp 8-18). Foreman refers to the house in which the
Deliuses lived as ‘The Mill House’ (also ‘Grove Mill House’) and establishes (p 14) that this
was later renamed ‘The Dower House’.
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THE WORDS OF THE SLAVE SONG IN
APPALACHIA
As a Society member without musical qualifications, I am not normally a
contributor to the Journal but, on this occasion, having an English literature
qualification, I feel moved to say something about the words of the slave
song which Delius used for his main theme in Appalachia. On a number of
occasions, I have read endorsements of Eric Fenby’s dismissal of these
words as ‘doggerel’, and I note that Martin Lee-Browne and Paul Guinery
refer to this on page 150 of their superbly written, and hugely enjoyable
book, Delius and his Music. They give it as their opinion that, ‘the actual
words are of no consequence’. I’d like to say that I beg to differ.
Anyone with a serious interest in Delius very soon becomes aware of
the seminal importance to his music of wordless voices, but the ‘slave song’
does have words, and the fact that Delius chose to set these to music, even
in itself, must invest them with some degree of interest and attention. I
suggest that we need to begin by acknowledging that ‘doggerel’, however
lacking in poetic inspiration and technique, is not necessarily empty of
value and meaning and, in my view, this is indeed the case in relation to
Delius’s Appalachia. Entering immediately after the funeral march of
variation 12, the song’s opening words, ‘After night has gone comes the
day’ surely make an instant impact, and my overall contention is that the
words of the slave song anticipate, and even encapsulate, the developing
emotional and musical structure of the epilogue.
Firstly, let’s note how closely linked the song and the epilogue are by
the words, ideas and images that occur in both.
Song
Epilogue
‘After night has gone comes the day’ ‘the dawn will soon be breaking’
‘the dark shadows will fade away’
‘the radiant morn is nigh’
‘t’wards the morning lift a voice’ The baritone does indeed ‘lift his
(which I take to mean ‘as the voice’ as the morning of separation
morning approaches …’)
approaches
‘echoes swell across the mighty The voices of the chorus swell
stream’
across ‘the mighty river’
And just to clinch the connection, the concluding words of the slave song
reappear at the very peak of the epilogue’s ecstatic climax.
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Given the above, we’re now, perhaps, in a position to take things
further.
The song begins with a transition – ‘After night has gone comes the
day’. The emotional ‘night’ at the beginning of the epilogue, ably suggested
by the woodwind’s minor variant of the main theme, reflects the enforced
parting, perhaps forever, of the loving couple. In the natural world,
however, the night’s darkness is followed by morning light, which has
become, for humans, a symbol of hope as a counter-balance to despair.
So the song continues, ‘the dark shadows will fade away’ and, for the
baritone in the epilogue, as Martin Lee-Browne and Paul Guinery put it,
‘the sadness of separation’ with which his song begins is not destined to
remain ‘the dominant mood’.
So the song then urges that this hope be given utterance – ‘t’wards the
morning lift a voice’, and a ‘lift’ is indeed heard and felt in the epilogue as
‘the music veers into … brightness … as though with a sudden shaft of
sunlight’ [op cit] in keeping with the hope that a ‘radiant morn is nigh’.
As the song comes to a close, the very trees ‘rejoice’ on the banks of the
river as the ‘echoes swell across’ it. And as the epilogue approaches its
conclusion, the chorus rises to, and reaches, ‘exuberant’ heights of
‘intensity’ [op cit] the echoes of which ultimately dissolve into the great
silence which contains all sounds.
With regard to the slave song, then, it seems clear to me that, doggerel
or not, the actual words are of considerable consequence, in that the
progression of ideas and images developed throughout the course of the
song, closely matches the progression and emotional development of the
musical ‘events’ which follow one another in the epilogue. I would even
argue that the song is a ‘part’ that contains the ‘whole’ – just like the song,
Appalachia itself begins with the break of day, passes through both shafts of
light and funereal shadows on its musical journey, rejoices in the scented
woods and mighty stream as it does so and, focusing on hope rather than
despair, finally climaxes in echoing choral splendours. For myself,
therefore, I feel no need to ‘apologise’ for the words of the song, and take
the view that to dismiss them as being ‘of no consequence’ might well be a
regrettable and potentially impoverishing mistake.
What, then, might be said regarding the meaning and impact of this
undervalued and underperformed musical masterpiece? Since I also have
a theology qualification, perhaps I can be forgiven for a closing ‘thought for
74

DSJ 157

the day’. At its best, this world is a natural wonder, full of inspiring beauty
which sometimes seems to point beyond that which is purely material. The
individual life may be fragile, vulnerable and ephemeral – and may or may
not continue in some way after death – but just to have lived, is to have been
part of something breathtakingly wonderful which can, at times, even in
the face of loss and grief, fill the human heart with joy and make it sing with
those echoes that swell across that mighty sea. That is what Appalachia says
and sings to me.
Ray Inkster
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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.
At the beginning of 1915 the Deliuses were living in Watford at Beecham’s
invitation, and Frederick was at work on his Four Old English Lyrics. In this
year he also began sketching Eventyr, whilst also composing his Double
Concerto and Air and Dance for string orchestra.1 In his biography of Delius
Beecham recalled that at the end of 1914 and the very beginning of the
following year, Delius was in a highly nervous and agitated condition.2 A
few weeks later Delius was more relaxed and working again, as he wrote
to Emil Hertzka. Beecham recalled that at this time Delius was working at
Watford on the Requiem, undertaking further work on An Arabesque, and
putting down on paper the first sketches of Eventyr. In the first few months
of the year Delius made a number of trips to Manchester which are
discussed by John France in his article on Delius in Manchester on page 37
of this Journal.
In January Delius heard from Nina Grieg, an old friend.3 In a warm
letter Nina greatly regretted the hardships the Deliuses had experienced,
and spoke of her reactions to the war. The letter also contained news of old
mutual friends.
April saw a setback in Delius’s health which necessitated a course of
physiotherapy in London. At this time Beecham entered into an agreement
with Delius to buy the copyright of four of his works for £900 in total, and
then return them once the purchase price had been recouped.4 This
generous act was of course of great help to the composer.
In May 1915 Delius wrote to Hertzka at Universal Edition, full of
complaints about the non-availability of his music both in London,
particularly at a time of great interest in his work, and the USA, as if there
was no disruption to musical life caused by war. In February Benno
Moiseiwitsch’s performance of the Piano Concerto with Beecham seemed to
point to many more performances of the work in the future and Delius
wished for a new corrected edition of the work to be prepared by Universal
Edition. Delius then turned to work on his Double Concerto and regularly
visited Beatrice Harrison and her sisters in order that they could play
through newly composed passages.
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In June Percy Grainger wrote to Delius telling him of Grainger’s efforts
to promote the older composer’s music with several prominent conductors
in the USA.5 (This subject is discussed in detail in the article on page 65 of
this Journal.) Grainger warns against sailing to America until the war is
over, because of the great danger of attack by enemy forces, but is pleased
to report that he has a fine prospect in front of him with
‘the most marvellous winter before me. Shoals of engagements & great
big fees.’

In June Delius and his wife returned to Watford and then, on their doctor’s
orders, left for a holiday in Norway.
Robert Montgomery and Robert Threlfall note in their book on Delius’s
relationship with his publishers that
‘There was still a lot of interest in Delius’s music. There were 30 recorded
performances in 1915, of which 20 were conducted in England by
Beecham and several were in the USA where Grainger was promoting his
music.’6

Paul Chennell
Lionel Carley, Delius: A Life in Letters 1909-1934, Scolar Press, 1988 pp 145-146
Thomas Beecham, Frederick Delius, Hutchinson 1959 p 172
3 Carley, pp 146-147
4 Ibid p 145
5 Ibid p 151
6 Robert Montgomery and Robert Threlfall, Music and Copyright: The Case of Delius and his
Publishers, Ashgate, 2007, p 134
1
2
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RICHARD KITCHING BEQUEST
Members are reminded that Richard Kitching, the Chairman of the
Midlands Branch who died last year, left his collection of Deliana – books,
records and scores, to another member of the Society, his friend Graham
Parsons. In the event, Graham does not have room for everything, and has
most generously given a considerable amount of it to the Society for
disposal. Furthermore, the Chairman has a quantity of his own LPs that he
would like to dispose of for the benefit of the Society. A full list of all that
is available is below, and it will be a case of first come, first served, on a
donation basis. The suggested price of everything is given in the list,
including the packing and postage charge, (between £5 and about £7,
depending on the number of items in the package, and its size and weight).
If, however, members would care to increase the amount of their donation,
the Treasurer would be well pleased! No guarantee can be given as to the
condition of the items, but, unless stated, it is basically good-to-perfect; all
items will, though, be checked before dispatch.
As very few members responded to the note about this in the recent
Newsletter, the offer has been extended to 30th April 2015. Please email
chairman@thedeliussociety.org.uk or telephone 01285 712 102.
LPs and CDs
The details given here are necessarily brief, but they should be sufficient to
identify the full contents of some of the recordings on the Discography
pages of the Delius website. Please do not, however, hesitate to contact the
Chairman in case of doubt about anything in this list.
LPs – £3 each record + p&p £3.55 (1, 2 or 3 LPs) = £6.65.
A Mass of Life – Raisbeck, Sinclair, Craig, Boyce, Beecham & RPO (CBS) (2)
A Song of Summer & The Walk; VW Tallis & Greensleeves – LSO/NSO, Collins (Decca)
A Song of Summer, The Walk, Irmelin Prelude; Ireland, Bax – Barbirolli & LSO (HMV)
A Village Romeo & Juliet – Harwood, Tear, Shirley-Quirk, Meredith Davies (EMI) (3)
A Village R & J – Easton, Wakefield, Morison, Sadlers Wells, Davies – pte rec, B’ford,1962 (2 )
Air & Dance, 5 D’ces, D’ce for Hps, S’ta for Str Orch (arr F’by), E Duran (fl), BSinf, F’by (HMV)
Air & Dance; Elgar S’nade, VW Conc Grosso, Warlock Serenade for FD – del Mar & BSO (EMI)
Appalachia & Arabesk – Norby, Beecham & RPO (Fontana) (2 copies)
Appalachia & North Country Sketches – Beecham & RPO (CBS)
Aquarelles ( + Elgar, Introduction & Allegro; Purcell, Bridge, Britten) – Britten & ECO, (Decca)
Aquarelles, The Cuckoo, Summer Night on the R, F & G Intermezzo (+ Vaughan Williams, The
Lark & Greensleeves; Walton, Two pieces from Henry V – Barenboim & ECO (DG)
Arabesk, Songs of Sunset, Cynara – Baker, Shirley-Quirk, RLPO & Ch, Groves (EMI)

78

DSJ 157

Brigg Fair, A Song before Sunrise, Caprice, Cuckoo, Summer N on the R, Sleigh Ride, F & G
Intermezzo – RPO, Beecham (Blue suit, straw hat) (HMV)
Caprice & Elegy, Cuckoo, Hassan Intermezzo & Serenade – Aller, Slatkin & ConcArts Orch
(EMI Music for Pleasure)
Cello Conc, Holst Invocation; VW Fant on Sussex Folk Tunes – Lloyd Webber, Handley &
Philharmonia (RCA)
Cello Conc, Songs of F’well & A Song before S’ – Du Pre, RCS, Sargent & RPO (EMI) (2 copies)
Cello Son, 3 Preludes & 5 Piano pieces; Prokofiev Sonata - George Isaac & Martin Jones (Argo)
Cello Son, 3 Preludes; Boulanger chamber music, Lloyd Webber, Parkin (Unicorn Kanchana)
Cello Son, and works by Bridge, Bax, Walton – Raphael & Peter Wallfisch (Chandos)
Cynara, Songs of Sunset & An Arabesque – Baker, Shirley-Quirke - RLPO, Groves (EMI)
Double Concerto & Violin Concerto - Menuhin, Tortellier, Davies & RPO (EMI)
Double Conc; Alan Bush Variations – Cohen, Snashall & RPO, (Pye Golden Guinea),
Florida, Dance Rhapsody 2 & Over the Hills – Beecham & RPO (HMV)
Hassan excerpts & North Country Sketches – RPO, Beecham (Phillips)
Hassan (complete) – Handley & BSO (EMI)
Caprice & Elegy, Cuckoo, Hassan Intm & Serenade, Irmelin Prelude
Koanga – Holmes, Lindsey, Herinx, Allister, Estes, LSO, Aldis Ch, Groves (2)
Life’s Dance, North Country Sketches, Song before Sunrise, RPO, Groves (EMI)
North Country Sketches & Hassan excerpts - Beecham & RPO (Fontana)
North Country Sketches, A Song of Summer, Life’s Dance – RLPO, Groves (EMI)
Over the Hills, In a Summer Garden (+ Gretry, Mehul, etc) - Beecham & RPO (Phillips)
Paris, Eventyr & Dance Rhapsody 1 – Groves & RLPO (EMI)
Paris, Eventyr & Koanga closing scene – Beecham & RPO (CBS)
Partsongs, Delius & Elgar – Halsey Singers (Argo)
Piano Concerto; Debussy Fantasie - Jean-Rodolphe Kars, Gibson & LSO (Decca)
Requiem & Idyll – Harper, Shirley-Quirk, M Davies & RPO (EMI - 2 copies)
Sea Drift – Noble, Groves & RLPO (EMI)
Song of the HH, Dance Rhaps 1, Summer Eve, exrpts from Irmelin & Hassan, Luton CS, RPO,
Beecham (EMI – Centenary Edition)
Song of the High Hills & 9 orch songs – Lott, Walker, Johnson, RPO, Fenby (Unicorn K)
Songs & Five Piano Pieces – Lott, Walker, Rolfe-Johnson & Fenby (Unicorn Kanchana)
Songs of Sunset; Bantock, Fifine at the Fair - RPO & Chorus, Beecham (EMI)
Songs of Sunset ( +Vidal & Gretry) - Forrester, Cameron, Beecham & RPO (EMI)
String Quartet; Elgar Quartet – Brodsky Quartet (ASV)
String Quartet; Sibelius Quartet – Fitzwilliam Quartet (London)
String Quartet; Tippett, Quartet No 2 – Fidelio Quartet (Pye, Golden Guinea)
Summer Night on the R, Cuckoo, Summer Eve, Air & Dance – Handley & LPO (Chandos)
Violin Conc & Piano Conc – Pougnet, Humby-Beecham, Beecham, RPO (HMV Cent Ed)
Violin Concerto, Piano Concerto & Caprice & Elegy – Sammons, Moisewitsch & Harrison
Violin Sonatas 1, 2 & 3 – Derry Dean & Eleanor Hancock (Sine Qua Non)
Violin Sonatas 1, 2 & 3 – Menuhin & Fenby (EMI)
Violin Sonatas in B & 1 – Stone & Threlfall (Pearl)
Violin Sonatas 2 & 3, Legende - Stone & Schilller (Amonra)
The Music of Delius – Beecham, Vol 1: 1927 recordings; Vol 2: 1946-1952 recordings (re-issued
on 78s, 11 records in yellow boxes), £30 the two vols
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The Music of Delius – Beecham, Vol 2 only as above £12.50
Private or unidentified recordings (LPs)
A Village Romeo & Juliet, Easton, Wakefield, Morison, Sadlers Wells O, Davies – pirate off-air
recording, Bradford Centenary Festival, 1962 (2) Rare – will sell to highest bidder.
There are also many LPs by other composers; please contact the Chairman for a list.
CDs £3 each + p&p 1=£1.55; 2,3 or 4=£3.20
A Mass of Life, Bonn Phil, Neuhoff (Pte live concert recording 2002) (2 x CDs)
A Mass of Life, Raisbeck, Sinclair, Craig, Boyce, Beecham (Sony Classical) (2)
A Mass of Life, Requiem, BSO, Evans, Rodgers, Rigby, Coleman-Wright, Hickox (Chandos) (2)
A Mass of Life, Requiem, Te Kanawa, Bowden, Dowd, Shirley Quirk, BBCSO, del Mar/ Harper,
Hemsley, Liverpool Phil, Groves (Intaglio) (2)
A Mass of Life, Prel & Idyll, Wyn-Rogers, Opie, Bach Choir, BSO, Hill (Naxos) (2)
American Rhapsody, 3 Small Tone Poems, Song before S, etc, RSNO, Lloyd-Jones (Naxos)
Appalachia, Koanga cl. scene, 3 songs, etc., Labette, BBC Chorus, LPO, Beecham (Dutton)
Appalachia, Brigg Fair, Hassan close, Royal Opera & BBC Choruses, Beecham (Naxos)
Appalachia, Brigg Fair, In a Summer G, etc, etc., Hallé/LSO Barbirolli (EMI)
Arabesk, Sea Drift, Hassan Boyce, RPO, Beecham (Sony Music)
Arabesk, Songs of Sunset, AMoL Pt II Prel, songs w. pno, Henderson, Labette, Haley, LPO,
RPO, Beecham (Somm)
A Village R & J, Songs of Sunset, Sharp, Soames, Clinton, RPO, Beecham (EMI) (2) (2 copies)
A Village Romeo & Juliet, Tear, Harwood, Shirley-Quirke, etc, M Davies (2)
A Village Romeo & Juliet, Keil Opera c. Klauspeter Seibel (CPO) (2)
Brigg Fair, Dance Rhaps 2, Norwegian Suite (+ Grainger Brigg Fair), BBC CO Lawrence (BBC)
Brigg Fair, etc – “Beecham conducts Delius”, RPO (Dutton)
Brigg Fair, etc, Philharmonia, Arwel Hughes (ASV)
Brigg Fair, Songs of Sunset etc., “Beecham conducts Delius” (EMI) (2)
Brigg Fair etc., pno pieces (+ Grainger, Brigg Fair), Toye, New Symphony Orch; Howard-Jones;
Brigg Fair, Paris, In a Summer G, etc, LSO, Anthony Collins (Dutton)
Cello Sonata (+ Alkan, Debussy & Messian), Ehde & Dominique (Caprice)
Cello Sonata, Violin Sonatas 1-3, Holmes, Lloyd Webber, Fenby (Unicorn K)
Cello Son, Romance, (+ Dyson Prel, Fant & Chaconne), Ashulman & Ian Brown (Continuum)
Cello Son, Caprice & El, Romance & Serenade from Hassan, Lloyd Webber, Forsberg (Phillips)
Cello Son, Vln Son 2 (in “Beatrice Harrison, 1891 Centenary Recital” + Brahms, Smetana,
Popper & Bach, B, M & M Harrison, Moore, Bax, Craxton (Symposium)
Dance Rhapsody 1, Life’s Dance, Piano Concerto, Fowke, RPO, del Mar (Unicorn K)
Double Concerto (+ Alan Bush Variations pno/orch); Cohen, RPO, del Mar etc
Dble Conc, Vln Conc, Cello Conc, Little, EWatlkins, BBCSO, A Davis
Eventyr, Paris, Brigg Fair, etc., NZSO, Fredman (Naxos)
Eventyr, Koanga close, Hassan, Paris, etc, London Sel Ch, RPO/LPO, Beecham (Naxos)
Fennimore & Gerda, Söderström, Tear, Rayner Cook, Danish Radio SO, M Davies (EMI)
Florida, Idylle de Printemps, La Quadroone, Over the Hills, etc., ENPO, Lloyd-Jones (Naxos)
Idyll, etc, Fisher, Walters, Hallé, Barbirolli (Nixa)
Irmelin, Hannan, Mitchinson, Rayner Cook, etc., BBCCO, del Mar (BBC) (2)
Irmelin, Act 2 scenes (+ Wagner & Bizet, RPO, BBC Women, Beecham (BBC)
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Koanga, Holmes, Allister, Camden Fest. Ch., LSO, Groves (Intaglio) (2)
Koanga closing scene, Eventyr, Over the Hills, North CS, RPO & Chorus, Beecham (Sony)
North Country Sketches (+ Beethoven 7 & Mendelssohn), Beecham & RPO (Music & Arts)
North Country Sketches, Florida, Ulster O, Handley (Chandos)
North Country Sketches, In a Summer G & Appalachia, Beecham & RPO (Sony Classical)
Norwegian Suite (+ Smetana Vltava & Debussy, Iberia), BBCConO, Lawrence, etc (BBC)
Orch music arr 2 pnos by Grainger, Heseltine, Fenby, Callaghan & Hiroaki (Somm) Vols 1 & 2
Orchestral music arr Warlock for piano duet, Ogawa & Stott (BIS)
Paa Vidderne, On the Mountains, etc (“FD in Norway”), RLPO, Bostock (Classico)
Paa Vidderne, Norwegian Suite, Spring Morning, Am. Rhap, Slovak PO, Hopkins (M Polo)
Paris, Sea Drift, etc, “Beecham cond Delius” Boyce, BBC Chorus RPO, Beecham (Sony Classics)
Paris (+ music by Arnell, Berners), RPO/Philadelphia Orch, Beecham (Sony)
Paris, Double Concerto & Violin Concerto, Wallfisch, Little, RLPO, Mackerras (EMI)
Paris, In a Summer G, The Walk, etc, BBCSO cond. A Davis
Partsongs (complete), Elysian Singers, Greenall (Continuum)
Pno Conc, Vln Conc, Caprice & El, Moisewitsch, Sammons, Harrison, Sargent & Fenby (EMI)
Pno Conc, Vln Conc, Caprice & El, Moiseiwitsch, Sammons Quartet, Long, Brain, etc (Dutton)
Pno Conc (+ Rach Pag Rhaps), Moisewitsch, BBCSO/Sargent, Philharmonia, Rignold Guild
Pno Conc (+ music by Mozart & Beethoven), Curzon, BBCSO/Pritchard, LPO, Haitink (BBC)
Piano Concerto (+ VW Piano Concerto, Finzi), Lane, RLPO, Handley (EMI)
Piano music (+ Austin, Bax, Gardiner, Grainger, etc,), Guinery (Stone Records)
Piano music, Abrahamovic (Direct to Tape)
Poem of Life & Love, Life’s Dance, Irmelin & AVRJ Suites, RSNO, Lloyd-Jones (Dutton)
Requiem, Songs of Farewell, Harper, Shirley-Quirk, RPO, M Davies, Sargent (EMI Classics)
Sea Drift, A Village Romeo, Clinton,
Sea Drift, Double Concerto, etc., Alexander, Bavarian RSO, Schuricht (Archiphon)
Sea Drift, Florida, Hampson, WNO, Mackerras (Argo)
Seven Danish Songs, Eng. & Scand. songs, Carole Farley, Rhineische PO, Serribrier (Dinemec)
Sea Drift, In a SG, Over the Hills, Brownlee, London Sel Ch, LPO/RPO, Beecham (Naxos)
Sea Drift, Brigg Fair, Song before S, Dance Rhaps 2, NSC (2 mvts), Dennis Noble,
LPO/LSO/RPO etc., Beecham (Somm)
Sea Drift, Songs of Farewell, Songs of Sunset, Burgess, Terfel, BSO & Ch, Hickox (Chandos)
Song before Sunrise, Late Swallows, etc., BSinf. del Mar (Chandos)
Song of the HH, Vln Conc, On the Mountains, Dance R 2, Pougnet, Luton CS, RPO, Beecham
Song of the High Hills, Appalachia, BBCSO, Rozhdestvensky, (BBC Classics)
Song of the High Hills, various orch songs, Lott, Walker, Johnson, RPO, Fenby (Unicorn K)
Song of the High Hills, Appalachia, WNO, Mackerras (London) (Case cracked)
Songs, Vol 1, Mark Stone, Barlow (Stone Records)
Songs, Vol 2, Mark Stone, Barlow (Stone Records)
Songs (+Elgar) Luxon & Willison (Chandos)
Songs, Yvonne Kenny, Piers Lane (Hyperion)
Songs (“Twilight Fancies”), Ruth Golden, Stephen Sulich ((Koch)
Songs of Farewell, etc various conds, orchs etc ((in ‘A Delius Festival‘ - EMI)
Songs of Sunset, etc, Walker, Allen, RPO, Fenby (Unicorn K)
The Splendour falls, etc., (8 partsongs) + Grainger partsongs, CBSOCh, Halsey (Conifer)
The Walk etc, BSO Hickox (Chandos)
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The Walk (+ Beethoven, Symph 7, Handel, Sibelius, RPO, Beecham (Ermitage)
Vln Conc, Sonata 3 (+Bax & Moeran Sonatas, Warlock & Harrison songs), M Harrison,
BSO/R Austin, S Austin, Gaskell, etc (Symposium)
Violin Concerto, Suite & Légende, Holmes, RPO, Handley (Unicorn K)
Vln Conc, Pno Conc, Song before S, Eventyr, Summer Eve, Pougnet, Humby-Beecham, RPO,
Beecham (Naxos)
Violin Concerto, Dance Rhapsodies, etc., Litt;le, WNO, Mackerass (Argo)
Violin Concerto, “opera lollipops’, The Walk, etc, Sinfonia Nove Scotia.Tintner (CBC)
Violin Sonata 3 (+ Bax Nonet, Moeran Trio, & Ferguson Octet) Riddle, Pini, Griller
Violin Sonatas 1-3 (+ Rubbra Sonata 2), Sammons, Howard-Jones/Long/Moore (Dutton)
Violin Sonatas 1-4, Little, Lane (Conifer)
EMI 150th Anniversary Edition, Barbirolli, Beecham, Davies, Fenby, Groves, Handley, etc (18)
Eric Fenby – Lyndon Jenkins’s 1984 Radio 3 talks “That Boy’s No Good”

Books
£5 unless otherwise noted + p & p up to £5 for several together, or heavier volumes
Frederick Delius, 1862-1934: A Catalogue of the Music Archive of The Delius Tr, (Lowe) - £15
Frederick Delius Complete Works – Editorial Report (Threlfall) - £10
A Delius Companion (Redwood) £5
Delius (Jefferson, no jacket) - £5
Delius: A Life in Pictures (Carley & Threlfall) £7.50
Delius as I knew him (Fenby – paperback) - £7.50
Delius as I knew him (Fenby – hardback, no jacket, inscribed by EF to RK) - £15
Delius: The Paris Years (Carley – inscribed by LC to RK) - £7.50
Delius in Danville (Mary Cahill – paperback) - £5
Delius: Portrait of a Cosmopolitan (Palmer) - £5
Fenby on Delius (ed. Lloyd) - £3
Flecker and Delius: The making of Hassan (Dawn Redwood) - £5
Frededrick Delius (Sir Thomas Beecham) - £5
Frederick Delius & Edvard Munch (John Boulton Smith) - £5
Frederick Delius: Music, Art and Literature (ed. Carley) - £7.50
Grieg and Delius: A Chronicle of their Friendship in Letters (Carley) - £5
Music and Copyright: The Case of Delius and his Publishers (Threlfall & Montgomery) - £10
The Search for Thomas F Ward, Teacher of Frederick Delius (Gillespie) – £7.50
The Songs of Frederick Delius (Holland – paperback) - £5
Thus spoke Zarathustra (Nietzsche – complete text, paperback) - £5
While Spring and Summer Sang (Jenkins – inscribed by LJ to RK)) - £10
The Influence of African-American Music of the Works of Frederick Delius (Derek Healey –
PhD thesis, 105 pp, 2003, spiral bound, The Philadelphia Branch) - £2
Delius 1862-1934: A Short Guide to his Life & Works (biog, discography, list of works, list of
Collected Edn & book list in paper folder – The Delius Trust
Delius Trust – 1992. Attractive. £2
From: Music & Letters, Jan 1973: card-bound article by Lionel Carley: Hans Haym, Delius’s
Prophet & Pioneer £2
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Book programmes for 1962 and 2006 (Delius Inspired) Bradford Festivals, the latter 101 pp,
spiral bound, vgc. £7.50 the two
A bundle of programme books, flyers, newspaper reviews, etc for Anglo-Danish Music
Festival, Aarhus 1998; The Magic Fountain @ Keil (1997) & Scottish Opera (1999); Koanga
(Leeds Youth Opera, 1994); 3 x A Mass of Life perfs; Carnegie Hall prospectus 1973/4 (app
24 items) £7.50
The 1983, 1987, 1991, 1992, 1994 & 1996 Annual Delius Festivals in Jacksonville progs (6) – £5
The Delian (Philadelphia Br Newsletter) Jan 1998 – incl art by RK on Moeran’s Nocturne £1
Five b/w photographs of FD’s house at Grez, presumably taken by RK - £3

Scores
Various Editions (Mainly modern reprints – all g/cond unless noted. All the chamber music
has all parts.)
A Dance Rhapsody (1) (Piano duet arr Heseltine (Augener) £3
Air & Dance (Arr piano solo Grainger – Bardic Ed) £2
A Late Lark (V/s, Fenby, paper cover torn up spine – B & H) £4
A Mass of Life (Large Universal V/s, by Singer. Front & back paper covers, much mended
with sellotape, spine crudely bound with green plastic tape. Inside front cover, and above
the start of each movement, are green ink m/s copies of Fenby comments on the work (but
not in his hand). Otherwise v clean copy; would re-bind well) £25
Appalachia (V/s – Universal) £5
A Song before S, Cuckoo, In a S G, Late Sws (arr pf Fenby & Heseltine – Thames 1982) £2.50
A Village Romeo & Juliet (V/s by Lindemann, B & H - A4, no boards) £15
Brigg Fair (2 pianos arr. Heseltine – Leukart 1910/ Delius Trust & Thames 1996) £2.50
Caprice & Elegy (B & H) £2
Cello Concerto (Arr cello & p, Withers – B & H) £5
Cello Sonata (B & H) £3
Cynara (V/s Heseltine – B & H/Winthrop Rogers) £3
Ditto – photocopy, good cond – Hawkes & Son) £2 (2 copies)
Dance for Harpsichord (B & H) £2
Dance Rhapsody 1 (Ditto, 1911) spiral bound) £2.50
Dance Rhapsody 2, Esquisse, 2 movts from Florida Suite (Thames, 1988) £5
Double Concerto (Arr piano trio, Heseltine – Augener) £5
Five Piano Pieces (B & H) £2
In a Summer Garden (Pno duet arr Heseltine – Leukart 1911/UE – app. A4, unbound, pages
loose but will mend) £2
Irmelin Prelude (Arr piano solo Fenby – B & H) £2
Koanga (V/s by Fenby, Delius Trust 1974) £7.50
La Calinda (Arr piano solo Perry – B & H) £2
La Calinda & Air & Dance (Arr fl & piano - Fenby B & H £2
Legende (V. & p. version) (Forsyth) £2
Partsongs – a collection of partsongs, var singles & compilations (11 items – ask for details) £5
Piano arrangements (Heseltine & Fenby) - Hassan Interm & Seren, F & G Interm, Two
Aquarelles (Thames 1994) £2.50
Prelude & Idyll (fscp V/s – Hawkes & Co 1 933) £5
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Ditto (Unbound p’copy with many performers’ markings, otherwise reas cond) £2 (2 copies)
Romance for Cello & Piano (B & H) £3
Sea Drift (V/s - Fall – study score - Universal) £2.50
Ditto – V/s, Fall – B & H, Coll Edn ‘lookalike’) £4
Songs of Farewell (V/s, Fenby – B & H) £3
Songs of Sunset (V/s – Universal) £5
Ditto (UE, study score) 1911
Songs - some singles, some albums – 9 items, please ask for details) £2/£1
The Magic Fountain (V/s in m/s by Fenby, Del;ius Trust 1979 £10
The Walk (Arr piano solo, Perry – B & H) £2
Three Preludes for Piano (App 13” x 10”, paper cover, spine old sellotape-bound – OUP) £2
The Cuckoo & Summer Night on the River (Arr piano solo Gerard Bunk - B & H) £2
Two Intermezzi (Fennimore & Gerda) (Arr for ob. & piano Fenby – both parts – B & H) £2
Violin Concerto (Arr piano trio, Heseltine – Augener) £5
Violin Sonatas 1, 2 & 3 (B & H) £3 each
Scenes from the Operas (arr Ravel & Schmitt/Threlfall – B &, 1995, A4) £5
Delius Collected Edition
Air & Dance, Two Aquarelles, Song of Summer, Irmelin Prelude, Fantastic Dance (Vol 27b) £5
An Arabesque (Vol 12a – large F/s) £5
Double Concerto & Violin Concerto (Vol 30) £20
Irmelin (Vol 1 – F/s – inscribed to RK by RT) £15
Margot La Rouge (V/s by Ravel, 1995) £10
Piano Concerto (Vol 29a - One movt version f/s) £5
Ditto – (CE ‘lookalike’ - Three movt version – spiral bound) £5
Poem of Life & Love (Supp. Vol 1 F/s) £7.50
Ditto (Arr 2 pianos, Balfour Gardiner/Fenby) £7.50
Sakuntala (A4, vocal score) £5
Works for Piano Solo - complete (Vol 33) £5
Miniature Scores - £2 each, unless otherwise noted
Augener:
Boosey & Hawkes:
North Country Sketches
Appalachia £3
String Quartet
A Mass of Life (Full score) £7.50
Violin Concerto
A Village R & J (Full, study, score) £10
Double Concerto (2 copies)
Requiem
Eventyr
A Song of Summer
Song before Sunrise
The Walk; Hassan, Intermezzo &
Serenade (2 copies)
Philharmonia:
Sea Drift
Dance Rhapsody 1 (2)
In a Summer Garden
Universal Edition:
The Song of the High Hills
Paris £3

To purchase any of the above items, please telephone 01285 712 102 or email
chairman@thedeliussociety.org.uk.
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BOOK REVIEWS
DELIUS AND HIS MUSIC

Martin Lee-Browne and Paul Guinery
Boydell Press 2014 pp 524
ISBN: 9781843839590
£30.00 (£22.50 to Delius Society members for a limited time only)
In view of the significance of this major new study of Delius’s life and music, two
reviews are included: from Robert Matthew-Walker and Tony Summers. Lionel
Carley has also contributed a few words and his comments are also published below.
Delius Society members who have not yet taken advantage of the special discount
offered by the publisher, have until the end of May to do so. Details are given at
the end of this section.
Robert Matthew-Walker is a writer, broadcaster and composer and, since 2009,
Editor of Musical Opinion.
More than eighty years after the death of Frederick Delius, his music
continues to provoke a curious mixture of reactions amongst professional
musicians and music-lovers: extreme reactions, in many ways, ranging
between intense admiration on the one hand and disdainful dismissal,
amounting to indifference, on the other. Curiously, and perhaps uniquely
in musical history, his music has always engendered such reactions, but the
reasons are not hard to seek: as Deryck Cooke stated in a radio script for
the BBC World service in January 1962, outlining what he termed as
Delius’s ‘isolated, cosmopolitan, individualist’ style and explaining why
Delius’s output ‘has never firmly established itself in any one country’, the
music is ‘too French for the Germans, too German for the French, and too
exotic altogether for many of the English’.
Well, Delius’s music may have ‘never firmly established itself in any
one country’, but it could have done when we consider the extraordinary
impact his music made in England in the first decade of the 20th century –
an impact not solely led by Sir Thomas Beecham – or the inescapable fact
that Brigg Fair was performed more than 100 times in Germany alone within
a year or so of its premiere in England, and that the accompanying analysis
of the work’s form in the study score published by Universal in Vienna in
1922 was by the noted Schoenberg disciple Erwin Stein. Such astonishing
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early impact, made without radio or television, without recordings of any
kind, and without air travel, does not wholly reinforce Cooke’s continuing
point, which could be said to imply that Delius’s music is neither one thing
nor the other.
The fact remains, for those who have bothered to investigate Delius’s
work, that there is ‘just as much logic behind Delius’s way of composing as
there is behind the methods of the classical composers – only the logic is of
a different type’ – as a later 1966 Network Three broadcast by Cooke
claimed, and as he had previously demonstrated beyond argument in his
famous analytical defence of the Violin Concerto in The Musical Times in 1962.
We can go further back than the 1960s. At the same time as Stein was
analysing Delius’s music in the early 1920s for the German publishing
house Universal, the English composer and critic Havergal Brian (who sat
next to Delius in Liverpool for the premiere of Brigg Fair in January 1908 –
thereafter they became firm friends) wrote, in eight consecutive issues of
Musical Opinion (of which he was subsequently appointed assistant Editor)
in 1924 the first sustained appreciation of Delius’s music to appear in
musical journalism in the English language by any writer. In those articles,
he discussed virtually all of Delius’s published works, as well as
commenting on his life and influences, and offering thoughts on musical
history in addition. Further articles followed through the 1920s and ’30s –
with the result that, by the time Brian ceased his editorial duties in the late
1940s, he had seen to it that fifteen issues of Musical Opinion had carried
major articles on Delius and analyses of the composer’s work.
Cooke certainly appreciated Brian’s music, writing the extended
programme note for Boult’s 1966 performance of Brian’s Gothic Symphony
at the Albert Hall, but the continuing point about Delius’s music is that for
a full appreciation of it, the listener has to do more than just sit there and let
it wash over him. And it remains – or did, until quite recently – a sad fact
that Delius’s original masterpieces are still so little performed in the land of
his birth, the more so as Cooke’s claim that the music is constructed with
‘just as much logic’ as classical composers is demonstrably true.
Cooke’s ground-breaking analysis of Delius’s Violin Concerto has not
been followed up, in the half-century since it first appeared, by analyses
from other hands of, say, the composer’s three other concertos; was Cooke,
therefore, merely crying in the dark? The answer, surely, is that he was not,
although his own regrettably premature death in 1976 at the age of 57
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prevented his unique analytical style and penetrating musical brain from
completing such a project. Of course, the music has not changed one jot
since it inspired Havergal Brian over 90 years ago and Deryck Cooke more
than 50 years ago. What has been needed, increasingly so as the decades
have passed, is an in-depth study of Delius’s music, if not as detailed or as
deeply analytical as Cooke’s was of the Violin Concerto, albeit one that
probes the ‘different type’ of logic of Delius’s music, for it is only through
analysis that one can demonstrate the inherent mastery of a composer
whose music has too often, and for too long, been misunderstood by those
seeking to impose a ‘one size fits all’ analytical approach to music – and
rejecting Delius’s music because it doesn’t fit.
A composer’s work is never fully grasped unless it is accompanied by
a commensurate exploration of his life and the times in which the music
was created, so a new large-scale study, in this case by authors who have
made an extensive study of Delius’s life and work, is not only badly needed
but, in the event, is also to be warmly welcomed.
Martin Lee-Browne and Paul Guinery need no introduction to
members of the Delius Society, and in the main it must be said that their
joint achievement is considerable. The book’s layout is simplicity itself –
against the background of a largely biographical narrative (without being a
biography as such) the music is discussed as it appeared, chronologically,
throughout the composer’s life. Thus we can see how certain outside
influences would have contributed to the inception of certain works, and
how Delius’s mastery evolved in the quarter century beginning around
1899.
And so, in many ways, this is two books in one: and with authors as
steeped in Delian knowledge as Lee-Browne and Guinery, it is an easilygrasped fusion. Although the result does not readily lend itself to being
read straight through, as it were (more than 500 pages are not to be entered
into lightly!), and the dichotomy of literary styles and approach tend (no
more than that) to give the impression of a biographical study interrupted
by musical analyses, the result is a greatly significant volume which, so far
as Delius-lovers are concerned, will surely become one of our most valuable
sources of reference. It is so clearly laid out that anyone wishing to read
about a particular work can easily do so: those keen to learn the historical
background against which the work in question was composed can equally
readily find their enquiries answered.
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A book of 500-plus pages, despite the most assiduous proof-reading,
cannot invariably remain error-free: there are a number of factual errors,
including (as examples) ‘The BBC celebrated Delius’s sixty-ninth birthday
in 1927’ (page 429), and the caption to photograph 33 claims to show ‘Delius
and Eric Fenby in 1920’, but these (and others) are not serious. In the light
of what I said earlier about Havergal Brian and his championship of Delius
in print at a time when the composer’s music was not so widely appreciated
(Vaughan Williams, for example, in a memorial piece written after Delius’s
death, speaks of his own ambivalence toward the older man’s music,
notwithstanding the easily demonstrable influence of Paris on the London
Symphony), it is disappointing to read the first reference to Brian in this book
is in a footnote (page 157), foolishly and nonsensically describing him as an
‘English composer, especially of long symphonies’. Brian’s extensive
writing on Delius and his music over a 20-year period is nowhere
mentioned.
No single-volume study of this size and intent can possibly deal with
the composer and his work in the detail the larger-scale scores – especially
the operas – demand. If the biographical aspects of this book are necessarily
somewhat selective, the analytical parts almost invariably shed fresh light
on the uniquely organic nature of Delius’s creativity, though I would have
preferred a mention of the immediate quotation from Grieg that begins The
Song of the High Hills – clearly a none-too-subtle reference (although it is
semi-covered by the rising viola line) to the Norwegian master, to whom
Delius owed much.
Overall, however, this book is a magnificent achievement. It is
outstandingly well produced, and represents, at today’s prices, remarkable
value for money. In that light, no admirer of Delius should consider their
library complete without it.
Robert Matthew-Walker
Tony Summers writes:
This is a unique and important book – nothing like it has been written
before about Delius. It contains a description and musical analysis of
almost all Delius’s works set in the context of his life, the circumstances of
each work’s composition, first performances, and how these were received
by the press.
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The first thing that strikes one about the book is its size and scope. At
over 500 pages it represents a huge work of scholarship and I cannot even
imagine how long it must have taken to write! It covers Delius’s life in
considerable detail and presents a musical analysis of virtually all his works
– the only exceptions being the songs, where just a short selection are
covered, and the operas which are dealt with but (as explained in the
Preface), for reasons of space, not in the detail that they deserve. It’s a
beautifully produced book, with clear text, many informative footnotes and
references, 34 black-and-white photographs and an interesting introduction
by Sir Mark Elder. The joint authors – very familiar to DSJ readers – are
Martin Lee-Browne and Paul Guinery but it seems clear from the Preface
that Martin wrote most of the parts dealing with Delius’s life and the
concert reviews whilst Paul prepared most of the musical analyses. The
book is divided into ten chapters, each dealing with a phase of Delius’s life.
Within each, the events leading to the composition and first performance of
each new work are presented, followed by a musical analysis and press
reviews. Some of the material has appeared before in the Journal but most
of it is quite new. The selection of songs appears in a separate chapter at
the end. There is also a very useful and comprehensive chronological list
of all Delius’s works with their orchestrations, and copies of Delius’s
Leipzig Diploma and reports which make amusing reading!
The ‘historical’ parts of the book are fascinating and hard to put down!
Much of the material on Delius’s life is of course available elsewhere (eg in
biographies and Lionel Carley’s Delius: A Life in Letters) but never before
put together in one place. And the inclusion of comprehensive press
reviews is a novel feature – some have appeared before in the Journal but
they have been extended here to cover every concert where a review is
available. The many footnotes provide comprehensive references to source
material and, usefully, give short biographies of each new person discussed
in the text. There are many interesting snippets in the footnotes: did you
know, for example, that Paul Hindemith played in the orchestra for the
premiere of Fennimore & Gerda? I wonder what he made of it!
The press reviews will be of exceptional interest to Delians. Early
reviews tend to be divided between the few critics who seemed to
understand what Delius was aiming for and the majority for whom his
music was new, difficult and incomprehensible – the word ‘dissonant’
appears often (not a word used much today to describe his music) and of
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course ‘formless’! Occasionally they can be amusing: an American
reviewer of Paris said ‘We have been to Paris several times but we never
knew it was as bad as that’! Delius’s music enjoyed a resurgence of interest
late in his life and later reviews tend to be more positive, especially those
for the 1929 all-Delius Festival. I was struck by a Times review of one
concert at this festival whose reviewer pointed out that a common criticism
of Delius’s music – ‘monotony of idiom’ – can be avoided by the right choice
of works. The concert he heard included Eventyr, Cynara, An Arabesque and
Appalachia. These are not works often played today and a current problem
with the way Delius is perceived is that too many of the most popular works
are similar in mood. Compton Mackenzie makes a striking comment in
reviewing the first recording of the Cello Sonata. He admits to not
understanding it as a sonata, but says later:
‘However, I expect this is a perfectly good sonata all the time and that my
own stupidity is to blame for not recognising it as such.’

Would that more critics could admit this before dashing off the usual
‘formless’ adjectives! As we know, Delius has his own way with traditional
forms.
I haven’t checked the ‘historical’ sections of the book for factual
accuracy but it all generally seems to fit with my knowledge of the
composer’s life and works. There are just a few errors and inconsistencies
that I noticed which should be mentioned. On p274 it is stated that until
1909 all of Delius’s first performances (apart from the Piano Concerto and the
1899 St James’s Hall concert) were given in Germany, but just a few pages
earlier the 1908 premiere of In a Summer Garden (first version) is said
(correctly) to have been conducted by Delius in London (pp270-1), and the
first performance of Brigg Fair by Bantock in Liverpool, also in 1908 (p251).
There are also the first performances of the Paa Vidderne overture (1891) and
Folkeraadet (1897), both in Norway. A footnote on p64 implies that there is
doubt as to whether Delius actually had syphilis, but later (p278) the text
states that he did have it and the footnote here refers to Roger Buckley’s
article in DSJ 143 (2008) which leaves no doubt that he definitely had
syphilis. A point of detail regarding The Walk to the Paradise Garden should
also be corrected: the text (p122) implies that there is doubt as to whether
the Walk was composed for the 1907 Berlin premiere or for Covent Garden
in 1910. Robert Threlfall’s article in DSJ 144 makes it quite clear that it was
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written for Berlin, probably in 1906, when it became apparent that the
original entr’acte was too short to cover a scene change. Lastly, in the
chapter on the songs it is stated that Debussy, as well as Delius, set
Verlaine’s poem La Lune Blanche – in fact this was a Verlaine poem that
Debussy did not set – I believe that Il pleure dans mon coeur is the only poem
set (very differently) by both composers.
For me, the musical analyses are the most interesting part, and this is
a pioneering aspect of the book as most of them are quite new. In fact,
structural analysis of Delius’s works has been something of a ‘no go’ area
in the past, probably because Delius disapproved of the practice, likening it
to pulling a flower apart to discover its beauty. In their Delius biographies
Beecham and Heseltine barely even mention the subject. Hutchings and
Eric Fenby provide insights into his compositional methods but no formal
analysis as such (though Hutchings provides a robust critique of the four
concertos in the Pelican book The Concerto). Alan Jefferson’s book in the
Master Musicians series gives us more insights plus an analysis of Brigg Fair
and A Song before Sunrise. Deryck Cooke’s microscopic analysis of the Violin
Concerto is well known, but this is a one-off, prompted by endless ‘formless’
jibes from critics and it is intended for the musicologist and academic, not
the average music lover. Jérôme Rossi has recently produced detailed
analyses of a number of works, but like the Cooke article they are intended
for the musicologist and are in a PhD thesis, so not easily accessible1. Apart
from some Journal articles and a few brief analyses on record sleeves and in
programme notes there’s virtually nothing else.
A detailed, systematic analytical review of Delius’s works would
therefore seem to be very desirable, but is this justified in view of Delius’s
comments? Alan Jefferson believes that the process does not destroy
something but might actually enhance it, and I agree. He says:
‘Some people might feel that the music of Delius is so finely wrought, so
delicate in its construction that a brisk cut of the dissector’s knife would
make it fall to pieces, never to be reassembled. But this is far from so. In
fact the very contrary seems to happen: the more one inspects a Delius
score and examines its elements, the more closely it seems to be bound
together2...’.

Many music lovers derive much satisfaction and enjoyment from knowing
how a work is constructed and when applied to Delius this understanding
could be vital in dispelling the common myth that his music is formless and
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rambling. I am sure that this myth is, for many, a barrier to exploring
Delius, and the availability of a set of musical analyses could be a key to
gaining a wider appreciation of his music.
Paul has now provided the first systematic and comprehensive
analyses of almost all Delius’s works. Given the huge number of works
covered and the lack of much earlier analytical material this represents a
truly formidable and ground-breaking task, but he has risen to the
challenge and has done an excellent and important job.
As Paul says in the Preface, writing about music is difficult enough,
and analysing Delius’s music is particularly difficult because his harmony
is so complex and he tended to avoid using conventional forms. To make
the job even harder, Paul has decided to write not an academic text but
something for the average music lover, avoiding too many technical terms.
His relaxed and imaginatively descriptive style means that the text is lucid,
very easy to read yet thoroughly informative. There are many beautifully
clear musical examples (many prepared by Paul himself from orchestral
scores) plus copious references to rehearsal marks in scores making further
exploration of each work easy. For my taste, there are perhaps too many
subjective descriptions of the music which do not always add much to
understanding the structure but they seem appropriate in a book not
primarily aimed at musicians with considerable technical knowledge or
musicologists. The text seems particularly suitable for those wishing to
explore unknown Delius territory because it’s so easy to read and Paul’s
lively descriptions of each work give a good impression of the sound world.
But a key point needs to be stressed: Paul makes it clear in the Preface that
his views and analytical conclusions are his personal opinions, and others
may not agree with them. Delius’s music is hard to analyse, so there are
often no definitive structural conclusions – a particular problem is that
many of Delius’s themes are pentatonic and resemble each other, making it
hard to be certain about what musical motif might be derived from another.
Inevitably, therefore, I find that I disagree on many points but I want to be
clear that the comments that follow are, like Paul’s, my personal opinions
and do not in any way invalidate this huge and worthwhile undertaking.
This is not the place to list all my comments on specific works so I will
confine myself to some general points which struck me, plus a few factual
corrections.
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First, I was pleased to see that Paul is prepared to be critical where this
is due – we do Delius no favours by pretending that everything he wrote is
a masterpiece, however much we might like listening to it! I agree with the
list of pieces that he describes as ‘weak’ but I would have been inclined to
apply this word even more widely, especially to some early works. Delius
is apt to be a bit hit and miss as regards shaping his ideas and this was
particularly true in his early years when he was still finding his way as a
composer. Sometimes that vital sense of flow eluded him and in his early
works I often have the impression of a composer full of good musical ideas
but unsure quite what to do with them. I was also pleased to see some
Delius ‘firsts’ highlighted – this is important because Delius is not usually
seen as a pioneering composer. Paul rightly points out that Sakuntala is the
first orchestral song in modern times and that The Magic Fountain is the first
American Indian opera but surprisingly, there’s no mention of Koanga as
the first American black opera (most people still think it’s Porgy & Bess).
And what about Paris, the Song of a Great City? As far as I know it’s the first
significant orchestral evocation of a city’s moods and probably still the only
one describing the night life of that city!
Another important feature of Delius’s music is his tendency to re-use
early material in later works – I find this interesting because the reasons
why he does this are not always apparent. Paul mentions the re-use of
themes from Florida in The Magic Fountain and Koanga, the reappearance of
a theme from Hiawatha in Paris (why?) and material from Hassan quoted in
the Songs of Farewell but others deserve a mention. For example, two dancelike motifs from Paris reappear in Lebenstanz and Margot la Rouge,
respectively, and fanfare-like motifs from Over the Hills and Far Away are
repeatedly quoted in A Mass of Life (in Part 2, from fig. 61-64). And why
does the music for Watawa’s first entry in The Magic Fountain recur at the
end of Sea Drift? Perhaps most important of all is the ‘American’ theme
appearing first on the oboe in the Plantation Dance from Florida (mentioned
on p21) which reappears wholly or in part in Spring Morning, The Magic
Fountain and in the Late Swallows movement of the String Quartet. Some
also believe that this ‘American’ theme has its origins in the Civil War song
Marching through Georgia. Given the amount that has been written about
this theme (see DSJ 135 pp 61-633) I did expect to see all this discussed.
Notwithstanding the fact that the operas do not receive the detailed
analysis they deserve I did feel that A Village Romeo and Juliet could have
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been given a longer and rather different treatment. Unlike his other operas
this work makes extensive and subtle use of leitmotifs and this fact isn’t
really dealt with. A table of leitmotifs (and their transformations) would
have been a useful guide to the listener and I have to say that I was
disappointed by the treatment of the final scene (from the final love duet to
the end) which is covered in just a few sentences. This is surely one of the
truly great dramatic moments in all Delius, underpinned structurally by a
subtle use of at least four leitmotifs. I realise that space is limited but this
surely deserved more detailed treatment, even if this might have been at
the expense of other lesser works!
The Walk to the Paradise Garden is dealt with – only very briefly – in the
context of the opera. Whilst there is a certain logic to this, it is so frequently
played that it surely deserves much more thorough discussion as a separate
work, particularly because it contains new music not originally in the rest
of the opera (Delius inserted a new motif from the Walk into the rest of the
opera before it was ever performed).
I said earlier that this review is not the place to list all my comments
but it is worth correcting a few minor errors I spotted in the musical
examples as they might otherwise mislead readers. In Ex 4.5 (p143) the top
orchestral lines have sometimes been transcribed down the octave and this
distorts the layout of Delius’s harmony; in Ex 4.24 (p203) the horn motif is
written an octave too low (Delius uses ‘old notation’ for horns in the bass
clef) and the bass oboe line in Ex 5.18 (p275) is also an octave too low (Delius
ignores conventional notation for this instrument: he writes it at pitch in
either treble or bass clef4). On p324, line 10, for ‘cor anglais’ read ‘flute’ and
on p325 (line 9) flats are missing after the A and D: the chord as described
is incorrect and in reality is much more dissonant! In Ex 7.48 (p386) the first
note in the treble clef should be C sharp, not C, and on the last line of p387
for ‘cymbals’ read ‘tamtam’.
This is an important new book on Delius and I’m sure all Delians will
want to own a copy. Some will probably not want to explore the musical
analysis sections but there is quite enough in the rest of the book to be of
absorbing interest, even for those who are well acquainted with the details
of Delius’s life. The concert reviews are an important new addition to our
knowledge of Delius and make fascinating reading. Paul’s musical
analyses represent a major step forward – they are a very readable
introduction to understanding how the music is put together but they are
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not intended as an academic treatise – that book has still to be written.
There are some typographical errors but remarkably few for a book of this
size and I hope these might be corrected with an Errata slip. Finally, I
cherish the hope that some ‘doubters and Delius-haters’ might read this
book for they would discover that Delius is far from formless and rambling
and that it might be possible to derive intellectual satisfaction from his
works even if one isn’t smitten by the sound world.
Tony Summers
1 Jérôme Rossi has also included analyses of 21 works in a recent book (Frederick Delius, Editions
Papillon, Geneva, 2010). More works are covered but in less detail than in his PhD thesis.
2 Alan Jefferson, Delius, Master Musicians (London: JM Dent & Sons, 1972), p 93
3 See also the article by Robert Threlfall in Composer, Spring 1974, pp 25-7
4 See also the article by Robert Montgomery in DSJ 140, pp 77-82

President of the Delius Society, Lionel Carley, writes:
May I propose one particular correction to the otherwise admirable
narrative of Delius’s life that Delius and his Music offers us? The authors
kindly allowed me to see page-proofs of the book shortly before its
publication and I noted that it was there clearly and simply stated that in
1895 Delius ‘was told that he had contracted syphilis’. But the final and
published text has somehow seen the addition of a couple of lines that
include the suggestion that ‘he might have caught it in his Florida days’.
Was this perhaps the result of scrutiny by an over-zealous but certainly
misinformed copy-editor? Then an added footnote (again not present in
the proofs that I’d seen) refers to correspondence in the Delius Society
Journal in 1983 and 1984 – items containing information that has been
overtaken by subsequent studies. One result is that the online MusicWeb
International, in an otherwise excellent review by Stephen Greenbank, has:
‘Whether this had been contracted in America, or was the result of later
Parisian dalliances was never ascertained’.
Having long ago seen during a visit to Lüdenscheid a medical report
in the Gerhardi/Steinweg Collection – a document subsequently copied to
the Delius Trust Archive – I was at last able to confirm in 1983 in the first
volume of Delius: A Life in Letters that 1895 had indeed been the fateful year.
This has since seemed generally to have put to an end any further
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promulgation of the ‘American’ legend, for which there had never been any
evidence.
Another example of how rapidly an error can spread once the seed has
been sown has just come to light in the listing by the Bielefeld Opera of its
production of Romeo und Julia auf dem Dorfe in January of this year, giving
us ‘text by the composer, with the cooperation [Mitwirkung] of Jelka Delius,
Karl-August Gerhardi and Charles Francis Keary’, thereby adding Ida
Gerhardi’s brother to a newly-minted legend that dates only from June 2014
when the Frankfurt Opera were the first to propose Delius, Jelka and Keary
together as authors of the text (see DSJ 156, p 84). Delius long ago confirmed
his authorship of A Village Romeo in a letter written to Ernest Newman in
1929 (‘the words… I made myself and in English’). Jelka, of course,
originated the German translation of the work.
Lionel Carley

Brian Radford

Boydell & Brewer is pleased to extend its offer to Delius Society members of 25% discount on
purchases of this book, when ordered direct from the publisher before 31st May 2015. Either
order securely online at boydellandbrewer.com (entering the offer code 15019 when prompted
at checkout); by post at Boydell & Brewer Ltd, PO Box 9, Woodbridge, Suffolk, IP12 3DF; by
telephone: 01394 610 600 or by e-mail: trading@boydell.co.uk. Payment can be made by
cheque, MasterCard, Visa or Maestro/Switch. For postage please add, for each book ordered,
£3.00 for the UK, £7.50 for Europe, and £13.50 for the rest of the world.

Authors Paul Guinery and Martin Lee-Browne
at the launch of Delius and his Music on 15th October 2014
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CONCERT REVIEWS
MAINLY FOR PLEASURE

A memorial concert for Lyndon Jenkins
Town Hall, Birmingham
25th September 2014
In his introduction, master of ceremonies Julian
Lloyd Webber reminded us of the story
concerning Sibelius who said that nobody ever
erected a statue in memory of a critic. However,
Julian suggested that this concert was an
exception, commemorating our dear friend
Lyndon Jenkins, a critic but also a man of many musical interests.
The concert was extremely well constructed and some of the items
included were out of the ordinary. Indeed the programme ranged from
Bach to John Ireland and Satie to Sibelius. The concert also included three
songs by Nielsen which were very beautiful and surely unknown to most
of us in the audience – an imaginative programming gesture worthy of
Lyndon himself. On this special occasion all performers gave of their best,
but for me one performance stood out above the others and that was
Rebecca Ormodia’s performance of John Ireland’s Scarlet Ceremonies which
was glorious and held the imagination wonderfully. After all of the
programme items Julian Lloyd Webber played a short item by Vivaldi, and
this was touching in the light of his enforced retirement from public
performance earlier in 2014.
Andrew Jowett summed up the programme, and gave us his
recollections of Lyndon. Several members of the Society were in the hall to
hear this memorial concert. It was reassuring to see that there was a large
audience present to say farewell to a good and longstanding friend to us all.
It is I think most appropriate to include a few of the reminiscences of those
who knew Lyndon, taken from a large collection printed in the Programme
Book for this event.
Brian Savin, colleague and friend:
‘I knew Lyndon from his earliest days at BRMB and over the course of
more than thirty years we collaborated on numerous radio and
production projects. I’ll always remember Lyndon conducting in
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Symphony Hall at a Saga Radio concert in 2002. As the applause subsided
after his first item, he surveyed the shimmering sea of silver hair that
stretched in front of him and said, “I’ve often wondered what a Saga
audience looked like”. Then, with a precisely-timed pause that only a
conductor could judge, he quietly added, “No surprises there”. The
audience responded with loud peals of laughter – and afterwards Les
Ross, our breakfast presenter, paid Lyndon a compliment which he
frequently recalled with great fondness: “I never realised you were funny
…”’.

Roderick Shaw, Vice-President, Federation of Recorded Music Societies:
‘My wife and I enjoyed a mutual friendship and music association with
Lyndon for many years, and endorse what has been said of his great and
active contribution as President of the FRMS. We are glad to have also
known the private man behind the jovial, exuberant public persona who
delighted audiences with his rapier (but never hurtful) sharp wit. He was
one of the kindest and thoughtful of men, always considerate of others
and it was typical that, less than two weeks before he died, he sent me a
shakily-written birthday letter containing not only personal thoughts but
also those concerning the future of the FRMS. We miss him greatly but
are grateful for the memories he has left us.’

Petroc Trelawny, presenter of the Breakfast Show on Radio 3, and for many
live broadcasts from Symphony Hall:
‘I remember meeting Lyndon on my first visit to Symphony Hall in the
late 1990s. Though the building was a few years old by then, his
enthusiasm for it was in no way diminished; he took time to show me
around, finally leading me into the auditorium with a theatrical flourish,
whispering and clapping to show off the celebrated acoustic. His warm,
rich voice is the thing I remember about him the most; he was a natural
broadcaster who had an easy gift for conveying his passion and
knowledge to the listening audience. And what an advocate for music in
Birmingham.’

Michael Green, Former Vice Chair, Delius Society:
‘I first encountered Lyndon many years ago at a Society weekend where
he gave us a presentation on the approach of various conductors to
performances of Delius. In the 80s, I was one of six Birmingham
businessmen who came together with the objective of providing the city
with concerts of smaller scale works. Lyndon helped us with invaluable
programming suggestions and contacts for likely performers and we
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offered John Lill, John Ogdon, Julian Lloyd Webber, Nigel Kennedy, the
Salomon Quartet and many more. I served under Lyndon on the
committee of the Delius Society and he was a wonderful chairman –
finding the perfect match between being business-like and enjoying
ourselves. They were happy times. Lyndon was a wonderful presenter
with a keen wit and tremendously good company. I only ever disagreed
with him on one point – his conviction that Richard Strauss was a far
greater composer than Mahler!’

Jens Rossel, Project coordinator for Danish Music Information Centre, 19942003:
‘Having the privilege to co-operate with Lyndon Jenkins on
Birmingham’s Discover Denmark Festival in 2001, I knew I was going to
meet a true legend. To discover Lyndon as a hard core Carl Nielsen expert
was, however, a wonderful surprise – and a challenge! Lyndon loved and
knew more about Carl Nielsen’s music, than most Danes. No one but him
would have the idea of presenting three of Nielsen’s last compositions
Commotio for organ, Three Motets for choir a cappella and Three piano pieces
at the same concert in Birmingham Symphony Hall. Lyndon did, and it
was unforgettable. Denmark owes Lyndon Jenkins great respect for his
invaluable efforts towards Carl Nielsen’s music in Great Britain. May his
memory never fade.’

Alan Sanders, Publisher & Editor, Classical Recordings Quarterly:
‘Lyndon’s last CRQ contribution was his article on Sir Malcolm Sargent in
the Spring issue. It was a typically meticulous and immaculately
presented piece of work. Lyndon was always a complete professional.
He was a consummate performer in front of the microphone, with an easy,
unruffled, relaxed style even in the tightest of live broadcasting situations,
and his many documentary programmes showed a deep knowledge of
many subjects. As a young man he had himself pursued the art of
conducting (he held the baton in his left hand), and he sought and
received advice from Sir Malcolm Sargent. In one special concert he
conducted the CBSO in Delius’s The Walk to the Paradise Garden,
characteristically joking with the audience beforehand how concerned he
was to be performing in the presence of his successor as the Birmingham
Post’s music critic, Christopher Morley.’

Paul Chennell
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SEVENOAKS SYMPHONY ORCHESTRA

Stag Theatre, Sevenoaks
16th November 2014
Michael Cwizewicz violin, Luibov Ulybysheva cello
Darrell Davison conductor

Whilst hearing, say, the Philharmonia or the London Philharmonic on top
form with the right conductor is one of the most exhilarating and fulfilling
things in musical life, going to a concert by one of the good ‘pro-am’
orchestras that exist almost everywhere in the UK can, in its own way, be
an excellent experience. Few of their programmes consist simply of
standard classics, and they bring a sense of freshness to the music that is
sadly not always experienced in the bigger concert halls.
The extent of the pro-am orchestras’ repertoire is very wide, and a
good proportion of it is British. This programme, titled All Quiet on the
Western Front was no exception – and it is simply so sad that the majority of
the major English orchestras cannot afford to risk a half-empty hall with, as
here, Bax, Butterworth, Delius and a Vaughan Williams symphony in the
same programme. It was, admittedly, a World War I commemoration, but
it could equally well have been given at any time of any year – and there
was a very substantial audience, clearly for the most part faithful local
supporters.
An unusual feature of the concert was the collection of beautiful
readings between the works and the movements of the Vaughan Williams,
by an older man and a young one, David Johnston and Tim Pearce, of seven,
not all familiar, war poems – by Binyon, Brooke, F W Harvey, Wilfred
Owen, Charles Sorley, Robert Nichols and R W Sterling. It brought a real
sense of ‘what it was all about’ which the music on its own might not have
done.
In two years’ time, the Sevenoaks Orchestra will be celebrating its 70th
birthday, and Darrell Davison has been its conductor since 1980 – so by
now, some 70-strong, they have acquired an excellent corporate feel, and a
proper understanding of different musical styles. The huge climaxes in
Bax’s complex Tintagel sounded properly authentic, and were relished by
the whole orchestra – particularly the horns and brass; and in the very Irishsounding quiet interlude the strings and woodwind were gorgeously fresh
and sympathetic; the final pages were most moving. Butterworth’s
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quintessentially pastoral The Banks of Green Willow brought out the best in
the strings, who spun a lovely line, and the sensitive woodwind players.
Delius’s Double Concerto was doubly surprising – first for being
included at all, and secondly for the fact that the young soloists, Michael
Cwizewicz and Luibov Ulybysheva, were respectively Polish (although
English-born) and Russian. How well they played it, however, was no
surprise, because, in one of those curious moments of intuition, as they
walked onto the platform I said to myself that they looked as though it was
going to be special – and it was. Like Hetti Price and Amy Littlewood at
the 2013 Delius Prize, their playing was totally unanimous, flowing, fullbloodied and tender, impeccably tuned. They maintained a real sense of
rhapsody and forward movement from the beginning to the quite magical
end. The orchestral accompaniment matched their sensitivity, with some
very secure horns and delicate harp playing.
In some ways it was a pity that there was an interval – for, without one,
the contrast between the Delius and Vaughan Williams’s Sixth Symphony,
between music that is basically ecstatic and glowing with that of anguish
and despair, would have been even greater than it actually was. Although
the Symphony has its lyrical, melodic, melancholic, and nostalgic moments,
it is basically deep, mystical and disturbing, with much argument about key
relationships. The orchestra set to with a corporate will, and the tension
was maintained right through to the end. This was, perhaps not
surprisingly, the best playing of the evening: in particular, the strings, who
had been so warm in the first movement’s lyrical theme, coped extremely
well with the final ten minutes of cold (although not nihilistic), mysterious
music, fading - after the magical oboe lament - to a whisper.
An evening well-worth the nearly 250-mile round trip!
Martin Lee-Browne
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ROMEO UND JULIA AUF DEM DORFE

Stadttheater-Bielefeld
Sunday 15th March 2015
Bielefeld Opera
Sarah Kuffner – Vrenchen, Dániel Pataky – Sali, Frank Dolphin Wong – The
Dark Fiddler, Vladimir Asthakov – Manz, Moon Soo Park – Marti,
Alexander Kalajdzic conductor
The Stadtheater, where Bo Holten, Lionel Carley, and my wife and I met to
see the latest of several recent productions of the opera, is a fine example of
an early 20th century German opera house, extensively and beautifully
renovated some ten years ago. The auditorium is modest-sized with
comfortable seats and good sightlines, although it has an over-dry acoustic
for romantic music, while the foyers and staircases are light and spacious.
It was, therefore, sad that the performance was something of a
disappointment. The music was played and sung decently enough, but
without being echt-Delian as it would have been had Beecham, Charles
Mackerras, Mark Elder or (on the strength of his Frankfurt performance of
this opera last year) Paul Daniel, been in the pit. Unfortunately, the
Croatian-born conductor, Alexander Kalajdzic, is not in the same league as
those four, and — partly, perhaps, because, as he told us afterwards, he had
had great difficulty in reconciling the markings in the full score and the
orchestral parts, and that he had tried to get away from the ‘traditional’ (ie
Beecham) way of conducting Delius — the result was too literal, and
occasionally sounded under-rehearsed.
The staging was uninspiring but, luckily, it was somewhat less of a
‘konzept’ production than is currently the vogue in most Continental opera
houses (and particularly in Germany), the main purpose of which seems to
be to inflate the producer’s ego! The hallmark of ‘konzept’ is the perverse
habit of simply disregarding important, or relatively important, directions
and ideas in the original score, and adding ‘stage business’ which seems to
be quite irrelevant.
The set was a series of mottled purple, sometimes translucent,
proscenium-height, overlapping screens that moved across the stage from
side to side at the scene-changes, and three large wooden platforms pushed
(by members of the cast) backwards and forwards, to no apparent purpose.
There was no indication that the opera takes place in the Swiss countryside,
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that there is a disputed piece of farmland, or of the neglect of both farms as
the result of Manz and Marti’s quarrel over it. Indeed, in the first scene,
when they have their midday meal, they could well have been a couple of
good friends. The Dark Fiddler never took his violin out of its case. Two
garden swing seats came down from the flies in the Fair scene, and
thereafter at intervals, and perhaps their slow disappearance back up at the
very end was intended to represent the sinking barge – of which there was
no sign. Finally, at one point after the Fair scene it looked as though we
were going to have an early death, for Vreli pulled a knife from her skirt.
Rather like Siegfried and Gunther in Götterdämmerung, however, she and
Sali merely slashed their forearms and mixed their blood — so we were still
able to enjoy their gorgeously-sung final outpouring of love.
In one of those never-explained stage pictures, when the curtain went
up the entire chorus — the men in drab black and brown suits and hats, and
the ladies in the equivalent — was spread in a line across the rear of the
stage, with their backs to the audience. In fact everyone's clothing was drab,
apart from Vreli and Sali, both in matching red jerseys, he with a blue linen
jacket and fawn trousers, and she in a red skirt and sometimes with a
seemingly much-washed pinny. The Fair scene was unexciting – as much
so as the Frankfurt one was brilliant – with ‘one-two-three’ stomping
around in circles and twirling of red umbrellas, and in the Vagabonds scene
there was more than enough simulated sex (with the umbrellas to the fore
again). We were given no glimpse of the river or the barge, and the final
tableau found Vreli and Sali in an embrace downstage in a repeat of the
opening stage picture.
Musically, the orchestra was very good but, although the wind and
brass were ‘complete’ as in the score, it was a disappointment that the pit
was not big enough to take the large number of strings that Delius wanted.
Lovely though much of their playing was, the sound in the quieter passages
was somewhat dominated by the marvellous horn section (whose principal,
on the authority of Bo Holten, would have graced any major European
orchestra). The cast was almost entirely ‘in-house’, and reflected the high
quality of the members of the companies in most of Germany’s 45-or-so fulltime opera houses. Vreli (Sarah Kuffner) had a lovely top voice (although
her middle register was a little on the weak side), and Sali (Dániel Pataky)
a heroic one that coped well with the (if Delius will forgive me, for he
loathed his music) ‘Puccini bits’; The Dark Fiddler (Frank Dolphin Wong, a
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Dutchman) did not sound dark enough, nor was his character sufficiently
enigmatic or menacing. The farmers were both Japanese – Moon Soo Park
(Manz) and Yoshiaki Kimura (Marti) – with strong voices, well suited to
Delius’s sound world, but their acting was undistinguished; neither gave
the impression of being a farmer, and on his first appearance Marti wore a
grey suit, complete with a waistcoat! Generally, when the singers were not
drowned by the orchestra, words were good.
Having been somewhat (but hopefully not unduly) critical, it is fair to
say that, whilst this was not a production for knowledgeable Delians, it
made for a good evening in the theatre. This performance was the
penultimate one of the run of five or six, and there were few empty seats.
Martin Lee-Browne
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CD REVIEWS
AND THE BRIDGE IS LOVE

Elgar: Introduction and Allegro for strings; Sospiri; Serenade for Strings;
Chanson de nuit; Chanson de matin
Lloyd Webber (William): The Moon
Goodall: And the Bridge is Love †
Vaughan Williams: The Charterhouse Suite: Prelude No 1
Delius: Two Aquarelles
Walton: Two pieces for strings from Henry V
Ireland: A Downland Suite; No 3 Minuet
English Chamber Orchestra, Julian Lloyd Webber, Cello† and Conductor
Recorded at Watford Colosseum, 22nd to 24th April, 2014
Duration: 70:07
Naxos: 8.573250
A splendid new CD with our Vice-President, Julian Lloyd Webber,
conducting The English Chamber Orchestra in a wide-ranging programme
of English Music for Strings. Possibly the highlight is the world premiere
recording of Howard Goodall’s And the Bridge is Love. A most moving
performance in which there is much love and warmth. There is sadness too,
in that this work is dedicated to a young cellist who tragically died young
and it’s the final recording which Julian will ever make. I remember
hearing him play, for the first time, at a Music Society concert in Clitheroe
in Lancashire, together with my young daughter – some 35 years ago!
A further world premiere recording is by Julian’s father, William: The
Moon. He had set to music the words of The Moon by the Welsh Poet,
William Henry Davies, an arrangement for strings following shortly
afterwards. This version, however, remained unperformed until 2014, his
centenary year. A lovely, lyrical piece.
There are connections between several of the other works on the disc.
Two never previously recorded arrangements of the two Chansons –
Chanson de nuit and Chanson de matin by Elgar’s friend and biographer W H
Reed. Billy Reed was leader of the LSO from 1912 to 1935 and Julian’s
mother, Jean, studied piano and violin with him. And, as we all know,
Elgar visited Delius at Grez-sur-Loing in 1933, some nine months before he
died. Besides the various Elgar pieces and the Fenby-arranged Two
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Aquarelles – No 1 (Lento, ma non troppo) and No 2 (Gaily, but not quick) by
Delius, there are interspersed such gems as the Minuet from Ireland’s
Downland Suite, Walton’s Two pieces for strings from Henry V – Passacaglia:
Death of Falstaff and Touch her soft lips and part plus Vaughan Williams’s
Charterhouse Suite – No 1 Prelude.
In all, an exquisitely performed disc, with soaring strings on some of
the most well-known and loved joyful English melodies, together with the
two splendid previously unrecorded works. A total delight!
John Rushton
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DELIUS SOCIETY MEETING REPORTS
ALL ABOARD THE LUGGER!

Delius Society London Branch
Boat trip on the River Thames, 16th September 2014
Although yachting caps set at jaunty angles and flared white ducks weren’t
the order of the day, we might have been members of one of the other
composer-Societies – off to enjoy, perhaps, The Fringes of the Fleet or The
Flying Dutchman. Over 60 Members, their friends and relations – some
having travelled considerable distances to avoid being dubbed landlubbers
at the next meeting – and also, by special invitation, members of a few other
music societies, assembled on Temple Pier in party mode, thankfully
without an oilskin, a lifejacket, a telescope or a pair of deck shoes to be seen.
Promptly at four bells in the afternoon watch, the crew – there was only
one, and he a somewhat casual-looking lad for coping with a disaster, such
as our boat hitting a rock or catching fire – pulled up the gang-plank, cast
off, and we were away to the Orient. The sun shone from the proverbial
cloudless sky, and a gentle Force 1 breeze from the sou’-sou’-west ruffled
the hair of a few of the gentlemen present. Of a captain, however, there was
not a sign, but presumably he or she was up in the crow’s nest, navigating
us safely down the Thames, dodging to one side or the other of the massive
piers of Waterloo, Blackfriars, London and Tower Bridges in a masterly
manner and not taking us dangerously close to either the shore, other
vessels or an abandoned restaurant-sized fridge.
We passed the Oxo Tower, the old Courage’s Brewery headquarters
(where the Chairman’s wife let out a little sob, for one of her grandfathers
had worked there as their Chief Architect), much new high-rise housing
development (often in the most garish, un-seaman-like colours – ‘nothing
to beat Navy blue with a bit of white piping, eh!’ – and a number of
mysterious-looking creeks at the end of which, one imagined, there would
be a few rotting hulks in the charge of some latter day Magwitch. We
passed Sir Christopher Wren’s and Nicholas Hawksmoor’s incomparable
Royal Naval College at Greenwich, and through the Thames Barrier –
London’s attempt to copy the Sydney Opera House – after which, at
precisely half-time, the captain, master or skipper (or possibly his deputy,
the aforesaid lad) performed a miracle of navigation, using all his skill and
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judgement to turn our craft round 180 degrees before you could even say
‘down the upper tops’ls and up the storm jib’ or ‘shiver my timbers, it’s
time for a rum’ – and we headed back to the Occident.
Many familiar faces were there, as well as some non-Delian
Fairweather followers (see below), and the after-deck became the place to
see, and (more particularly) be seen among the throng of some of the most
debonair and sophisticated afficionados de la musique von Frederick Delius
known in Western Europe. It was not promenading, however, which was
intended to be the principal attraction of the afternoon, but JAZZ! Oh,
Frederick! – oh, Heseltine! – oh, Fenby! At least the punters had been
warned beforehand that there would be loud, sometimes very loud, music
from a member of the Society, a gentleman by the name of Digby
Fairweather, who performed with colleagues and an unnatural, not to say
phenomenal, skill on a somewhat shabby-looking trumpet (possibly
pitched in the key of Bb). Mr Fairweather did not, however, just play jazz
– he gave us the first public performance of a suite of eight movements of
his own composition based upon themes by Mr Delius that he had named
To Frederick with Affection. At the start, a few members looked somewhat
nonplussed, but they were gradually hypnotised by the ingenuity of the
arrangements – some moments of which were not all that far removed from
Mr Delius’s depiction of the sleazier parts or people of the fin de siècle French
capital in Paris – so that at the conclusion, Mr F was given much rousing
applause. It was unanimously agreed that not many other music societies
would have been as eclectic or enterprising in selecting their entertainment.
Eventually, in another feat of brilliantly-judged seamanship, the boat
returned to Temple Pier without so much as a noticeable bump. The suntanned, exhilarated and contented Delians disembarked – but not before
congratulating our indefatigable PR lady, Karen Fletcher, on her brilliant
organisation – and the jolly jolly was over. Unfortunately, the timings were
such that we were deprived of a Summer Night on the River, but the weather
gave every sign of turning into a perfect Summer Evening.
NB1: It was never expected to be a Sea Drift sort of afternoon. NB2: A
modest quantity of food was consumed, and a few measures of grog were
forced down unwilling throats.
Martin Lee-Browne
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BO HOLTEN: GOOD (AND ESPECIALLY BAD) DELIUS
CONDUCTING
Delius Society London Branch
St Giles Hotel, London, 15th October 2014

Chris Green is Vice Chairman of the Delius Society.
On Wednesday 15th October an enthusiastic gathering of Delians
welcomed Bo Holten as their guest speaker. An internationally acclaimed
conductor, Bo Holten is one of the Society’s more active Vice Presidents on
the Delius front, with a magnificent catalogue of fine recordings to his
name, including the Aarhus Orchestra’s splendid 150th anniversary
recordings of Delius’s English, French, Danish, Norwegian and American
Masterworks. It is a tribute to Bo Holten’s popularity that he drew a rather
larger audience than is usual at our London meetings.
Bo Holten’s chosen subject was ‘Good (and especially bad) Delius
conducting’ – an enticing topic if ever there was one. He began by
emphasising that judgements of various styles of conducting are inevitably
somewhat subjective when it comes to understanding what may either
attract or repel one from a particular recording. He then informed us that
he would be deliberately concealing until the end of his talk, the names of
the conductors and orchestras whose extracts he would be playing, so as
not to prejudice his audience (although details are included in this review
where relevant).
He chose The Cuckoo as his first example, pointing out that many
people fail to notice that the work opens with a preview of the main theme.
He also stressed the importance of lingering on the lead notes – an
important factor in much jazz. He then played a number of different
versions of the work, beginning with a strong and appealing 1927
(Beecham) recording and following this with a recording from 1936 which
he regarded as outstanding because of its boldness and magical moments
of swing; 1968, which he considered to be dull and lacking momentum with
no pulse and none of the required lingering on the key notes; and 1983,
which he thought flowed well and was strong on the upbeats.
Before moving onto his next chosen work, Bo Holten expressed the
view that when dealing with what he called ‘prohibitive music’, laws may
need to be broken. He also stressed that with much of Delius’s music it is
impossible to notate accents or the need to linger: ‘you just have to know
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it’. He thought this to be especially the case with works like Summer
Evening.
His next chosen work was the First Violin Sonata. He considered this
to be another example of where it was essential to hang almost
immeasurably on certain notes to add ‘puissance’. His first chosen example
from 1929 showed how this could be achieved through ‘artistry’.
The next example he considered to be ‘all over the place’ with the piano
completely failing to introduce the waltz element. He said that this showed
that, when played badly, the work became ‘meandering and melancholy’.
He concluded with a fine 1997 (Tasmin Little) version which illustrated how
well the pianist and violinist knew their Delius, and understood the
importance of allowing time to for that all important lingering.
Bo Holten’s third chosen work was Summer Night on the River. The first
version that he played he described as having ‘boxes between each phrase’
which he detested. He felt that ‘the wonderful thing about Delius is that
each phrase is on the heels of the last one’. It was clear that the conductor
was trying to be lyrical but that in effect the music ‘just died’. He played a
1976 version where the conductor had chosen a much slower tempo which
produced what he described as ‘a massive hiccough’. This was followed by
a 1948 (Barbirolli) recording where there was a ‘fabulous pulse with lovely
shadings’ which contributed to a wonderful recording that was both
exciting and very lyrical. He felt that this illustrated the importance of
ensuring that performances of the work ‘were seamless with each phrase
sliding into the next’.
Our speaker then moved on to Sea Drift. As a general comment he said
that ‘at the moment the choir enters we should feel that it is nature singing
to the atmosphere that is already there’. His first illustration was from 1928
(Beecham), a recording that embraced ‘a wonderful feeling of timelessness’
with some exquisite ‘lingering’ by the woodwind. His next recording, from
1981, was slower and there was an absence of the hoped-for feeling of
relentlessness. Although it was a good orchestra the performance lacked
feeling. This was followed by a ‘very sedate’ 1950s recording, and then by
a 1993 (Hickox) recording where there were too many changes of tempo.
You couldn’t feel the movement of the sea and it was as if ‘the conductor
wants to caress every chord change’. A 1963 version encompassed
wonderful playing by the violins. It was a recording ‘that had everything
that was missing in the other recordings’ although ‘the choir is too loud’.
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In response to a question from the floor, Bo Holten said that he much
preferred clean scores to those marked up by Beecham or anyone else. He
said that he felt that the early Beecham recordings were much better than
those of the 1940s, probably because they were recorded while Delius was
still alive and the works still carried the composer’s imprint. He went on
to say that he identified so closely with the works of Delius that ‘it almost
feels as though they are something I have written myself. In general terms
there tends to be something vigorous and virile about the recordings of the
1920s that Delius himself would have liked.’ Today the conductor ‘is too
often in front of the orchestra, there are too many bland performances
which are not much good if we want to keep our audiences’. Our guest
concluded with the profoundly felt view that ‘all great conducting stopped
around 1940, before the war. Conductors of the 20s and 30s knew Delius,
knew his music and reflected the style of the time.’
It was an evening with many welcome revelations punctuated by Bo
Holten’s fine wit. Those who are familiar with his own outstanding
recordings will have recognised that there is something wonderfully
refreshing about them which can only make one hope that it will not be too
long before Bo and the Aarhus Orchestra are invited to tour these islands.
Chris Green


STEPHEN THRELFALL: DELIUS FOR THE YOUNG
Delius Society London Branch
St Giles Hotel, London, 11th November 2014

Chris Green introduced Delius Society member Stephen Threlfall, who is
Director of Music at Chetham’s School of Music in Manchester. Stephen
gave an illustrated presentation about his Delius 150th anniversary project,
and spoke about the importance of encouraging and stimulating
knowledge of our national composers in the upcoming generation of
musicians and audiences. He speculated on what lies ahead in terms of
opportunities and challenges for our young musicians.
Stephen told us that recent projects at Chetham’s included working
with Raphael Wallfisch on the Delius Cello Concerto, and the first musical
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example we heard was from the Classic fM broadcast of this performance
in 2012, which Stephen conducted. We heard how Stephen once played the
Delius Concerto at the Proms as a member of the cello section, but was not
inspired by the piece at that time, although it is now a work that he loves.
He greatly enjoyed rehearsing the orchestra, with Raphael, and particularly
the progress that the students made from the rehearsals to the actual
performance.
In the second half of the concert Stephen and the Chetham’s Orchestra
performed Delius’s Florida Suite, and this led on Stephen telling us of his
quest to encourage the use of Delius’s music in TV programmes so that is
become more widely heard. He commented that we had nearly had Delius
on The One Show! Stephen had also tried to organise a performance of On
Hearing the First Cuckoo in Spring for twelve players in the Delius Pub for
inclusion in this BBC TV programme, but unfortunately this did not
happen. However, in 2012 our speaker and some of Chetham’s younger
players did play Paa Vidderne with an actor from the Royal Exchange
Theatre, in a performance that also included the Hallé Youth Orchestra and
the Liverpool Youth Orchestra. Staging the 2012 Delius Prize was also a
great pleasure for Stephen and the school.
Chetham’s is a government funded school (although this is not well
known) and students are means tested. Chetham’s is interested solely in
students’ musical capabilities and not whether they are able to pay; in fact
20% of pupils at the school pay no fees. The average annual fees paid are
£3,000 per year and this means the school has a wonderful mix of students.
The next project Stephen told us about was Chetham’s performance of
Vaughan Williams’s 7th Symphony with narration. Many years ago when
working at the BBC he had had the idea of performing this symphony at
the same time as showing pictures from the British Antarctic Survey, but
the idea did not come to fruition until 2001. Stephen told us how he went
to The British Antarctic Survey in Cambridge, and that students took texts
from Captain Scott’s diaries to present alongside the music. He felt that this
project helped to bind the school together, as it combined music, art and
science – there were talks on climate change, and various linked art projects.
The orchestra also gave the world premiere of High on the Slopes of Terror by
Sir Peter Maxwell-Davies, who has also written an Antarctic Symphony.
Stephen said that the alternative version of the text to Vaughan Williams’s
Antarctic Symphony takes the audience on a journey. We then heard an
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extract from this symphony, performed by the Bournemouth Symphony
Orchestra and the Chorus of Opera North. The Chetham’s School Chamber
Choir had appeared on a BBC recording of the work, which was a great
opportunity for the young choristers.
Stephen turned next to Walton whose music he always enjoys
performing. Stephen arrived at Chetham’s School of music in 1995 and one
of the key events of those early years was being involved in the Oldham
Festival in 1997 when he and the Chetham’s Orchestra performed Walton’s
Henry V music and his Cello Concerto in the same concert. Susanna Walton
came over to the UK, and they performed Façade with her. Ten years later,
in 2007, Stephen and the orchestra went to Ischia to visit Lady Walton in
her home. We then heard part of Walton’s Henry V with narration.
We heard next about the children’s opera Brundibár composed in 1939
and performed in one of the Nazi concentration camps during the war.
Stephen suggested that this is a very fine piece of music. Students from
Chetham’s performed this piece alongside various local schools as a way of
introducing children to opera. These children learnt by making music, and
performing this work in various venues; including the Imperial War
Museum (North). We heard about the profound effect that music making
had on some of these children who had not been exposed to anything like
this before.
In 2005 Chetham’s gave three performances of a very different work:
Tippett’s A Child of our Time, again in co-operation with a number of local
schools. Closely linked with this was a project that involved local school
children working with the late Steve Martland on the composition of songs.
Stephen told us about working with Henshaw’s School for the Blind in
Manchester and how he had conducted these pupils by encouraging them
to listen intently because of their inability to follow the conventional visual
signals.
In 2007 to commemorate the centenary of Grieg’s death Chetham’s
undertook various events and concerts, with support from the Norwegian
Embassy. This major project resulted in a lasting, fruitful ongoing
relationship with colleagues in Norway, with regular student exchanges
now taking place between Chetham’s and colleges in Norway. In the
following year Chetham’s performed various works by Leonard Bernstein,
with the active support of members of his family.
As part of the Britten centenary celebrations in 2013, Chetham’s
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performed various works including Britten’s Violin Concerto played by
Calum Smart. We then heard and saw part of the DVD made by Chetham’s
including this performance. Stephen spoke further regarding the new
concert hall facilities being added to the school and told us about their good
fortune in gaining the support of a wealthy sponsor in Manchester. There
has been, and continues to be, co-operation with both BBC Radio 3 and
Classic fM. Stephen is thinking carefully as to how best to use the new
Chetham’s concert facility they will soon have, as it is very well placed in
Manchester.
Chetham’s students will be continuing to work with local schools in
Greater Manchester on a number of projects in 2015, in connection with the
commemoration of the Great War, and will in particular play various pieces
by John Ireland.
In conclusion, Stephen spoke more generally about music education.
At the moment there is great concern about the continuity and take up of
music by young people. There can be a big hurdle to overcome in
secondary schools for children who want to study music fruitfully. Stephen
was concerned that if he went to a school in any part of the country with a
project, where the children were not familiar with the music or instruments
but took part and then became enthusiastic, there may be no follow through
once the project ended. He pointed out that there is often an ongoing
problem with budgets and finance which inhibits music education. He
mentioned that there is already a concern in conservatoires that the level of
ability is not now what it was in the recent past.
The band of people who can afford to take part in music education is
becoming narrower, which is a further concern. We also heard that there is
a problem for many youth orchestras in finding – for example – enough
string players to populate the orchestra. Stephen said that at Chetham’s the
number of children coming forward for audition is decreasing, although
many of those who do come forward are of very good standard, so he is
heartened by that fact at least. Overall, he was not negative regarding the
future and his advice to young musicians was to be versatile and to utilise
all the skills they can master.
Martin Lee-Browne thanked our speaker for providing so much
fascinating information and insight. Stephen is in a privileged position in
music, and we are very grateful.
Paul Chennell
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LIONEL CARLEY: FIFTY YEARS WITH THE TRUST
Delius Society London Branch
St Giles Hotel, London, 26th February 2015

Those who were unable to get to London for Lionel Carley’s most entertaining talk
will, I hope, appreciate what follows, which is the full text, with only minor
alterations to accommodate the reader rather than the listener.
It all really started for me in my mid-teens on hearing on the radio Delius’s
shorter works, like The Walk to the Paradise Garden or First Cuckoo. If they
were then quite often broadcast – as were a number of the more substantial
works – this was not enough for me, so I started to buy some of the shorter
orchestral works in the form of 78rpm records, gradually adding to a
growing collection of the kind of music that was beginning to attract me.
I’m sure this was the way so many of us started out with Delius – as the
years went by we’d buy 78s or LPs and then CDs as a result of being
exposed to the stimulus that radio then offered us here in the UK. It’s
almost to one’s consternation now that that simply couldn’t happen any
more, so little does the British Broadcasting Corporation look to our own
composers – and almost least of all, among the very finest of our composers,
to Delius.
In his last years Delius had a radio. One of the letters Jelka wrote to a
friend around 1930 deplored the fact that, according to the Radio Times,
there was not to be a broadcast of any of Delius’s music that week. But this
was highly unusual. Delius at that late stage of his life was able to listen to
umpteen broadcasts of his music, either from BBC stations on British
wavelengths or from German stations. What Jelka might have said at
Delius’s broadcast relevance (or rather irrelevance) today is unimaginable.
If my subsequent studies after those teen years were far from the field
of music, music always remained a happy accompaniment to them. But the
real moment of revelation where Delius is concerned came when I was still
an undergraduate. I visited one day the School of Music at Nottingham
University, where students could borrow LPs from the Library and move
on to one of the several listening rooms – usually, for as long as one wished.
My first choice that day was Delius’s Appalachia in Beecham’s recent
recording. But as I was making my choice at the desk, Ivor Keys, professor
and head of department, was passing by. ‘Try Sea Drift, just out’, he urged
me, and I did his bidding. This is what I then heard:
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[Music: Sea Drift – Thomas Beecham, Bruce Boyce, Royal Philharmonic
Orchestra (comp 1903/4, rec 1954)]
Time and time again I returned to the Music School and listened to that
recording – and though I didn’t know it, my fate was sealed. Before long I
found myself teaching in France in the course of a further undergraduate
year. That same recording of Sea Drift accompanied me, and so far had my
proselytising for its composer already taken me that I translated the
Whitman text into French in order to interest my older pupils in this very
special music. That influence was limitedly successful, needless to say,
though there certainly was an interested response from just a couple of the
youngsters. What I particularly remember of my translation was its
outrageous tripling of the single alliteration originally there in Whitman’s
‘the white arms out in the breakers, tirelessly tossing’, rendering it as ‘Les
bras blancs des brisants, sans cesse secoués’.
At around this time too, being able at least to read music, I was
inveigled into the University Orchestra to play percussion – and
subsequently timpani. Imagine my joy when asked to play at a concert
when Bruce Boyce would actually be one of the soloists. At the final
rehearsal of what I vaguely remember must have been a Handel oratorio,
there was a short martial interlude where Boyce alone would sing,
accompanied by the lead flute and by me on snare drum. It just wouldn’t
go right for the first couple of tries, but on the third attempt it did, and my
eternal memory is of Bruce Boyce giving me a genial wink – a
congratulatory moment when our two amateur music-makers finally
succeeded in meeting in music a great baritone.
There was a second concert in that tercentenary year of Purcell and
Handel. ‘I should be most grateful if you would find it possible to play
timps’, wrote Professor Keys. This would be in an upcoming concert at the
University, when Sir Thomas Armstrong would be conducting the
orchestra of the Royal Academy of Music, strengthened in a few areas by
some of us. ‘Do help us … if you can’, asked Keys. Well, how could one
possibly decline? This was my first acquaintance – at a respectful distance
of course – with Sir Thomas Armstrong, principal of the Royal Academy of
Music. What I didn’t know at the time was that he was soon to be appointed
senior Adviser to the Delius Trust and that we would, in just a few more
years, become colleagues, and perhaps I may say it – friends. When in 1975
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I published my first book on Delius, The Paris Years – a project instigated
and then published by my old friend Lewis Foreman – Sir Thomas wrote to
me a charming letter of congratulation:
‘I’ve read it with great interest and learnt a lot from it…I feel a sense of
indebtedness to you, and a conviction that I’ve been short-sighted in some
of my views.’

With congratulatory letters from people like Eric Fenby and C W Orr, as
well as a welcome number of unexpectedly positive reviews in both the
national and music press, so it was that the impetus to write more on Delius
had now been provided to me.
Delius’s major choral works were already well familiar to me by
November 1965, when I travelled up to Liverpool to join other members of
the Delius Society at that landmark performance by Charles Groves and the
Liverpool Philharmonic Choir and Orchestra of the Requiem. I must have
stayed a couple of nights so as to take in the final rehearsal, and was
stunned by that wonderful last movement – rather more so than one might
have expected, as Groves and the orchestra just couldn’t seem to get right
those final blaring brass chords that ushered in that expansive vision of
eternity. Was this right, I thought? So discordant and almost contemporary
did they sound that I felt that later Delius was years ahead of his time.
However, if wonky in rehearsal, they got it right on the night of the
performance itself, which I’ve long remembered and treasured, as I still
treasure this sometimes unfairly maligned work. Here is the latter part of
that magical final movement, recorded at that very concert. Heather
Harper and Tom Hemsley are the soloists.
[Music: Requiem – Charles Groves, Heather Harper, Thomas Hemsley,
Liverpool Choir and Orchestra (comp 1914–16, live recording 1965)]
The Delius Trust, founded as the Mme Jelka Delius Trust, came about at the
instigation of Sir Thomas Beecham. After the composer’s death, he
discussed with Jelka how best to preserve and manage the publication and
performance of Delius’s music. Delius himself had on his deathbed
suggested to Balfour Gardiner and Eric Fenby what should be done, but
nothing was formally set down – just a few notes – and so an earlier will
seemed to remain valid. This was a will made jointly by Delius and Jelka
which had proposed the funding of an annual London concert of Delius’s
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music in which a new work of a younger British composer would also be
played. However, Beecham convinced the widowed Jelka that only the
formation of a Trust to promote her husband’s music – and in which he
would play a major part – would be for the best. And this duly happened.
The Trustees appointed were Beecham’s solicitor Philip Emanuel and
Barclays Bank, and all musical issues were de facto determined right up until
his death in 1961 by Beecham himself. Only after Beecham had gone was
any real thought given to ordering the music manuscripts and the
correspondence, to be kept a little later in just two cabin trunks in the Royal
Academy of Music. The small room in which they’d been deposited by the
time I first worked for the Trust seemed basically – and oddly enough – to
house Sir Thomas Armstrong’s collection of finer wines.
The first growingly successful attempts, from 1962 on, to organise this
material was made by the Trust’s first two (albeit short-term) Archivists,
Alan Denson and then Rachel Lowe Dugmore. The Trust’s personnel had
also just been reconstituted: while Barclays Bank Trust Department
continued to administer our then modest funds, in came as Advisers in 1961
Sir Thomas Armstrong, Norman Millar (Beecham’s former private
secretary), and critic Felix Aprahamian. It was these three that I would first
meet just a few short years later – at an interview, there in the Principal’s
room at the Royal Academy of Music.
I think the first work I actually did for the Delius Trust must have
dated from later 1964. I’d joined the Delius Society in 1962 as a Founder
Member, but owing to a period of teaching in Stockholm in 1962–63 (this
after a year of postgraduate study at Uppsala University in 1960–61), I
wasn’t able to attend any of those earliest London meetings of Society
members until the beginning of 1964. What did Trust Archivist Rachel
Lowe mention, on that first occasion when I was present, when she herself
first addressed the Society? Well, it was that what the Delius Trust really
needed was someone to transcribe and edit – for later publication – the
extant letters to and from the Deliuses that filled one of those two cabin
trunks. They were in several of the most straightforward European
languages – and those I happened to have. So, from my university – and
perhaps from even earlier years – already bitten by the writing bug, I spoke
with her at the end of that same talk. Some time later – and my memory for
the exact dates here is hazy – Rachel asked me to check and correct (for the
Trust) translations that were then being made of the letters that German
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conductor Hans Haym wrote to Delius. And that’s how my association
with the Trust started.
Fast-forward a year and more – by which time I’d become more or less
aware of the full extent of Delius’s correspondence – and in September 1965
Rachel asked me to lunch with her at Stone’s Chop House, just behind
Leicester Square, after which we went on to talk even longer at the EnglishSpeaking Union, of which she was a member. Would I help, she asked, in
both the ordering and the transcribing and translating of Delius’s letters? I
learnt that her diplomat husband was to be posted to Canada and that she
would have to travel with him. So might I, even furthermore, be prepared
to take on the curating of the Archive – like her, in an honorary capacity?
By the middle of October 1965 letters had gone from Rachel to Sir Thomas
Armstrong and to Barclays Bank Trust Department, sending my then
current CV and recommending that I take over the position from Rachel.
An interview duly took place in Sir Thomas Armstrong’s room at the
Academy – with, as I said, Norman Millar and Felix Aprahamian also
present – and there we were. The deed was done.
The first travelling that I did for the Trust came a year or so later. From
the station that served Bourron, Marlotte and Grez, I walked across the
fields to Grez-sur-Loing, and finding a little café there that at the time was
just across the road from the Deliuses’ house, I took a glass of wine and
asked about Delius. ‘Ah, le musicien’, was the response from the
proprietor, bowing an imaginary violin. No, the present owner, Mme Merle
d’Aubigné, was not at home. But if I went over to, and then through, the
door on the right hand side, I would find the gardener at work there. The
pleasant young gardener – Roland I think was his name – ushered me in
and allowed me to wander alone about that magical garden, after we’d had
a brief chat. Many of us here know what a revelatory experience that could
only have been. One piece of Delius’s music, not long since recorded at the
time, was in my head for the whole time and seemed to epitomize that first
experience in a landscape suffused with the spirit of a composer who had
once lived there.
[Music: I stand as on some mighty eagle’s beak – Malcolm Sargent, Royal
Choral Society, Royal Philharmonic Orchestra (comp 1930, rec 1964)]
It was just that line and that music that came again to me instantly when for
the first time I stood on the bank of the St Johns River at Solano Grove when
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I first visited Florida – and Jacksonville’s Delius Festival – on behalf of the
Trust in 1972.
On a further visit to Grez, it was Anna Merle d’Aubigné herself, the
owner of what we now call the ‘Delius house’, who was there to welcome
me and to give me tea and good cheer. She recommended that I visit Mme
Louise Courmes, an elderly lady living nearby, and I duly took a stroll a
short way up the road that leads from the bridge, and spoke with her. She
took me into an outbuilding where there was a large wooden crate full of
odds and ends, and from it retrieved the bust of Delius with which we are
now so familiar, but that was completely unknown at the time. It had been
modelled by Jelka, she told me. Moreover she also owned Delius’s death
mask and the cast of his right hand, both of which Jelka had called in a
plasterer to make after her husband’s death. Before her own death, Jelka
had confided these pieces to Louise Courmes. I took photographs of these
extraordinary finds and reminded her to keep such authentic treasures very
carefully. In 1970 she died and left all three pieces to me, and they are now
in the secure keeping of the Delius Trust.
I’d begun by then to attend meetings of the Trust. These were held
either at the Bank’s premises, almost in the shadow of St Paul’s Cathedral,
or in the Mayfair apartment of co-Trustee Philip Emanuel. Before long
Robert Threlfall would join us, functioning initially as Assistant Archivist,
with a specific remit to order the Music Archive and to prepare the ground
for what would ultimately be his monumental achievement, the Collected
Edition; and not long afterwards he was appointed an Adviser to the Trust.
The evening meetings at the Emanuels’ were fun, with a preliminary glass
or two of sherry that helped to enliven the subsequent proceedings, and
much talk at the outset between Sir Thomas Armstrong and Norman Millar
on the subject of the health and fecundity of their different varieties of
tomato plants. It’s odd that one recalls such details rather than others.
A major step forward by the Trust was to detach ourselves from
Barclays Bank and move over to the Musicians Benevolent Fund, and the
result was a faster growing of our reserves – aided by wise investment –
and consequently an ability to sponsor ever more challenging projects.
Here, due praise needs to be given to Martin Williams, then secretary of the
MBF, for his enviable financial know-how and for what I understood to be
his excellent investment initiatives. We were on the way to being able in
due course to give financial support to such large-scale projects as the
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English National Opera production of Fennimore and Gerda in the early
1990s and the almost contemporary filming of A Village Romeo and Juliet,
with which latter funding we first broke through the £100,000 mark.
I should perhaps point out that my work for the Trust had for over 25
years to be carried out in parallel with my full-time job in Government
Information Services – initially from 1964 with the Central Office of
Information and subsequently with the Foreign and Commonwealth Office.
With some judicious planning, however, this could be turned into Delius’s
advantage. So it was that in 1974, after a two-week tour of a number of our
European embassies, I tacked on a week’s worth of my annual holiday
allocation by travelling on from my final official call on our ambassador in
Copenhagen to my old stamping ground, Stockholm. Though not on my
original itinerary, I used a further day that wouldn’t be held against my
holiday allowance by lunching with our ambassador there and spending
time with some of his staff. The rest of that stay I spent in visiting libraries
and bookshops – as well, of course, as many old friends – and researching
the background to so many of the Scandinavian artists who had landed up
in Grez in the 1880s and 1890s – and so it was that I learnt much more about
aspects of Grez that had so attracted Delius himself and that had made him
immediately feel so at home there. The result a little later that year was that
I was able to write the first-ever essay in English about those few
extraordinary years when Grez grew into an artists’ colony that rivalled
those such as Barbizon, St Ives and many such others of the period. It was
published, in 1974, in the Delius Society Journal (DSJ 45, p8).
There had by then already been a couple of more-extended visits to
Paris, the first partly to gather material for my first little book Delius: The
Paris Years, and the second a summer month there writing up my findings.
Lewis Foreman had originally asked me for an essay on just this subject for
his Triad Press series, but with further research during those four weeks in
Paris and some feverish writing in my borrowed apartment late into the
evenings I finally wrote enough to produce that 100-page book that Lewis,
as publisher, decided to make into his first hardback. That month of further
research and writing was for me perhaps a minor echo of what Delius
himself experienced in those early years of his in Paris. You’ll perhaps
remember Jelka’s account:
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‘He worked half the night, smoking and drinking red wine, and then
stayed in bed late, but disturbed by all the noises in that populous
courtyard.’

And yes, that was how it was for a while with me, papers spread across the
floor of my apartment, writing away from my notes, smoking Gauloises
and drinking cheap red wine, late to bed and late to rise – though I have to
say I can’t remember being particularly disturbed by noises from outside.
Almost all of that little book was written in just those circumstances.
Somehow it had brought me just that bit closer to my subject: Delius, the
composer and man-about-town in Paris.
In that short period I also included a trip out to Delius’s old haunts in
Ville d’Avray and in Croissy-sur-Seine. Which brings me to my next piece
of music, and I’ll introduce it with a quotation from Delius himself,
remembered around the time of its composition from his Croissy days:
‘One evening, a lovely late spring evening, whilst I was walking in the
garden enjoying the fine weather the full moon rose above the garden in
a cloudless sky. Quite overcome I shouted [to the gardener] to look. He,
looking up from his work and scanning the horizon all round, said: “Mais
qu’est-ce qu’il ya – je ne vois rien.” And I suddenly realized what
different worlds we lived in.’

This music sums up for me just how Delius – in the flush of his relative
youth, happy, and inspired by nature’s spring beauty all around him – must
have felt.
[Music: Idylle de Printemps – David Lloyd-Jones, English Northern
Philharmonia (comp 1889, rec 1995)]
Gradually – as I’ve pointed out – the Trust’s financial resources, through
both investment and copyright income, grew – and with that, its powers of
sponsorship. Our meetings, originally some four times a year, would bring
forth more and more requests for financial help. The three Trustees would
meet a week or ten days before our full meeting in order to decide on an
agenda, and for that full meeting the trustees would be joined by the
advisers and the archivist. It would then be a question of deciding on the
merits of each application and allocating an appropriate sum to the artists,
concert organisers, or the record companies, after which we would disband
until the next meeting.
When I joined the Trust all those years ago, our picture archive
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consisted of just five photographic negatives, and I therefore made it
something of a mission to search out more photographs or portraits of the
composer and his associates. It was, for example, either on my first or
second visit to Norway that I was able to uncover those two pen and ink
drawings of Delius that Edvard Munch had made around 1890. The clue
had come in a newspaper review, read in what is now Oslo’s National
Library, of Delius’s 1891 Oslo premiere – the ‘concert overture’, Paa
Vidderne. And with the review, there it was – a profile sketch of Fritz Delius
signed E M. I had a photocopy made and took it along to the Munch
Museum and, together with curator Arne Eggum, looked through Munch’s
sketchbooks of the period. Suddenly, there it was, an almost full-face
second portrait that confirmed for us that both sketches had been made on
the same occasion. You’ll be familiar with this second portrait sketch, as it
was subsequently used to illustrate the cover of the Delius Society Journal for
a number of years.
As our pictorial archive grew, we were able further to subsidise – and
indeed ourselves to organise – exhibitions relating to Delius. The first of
these, for me, was effected for London’s Camden Festival in 1972. Inspired
by the Festival’s production of Koanga at Sadler’s Wells, we called it Delius
and America and I was able to use some of the material that Jeff Driggers had
helped me – while I had been in Jacksonville at the beginning of that year –
to copy from his Jacksonville Library collection. The next major effort was
Young Delius at the Royal Festival Hall in 1977, opened by the Norwegian
ambassador and timed to coincide with the publication of Delius: A Life in
Pictures. Around the same time, I worked together with the Munch
Museum to put together a – what turned out to be successful – exhibition
in Oslo, just two years later, to celebrate the friendship between Munch and
Delius.
This has been a process that has continued over the years, right up to
Manchester’s 2012 festival, for which I took a lot of enjoyment in preparing
a copiously annotated photographic exhibition on ‘Delius and France’.
We also loan readily, from our picture archive, illustrations that people
ask us for, for use in books, articles, concert programmes, record and CD
covers, or liner notes. Some years ago the Lebrecht Collection made a
proposal to the Trust: they would take over our picture archive and merge
it with their own, and we would duly share the income that permissions
would provide. The Trustees were interested, but I argued strongly that
DSJ 157

123

while we remained in a position to respond to such requests without
charge, we should continue to do so. The Lebrechts retreated emptyhanded, though I’ve since occasionally noted, in various journals,
photographs of Delius credited to the Lebrecht collection. There’s really not
much we can do about this, though I’ve felt sorry for people who have had
to pay for illustrations that we at the Trust could so easily and willingly
have supplied without charge.
One of the tasks I’ve been set over the years is to have made
translations of a good deal of our material for which the original stuff has
not been in English. To make singing translations of the early part songs
was for me an interesting exercise, as was a translation of that extraordinary
play in Norwegian by Gunnar Heiberg, Folkeraadet, given three
performances at the four-day Delius Festival in Staffordshire in 1982. Then
there was Ibsen’s long narrative poem Paa Vidderne, first given in its English
version by our late member, conductor Leslie Head and his admirable
Kensington Symphony Orchestra. It was last given a stunning performance
in Manchester Cathedral by the junior orchestra of Chetham’s in 2012.
In conjunction with Lewis Foreman, Leslie Head and his orchestra also
gave us, in St John’s Smith Square, the final scene from Irmelin – so let us
hear just a few of those final pages.
[Music: Irmelin final scene – Leslie Head, Opera Viva Orchestra, Janine
Osborne soprano, David Skews tenor (comp 1890-92, rec 1982)]
Until I took early retirement from the Foreign and Commonwealth Office
some twenty-odd years ago, I’d occasionally, as you’ve already heard, been
able to use short duty trips or visits abroad conjoined with trips made on
behalf of the Delius Trust, and these have frequently yielded fruit. So when
in America, I’ve visited, for example, consular posts in New York, Boston
and Chicago; and when in Scandinavia, I’ve visited some of our diplomatic
staff in Stockholm, Oslo and Copenhagen. And friends in our posts abroad
have often been extraordinarily helpful in arranging Delius-related
meetings for me. Sometimes there’s been an opportunity missed, as when
visiting our ambassador in Berne we talked about music too, he having just
addressed a Swiss branch of the Gilbert and Sullivan Society. If only he’d
known, he told me, he would have arranged for me to give a talk in Berne
on Delius. However, our post in Chicago did arrange for me to give a talk
on Delius, and then additionally a radio interview with the great Studs
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Terkel, an hour-long programme on Delius which was networked across
the USA. When I went to the studio to meet this extraordinary
octogenarian, a Pulitzer Prize winner for his great work in recording oral
history, I found that the Consulate had sent him a copy of my first volume
of Delius: A Life in Letters. We shared a cigar while discussing the
programmes’s format, he having already made his choice of musical
illustrations, and he turned the pages of the book – many of which he’d
covered in great scrawls of blue ink. Here was a real pro and music-lover,
who had troubled to inform himself in considerable depth beforehand
about the subject of this programme of his, which was based on Delius’s
experience of America. I left enormously impressed.
These travels also enabled me, in Europe, to meet personnel of the
Music Information Centres in Stockholm, Oslo and Copenhagen, and
perhaps more oddly on one much later visit to Reykjavik too, when through
the efforts of the Finnish Ambassador there, I visited the Icelandic Music
Information Centre – and in consequence was bombarded for the next few
years with the latest CDs of the music of Icelandic composers.
That brings me to Jens Rossel, then head in the late nineties of the
Danish Music Information Centre in Copenhagen. Together with Jens and
with Bo Holten we hatched a plan for a Delius Festival in Denmark, to be
based in the country’s second city, Aarhus, as well as in Palsgaard Castle
nearby. Though to be truthful, it was less of a castle and more of a very
grand manor house, set in beautiful and extensive grounds originally
landscaped nearly 100 years earlier, by English gardeners. Delius and Jelka
had both stayed there twice as guests of the owners, the music-loving
Elisabeth and her husband Einar Schou – as had Frederic Austin,
grandfather of our illustrious chairman. For the only time in my life I was
given the opportunity to programme an entire orchestral concert, which
would be conducted by Bo, and which would consist of music by Delius,
Austin, Grainger (who had performed in the vicinity), and the Danish
composer Paul von Klenau, who had conducted a performance of A Mass of
Life in London in the 1920s. Our late and much-loved member, Richard
Kitching, at the end of the concert turned to me to say that he’d never
enjoyed a concert more than he had this one.
From out of that festival arose the series of five recordings made by Bo
Holten with the Aarhus Symphony Orchestra. I’m so glad that my Trust
colleagues agreed to be generous in their sponsorship of these recordings,
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as in my opinion Holten is the finest Delius conductor we have had since
Beecham. This is to take nothing from the superb work of others such as
Charles Mackerras, Andrew Davis and our own David Lloyd-Jones. But
from English Masterworks – the fourth I think in the sequence – I now want
to play one of the movements from Songs of Sunset. This surely is Delius at
the summit of his powers. What did Bo say when interviewed during the
course of John Bridcut’s recent film on Delius? He drew our attention to
what he discerned as the pure eroticism that he clearly discerned in Delius’s
music – and nowhere more, surely, than in ‘Cease smiling, Dear! A little
while be sad’.
[Music: ‘Cease smiling, dear’ from Songs of Sunset – Bo Holten, Aarhus
Symphony Orchestra, Henriette Bonde-Hansen soprano, Johan Reuter
baritone (comp 1906–8, rec 2011)]
My collaboration with Robert Threlfall was a happy feature for me of these
fifty years with the Trust, and next month we are to pay tribute to Robert’s
magnificent contribution to Delius studies. Another tribute I must pay is to
the support and friendship that our first president, Eric Fenby, for so long
offered selflessly to me. Robert’s task was to organise the music archive
and my own has been to organise the documentary archive, and principally
to undertake the transcribing – and making sure that translations, wherever
possible, should be available – of all the Delius correspondence that has
come down to us. It’s all there now, and we occasionally come into, or buy
in, still more of Delius’s letters. We have long since donated Delius’s music
manuscripts to the British Library, whilst ensuring that we have them all
on microfilm. We have furthermore donated the Collected Edition to a
number of institutions, including The Royal Academy of Music, York
University and the Beijing Conservatory, among others. And one day, too,
the original correspondence will go to the British Library. In the meantime,
scholars will continue to be offered the opportunity to examine Delius’s
letters in the Trust’s office in Britannia Street, King’s Cross – and without
the necessity to work through the originals, since all are now available in
typed transcripts.
We are not as lucky, here in Britain and in Ireland, as, for example, the
heavily subsidised German opera houses, which over the past thirty years
or so have been able to mount productions of all of Delius’s operas, with
the single exception of Irmelin. There have, after all, been major productions
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in Frankfurt and Bielefeld of A Village Romeo in just the past few months.
Some of these continental productions have required no financial support
from the Trust in the first place, others very little. So it is that in recent years
the Trust has been willing to commit ever-larger sums to opera productions
nearer to home, going back – I’ll remind you – to the infamous Fennimore
and Gerda at English National Opera in 1991, but also to the much more
rewarding Peter Weigl film of A Village Romeo and Juliet. We set aside a lot
of money for the proposed Covent Garden Village Romeo just a few years
ago, only for it to be substituted by an extended run of La Traviata, on the
lame pretext of Charles Mackerras’s death and of no-one else, apparently,
being available to conduct. But we have been generous to Wexford, in
Ireland, and have seen A Village Romeo there in 2012, and of course we have
Koanga coming there in October. Offering generous opportunities for opera
productions, while concert performances of Delius’s major works endure –
at the moment anyway – something of a lull, may continue to be the way
forward for the Trust.
On the whole there is a remarkable degree of agreement when we
come to consider applications for help. Some twenty-odd years ago though,
I found myself in a minority on a couple of occasions. My old university’s
opera society, an extremely good one of its kind, approached us to see if we
would be willing to contribute – I think it was £3,000 – to a planned
production of Irmelin. Perfectly aware that this might well be the only
opportunity for most of us to see a staged production of this one particular
opera of Delius, I was strongly in support. But Sir Thomas Armstrong
decided that we should wait for an application from a fully professional
company – an unlikely scenario, it seemed to me – and ruled against our
sponsorship. And around the same time the Brighton Festival asked us for
£35,000 for its proposed flagship event of that year’s festival: a run of three
performances of A Village Romeo and Juliet. I should stress that we would
have been able to afford both requests, but our then chairman, Meredith
Davies, decided that we should only offer £7,000 to the Brighton Festival,
with the result that nothing, of course, happened. (I believe Meredith,
otherwise an excellent and well-liked chairman, had an issue with the
conductor proposed for the production.)
Let’s hear now a favourite interlude from that very opera, from the
superb Mackerras recording – a passage that to me represents the very
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finest of Delius – open-air music, the music of Nature itself, and containing
within it all the aching promise of young love.
[Music: Prelude to Scene 3, A Village Romeo and Juliet – Charles Mackerras,
ORF Symphony Orchestra, Arthur Davies, Helen Field (comp 1899–1901,
rec 1989)]
I’ve spoken in public – and written too – of projects other than concerts and
recordings that have more recently interested the Trust. Book publishing is
becoming ever more of a costly enterprise. Fiction best-sellers have it so
good. But those of us occupying the smaller niches of, say, composer
biography certainly don’t share in the general wealth of things and think
ourselves lucky to break even. It always surprises me that there happen to
be people who think non-fiction writers make good money from their
publications. But they – we – just don’t. So it is that the Trust can play a
really helpful part in bringing worthwhile publications to the market. In
the case of recent books about Delius published in France and Germany
little has been requested of us, apart from advice and materials, leading one
to believe that there’s a more helpful environment for writers in those
countries. At the moment, with Martin and Paul’s fine Delius: His Life and
Music in the vanguard, there are a whole string of books in the writing, each
of which will open up even more aspects of Delius’s life and art. Among
the writers are Jeremy Dibble, Daniel Grimley, Roger Buckley and Andrew
Boyle. The book whose progress I’m most up-to-date with is Andrew
Boyle’s Delius and Norway, with my having worked through and advised
on, copiously, its first ten chapters. It has already told me that there is so
much more to be learnt about Delius, not least with Andrew having
discovered that the Deliuses made two further visits to Norway of which I
was unaware when I produced my Delius: A Life in Letters – in effect an
epistolary biography – all those years ago. The tale of Delius’s excursion to
America in 1897, together with his Norwegian great friend Halfdan Jebe,
turns out to be much more extraordinary than we could ever have
imagined. Just wait until you read of it.
So it is that the Trust grows more generous in helping books to reach
the light of day, books in which people like Andrew Boyle have already
invested so much time and money.
In closing, let me just say that I’ve found it’s been an enormous
privilege, more than anything else, in having been afforded the opportunity
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to come close to such an extraordinary composer and to his exhilarating
music – an experience I’d never have forfeited – even if given the chance to
have done so, and to have had perhaps more time to turn to other fields that
have interested me. It’s a privilege too to have been asked by your
committee a decade ago to follow in the footsteps of two superb and wholly
appropriate presidents, Eric Fenby and Felix Aprahamian. I look forward
with great pleasure to Lewis Foreman’s forthcoming book – at present in
the press – on the self-styled Emir of Muswell Hill and to the opportunity
to learn so much more about the life and times of my predecessor, our blest
Felix.
Lionel Carley


CONCERT IN MEMORY OF ROBERT THRELFALL
Delius Society London Branch
Royal Over-Seas League, Park Place, London
Saturday 28th March 2015 at 2.30pm

On Saturday 28th March about seventy of us gathered for a very special
afternoon concert in memory of Robert Threlfall, which consisted of a
chamber music recital interspersed with personal tributes. This was the
programme:
Introduction: Martin Lee-Browne
Tribute: Lionel Carley
Légende (Frederick Delius)
Midori Komachi (violin) and Paul Guinery (piano)
Tribute: John White
Légendes, (S175 no. 2): St François de Paule marchant sur les flots
(Franz Liszt)
Leslie Howard (piano)
Tribute: Robert Montgomery
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Three movements from In the Mists (Leoš Janáček)
1. Andante 3. Andantino 4. Presto
Hiroaki Takenouchi (piano)
Tribute: Stephen Lloyd
Etude-Tableau in E flat minor, Op 39 No 5 (Sergei Rachmaninoff)
Paul Guinery (piano)
Tribute: Rupert Hine
Romance (Frederick Delius)
Rebecca Hepplewhite (cello) and Paul Guinery (piano)
Three of the Five Norwegian Songs (Frederick Delius)
Der Schlaf - Sehnsucht – Beim Sonnenuntergang
Natalie Johnson-Hyde (soprano) and Leslie Howard (piano)
Five personal and warm tributes were delivered and our Chairman,
Martin Lee-Browne read out an additional tribute from Roger Buckley who
was unable to be present. These covered every aspect of Robert’s life, his
interests and his achievements. The mammoth task he achieved in
preparing the Delius Collected Edition is well known, but we heard so many
other many interesting facts and amusing anecdotes, including his
exceptional pianistic ability, his phenomenal memory, his encyclopaedic
knowledge of scores and the broad range of his musical enthusiasms:
embracing composers such as Schubert, Liszt, Rachmaninoff, Strauss,
Janáček, Mahler and, of course, Delius. It was therefore fitting that the
recital should consist not just of Delius, but some of the other composers he
particularly admired.
We were treated to an afternoon of very high quality music-making
from very distinguished performers. Midori Komachi’s rendering of the
Légende was wonderfully sensitive and refined but perhaps occasionally too
subdued – despite Paul Guinery’s equally sensitive accompaniment the
piano had a tendency to dominate. Leslie Howard gave us an appropriately
full-blooded account of Liszt’s St François de Paule marchant sur les flots (from
the Légendes), which was entirely suitable for this substantial but perhaps
rather overblown work.
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Especially memorable was Hiraoki Takenouchi’s performance of three
movements from Janáček’s In the Mists. This was an impassioned
performance which beautifully captured the extremes of contrasts and
emphasised the sudden violent outbursts in this strange and, at times,
violent work in a way that I had never heard before.
After a short break Paul showed his pianistic skills in a committed
performance of Rachmaninoff’s famous Etude-Tableau in E flat minor and the
recital ended with two Delius works: the early Romance for cello and piano,
beautifully interpreted by Rebecca Hepplewhite, and three of the Five
Norwegian Songs. In a change to the programme Natalie Johnson-Hyde sang
Sehnsucht (Longing) in place of Am schönsten Sommerabend war’s but all three
songs were interpreted with grace and style and to my delight, sung in
German – surely a better alternative to Norwegian than the English versions
that we normally hear.
Tea was served at the end, and there was a chance to catch up with
friends and exchange memories of Robert. A laptop had been set up
showing a video of Robert playing the piano (from memory, as was his
habit); this had been made only last year and his command of the keyboard
from a man in his mid-90s was very impressive!
The event was sponsored by The Delius Trust and we must be grateful
to them for giving us the opportunity to remember Robert and hear such
impressive music making.
Robert was always modest about his
achievements but I am sure he would have appreciated this event.
Tony Summers
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MISCELLANY
DEREK BELL

Those members who knew Derek Bell will be
sorry to hear that he died suddenly at his home in
Haworth, Derbyshire, on 14th January 2015, aged
82 years. His funeral was held on Monday 2nd
February at St Michael and All Angels Church,
Haworth, with the family suggesting that
donations in his memory may be made to Help
Musicians UK (www.helpmusicians.org.uk).
Derek was a long-term member of the Society, and was known to many
during his days as head of the music department at Bradford's main library.
There, for many years, he looked after the Delius Collection, and organised
the Library’s regular lunchtime concerts. One such concert was the very
first public engagement of a young up-and-coming violinist, Tasmin Little.
Jackie Kitwood, Principal Libraries Officer: Operations at Bradford Library,
remembers Derek as a kind and gentle man who had a great sense of
humour and always made time for the staff. He will be greatly missed.
Member Lesley Buckley recalls meeting Derek at a number of Delius Society
events. She writes: ‘Derek attended a number of AGMs, including the 2012
Cheltenham weekend, the 2010 event held at Surbiton Golf Club and the
Yorkshire Weekend in 2009. Derek always enjoyed meeting up with Society
members and the musical elements of the events – his love of the music of
Delius was plain to see. He was also particularly generous in his thanks to
those who had organised the events and we shall remember him for his
friendly outgoing manner.’


JOHN RUSHTON ON RADIO 3

Hopefully some members will have heard Delius Society member John
Rushton introduce Winter Landscape from North Country Sketches with
Petroc Trelawny on 3 Breakfast on Monday 12th January this year.
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JOHN MCCABE

We regret to report that John McCabe, a Vice
President of the Society between 2011 and 2014, died
on 13th February this year at the age of 76. His early
life was spent in Liverpool and Manchester, and he
subsequently lived in London. He was a prolific
composer in all the forms except for grand opera, and
a pianist of international standing with a wide
repertoire – he played much English music, he
recorded all the Haydn Piano Sonatas and the complete piano music of Carl
Nielsen, and many English composers wrote concertos for him. He wrote
books, notably on Alan Rawsthorne. Sadly, he was never well enough to
play an active part in the Society’s affairs.


PROFESSOR DANIEL GRIMLEY

Congratulations to Daniel Grimley, Professor of
Music at Oxford University, who has been awarded
an Arts and Humanities Research Council (AHRC)
‘Leadership Fellowship’ to support a project entitled
‘Delius, Modernism and the Sound of Place’. This
project draws on recent writing in cultural
geography and the philosophy of place, as well as
more ‘conventional’ musicological literature, to
develop a critical reassessment of Delius’s music and its entwinement with
place as an aspect of his broader relationship with early twentieth-century
modernism. The aims of the project are not only to engage at a more
sophisticated analytical level than hitherto with Delius’s major works, but
also to frame discussion within a broader investigation into the role and
state of place in early twentieth-century music. The results of this research
will include a monograph, a digital catalogue of Delius’s works prepared
in conjunction with the British Library and the Danish Centre for Music
Publication, and a series of events relating to Delius and his music.
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THE DELIUS BEULHOFF FAMILY PIANO
Ian Duckworth has kindly sent the following update on the condition of the Delius
family piano. His report of the purchase of this instrument, by the Bradford
Museums Service in 1998, appeared in DSJ 124 (Winter 1998, p 75).
In 1998 Bradford Metropolitan Council purchased the Delius family piano,
a Beulhoff, for their collection. At the time, and for reasons I am not sure
about, the piano was termed ‘unplayable.’
I can say the piano is playable, because a curator demonstrated all 88
keys to me individually in 2013. All the keys sounded clear, though the
piano would need tuning if someone were going to play some Delius
Preludes on it.
In 2012 I returned to Bradford for what in the end was twenty months
when my Dad developed a terminal condition. As he remained perfectly
healthy for eighteen months after my return, by Christmas 2012 I was
looking to have a routine which allowed me to stay sane. Part of that
routine from January 2013 was working two days a week as a volunteer at
Bolling Hall, Bradford, where the Delius piano is kept. During this time I
helped to complete the Museum audit of objects, which was when I was
fortunate enough to get the piano demonstration. After we had described
the piano, allocated it a number and completed its paper audit ready for
loading onto the computer database the curator lifted the lid and played
through the keys.
My own background was in museums and art galleries, though after
25 years working in the sector I moved down to my Catalan estates, where
I now learn Catalan, give the occasional pub quiz and write fiction of
various lengths.


KOANGA IN WEXFORD

Members will know from the last Newsletter that Wexford Opera will be
staging Delius’s opera Koanga in October 2015. There will be four
performances, on 21st, 24th, 27th and 30th October, and public booking
opened on Saturday 28th March. The conductor is Stephen Barlow, and the
work will be sung in English. Details of the performers were not available
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at time of going to press; members can find more information as it is made
public on the Wexford Opera website (www.wexfordopera.com).


DELIUS AND HIS NORTHERN CONNECTIONS

Delius Society President Lionel Carley will be giving a talk with the above
title at a day’s seminar on 8th July 2015 at St Joseph’s Church Hall,
Stonehouse (home of the Stroud Valleys Music Society and on the edge of
the Cotswolds). The day is organised by the Federation of Recorded Music
Societies, West Region. Full details are available from Malcolm Lewis
(email: Lewis23@xln.co.uk)


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.
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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.
Members may also be interested in exploring the wealth of other
Delius-related material on YouTube; some of this is conveniently linked
from the Delius YouTube homepage, under Featured Channels. For
example, Jayne Strutt’s own channel contains many beautifully-shot videos
which use Delius’s music as their soundtrack, and we were recently notified
of a channel created by Alex Hart, on which it is possible to listen to a
number of commercially unavailable recordings of works by the
Dutch/British composer, Bernard van Dieren, who knew Delius and who
had a profound influence on the music of Peter Warlock and others.
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FORTHCOMING EVENTS
DELIUS SOCIETY LONDON BRANCH
Wednesday 13th May 2015 at 6.30pm
David Josefowitz Recital Hall, Royal Academy of Music, Marylebone
Road, London NW1 5HT
(nearest underground stations: Baker Street, Regent’s Park,
Great Portland Street)
The Delius (Performance) Prize 2015
Adjudicator: Jeremy Dibble
We are delighted to announce that the Delius Prize 2015 returns to the Royal
Academy of Music on Wednesday 13th May. The format will be a little
different this time, in that the preliminary round will be held in-house
during the afternoon, while the final round will be held in public at 6.30pm.
It is hoped that a reception will follow the final adjudication and Prize
awards at approximately 9.00pm.
The adjudicator this year will be Jeremy Dibble, Professor of Music in
the University of Durham. As well as being a senior academic musician,
honoured for excellence in doctoral supervision, he reviews for Gramophone
and other publications. He has published monographs on Parry, Stanford,
Stainer, Esposito and Harty, has contributed sections to numerous other
books, and is currently engaged in writing a book on Delius’s works, of
which he gave the Society a memorable foretaste during his talk at the AGM
weekend in Cambridge in 2008. Members who attended the Delius 150th
Anniversary Study Weekend at the British Library in 2012 will remember
his erudite contribution to that event.
The Delius (Performance) Prize was first held at the Royal Academy of
Music in London in 2004, and it continued annually at the same venue for
the next four years. A move to the Birmingham Conservatoire followed,
and on one occasion the Prize was held at Chetham’s School in Manchester.
Please arrive at least 15 minutes before the starting time of 6.30pm.
Access is via the Academy’s main entrance on Marylebone Road. Tickets
and prior booking are not required. You may be asked to sign in at
Reception.
Unfortunately the Royal Academy has no dedicated car parking. The
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nearest underground stations are Baker Street, Regent’s Park and Great
Portland Street.


Saturday 28 November 2015 (time to be confirmed)
London venue to be confirmed
The Delius Society AGM and talk by Lewis Foreman
Lewis Foreman will discuss his new book, due to be published this summer,
on former Delius Society Vice President, Felix Aprahamian.
The date is confirmed; further information, including the timings and
venue, will be notified to members as soon as possible.


OTHER EVENTS

This section may include events which are in the past by the time the
Journal is read; their inclusion is deliberate so that we have in print a
complete record of all performances. Venues of non-UK concerts are in
upper case. Before travelling to events listed here, you are advised to
confirm the details with the relevant box office.
Saturday 29th November 2014 at 6.00pm
ALLHELGONA CHURCH, STOCKHOLM
Delius: Romance for cello and piano and works by Ravel and others
Karl-Ove Mannberg violin, John Ehde cello, Bengt Forsberg piano
Saturday 7th March 2015 at 7.30pm
G Live, Guildford
Delius: Sea Drift and works by Mendelssohn and Stanford
Tasmin Little violin, Vivace Chorus
Brandenburg Sinfonia, Jeremy Backhouse
Sunday 15th March 2015 at 2.00pm
SANTA MONICA PUBLIC LIBRARY
601 SANTA MONICA BLVD, SANTA MONICA, CALIFORNIA
Delius: Violin Sonata No 1 (1914); Max Reger Sonata Op 122
Paul Stein violin, Leo Marcus piano
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Friday 20th March 2015 at 7.30pm
Royal Pump Rooms, Leamington Spa
Delius: String Quartet and works by Haydn and Elgar
Villiers String Quartet
Monday 13th April 2015 at 7.30pm
St Paul’s Concert Hall, University of Huddersfield
Delius: Late Swallows and works by Beethoven, Elgar and Britten
Villiers String Quartet
Saturday 18th April 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, Aanna Colls
Sunday 19th April 2015 at 7.30pm
The Hexagon, Reading
Delius: On Hearing the First Cuckoo in Spring and works by Elgar and
Brahms
Andreas Brantelid cello
London Philharmonic Orchestra, Jaime Martin
Friday 8th May 2015 at 7.30pm
The Hexagon, Reading
Delius: Air and Dance and works by Haydn, Mozart and Respighi
Emma Johnson clarinet
European Union Chamber Orchestra, Hans-Peter Hofmann
Friday 8th May 2015 at 7.30pm
Usher Hall, Edinburgh
Delius: A Song before Sunrise and works by Berg and Mahler
Erin Wall soprano
Royal Scottish National Orchestra, Sir Andrew Davis
Saturday 9th May 2015 at 7.30pm
Glasgow Royal Concert Hall
Delius: A Song before Sunrise and works by Berg and Mahler
Erin Wall soprano
Royal Scottish National Orchestra, Sir Andrew Davis
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Tuesday 12th May 2015 at 8.00pm
DEUTSCHE OPER, BERLIN
Delius: The Walk to the Paradise Garden and works by Richard Strauss
and Elgar
Pavol Breslik tenor, Berlin Deutsche Opera Orchestra, Jeffrey Tate
Friday 22nd May 2015 at 7.30pm
Dorchester Abbey, Oxfordshire
English Music Festival: opening concert
Delius: Three Short Tone Poems and works by Parry, Arnell, Vaughan
Williams, Butterworth and Finzi
Raphael Wallfisch cello, BBC Concert Orchestra, Martin Yates
Saturday 23rd May 2015 at 7.30pm
KONZERTHALLE, BAD SALZUFLEN
Delius: The Walk to the Paradise Garden and works by Britten, Walton
and Elgar
Hartmut Rhode viola, Nordwestdeutsche Philharmonie, Frank Beermann
Sunday 24th May 2015 at 10.45am
Silk Hall, Radley College, near Abingdon, Oxfordshire
English Music Festival
Delius: Quartet (1916) and works by Sterndale Bennett and Butterworth
Villiers String Quartet
Monday 25th May 2015 at 2.15pm
Silk Hall, Radley College, near Abingdon, Oxfordshire
English Music Festival
Delius: Légende and works by Smith, Ireland, Purcell, Jenkins, Mudge,
Arne, Bishop and Britten
Chamber Ensemble of London
Sunday 31st May 2015 at 3.00pm
GERMAN SOCIETY OF PENNSYLVANIA
611 Spring Garden Street, Philadelphia PA 19123
Michael Djupstrom: Walimai (winner of the 2012 Delius Society
Composition Prize)
Delius: Violin Sonata No 2 (transcribed by Lionel Tertis)
Ayane Kozasa viola, Michael Djupstrom piano
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Wednesday 17th June 2015 at 7.30pm
Fairfield Hall, Croydon
Delius: The Walk to the Paradise Garden and works by Dvorak;
Vaughan Williams, Handel, Elgar, Mozart, Bizet, Sibelius, Massenet,
Brahms and Tchaikovsky
Royal Philharmonic Orchestra, John Rigby and Duncan Riddell
21st, 24th, 27th and 30th October 2015 at 8.00pm
O'Reilly Theatre, National Opera House, County Wexford, Ireland
Delius: Koanga
Wexford Opera Company, Stephen Barlow
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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1st June 2015
1st August 2015
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