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EDITORIAL 
 

Welcome to the Spring issue of the Journal which, I am pleased to say, is 
packed with a variety of interesting material.  After the slight scarcity of 
contributions for the Autumn 2015 issue, it is wonderful to have so many 
this time – and without my having to twist any arms! 
 You will see that, in the absence of a Chairman, we have restyled the 
Chairman’s Notes as Committee Notes and have taken the opportunity to 
explain how the Committee is functioning, and to give a little background 
information about the four Committee members and Karen Fletcher who 
provides invaluable help with publicity and events. 
 I am pleased to include an extended feature on the recent Wexford 
Festival Opera production of Koanga which I was privileged to see; this 
includes Michael Gieleta’s Director’s Notes, a report on the entertaining and 
informative talk given to members in November by Michael along with 
conductor Stephen Barlow and, of course, an in-depth review of the 
production along with a round-up of some of the press comments. 
 Also featured are articles on Hiawatha, North Country Sketches and 
O’Neill, as well as a re-examination of the evidence surrounding Delius’s 
lost child and a piece on the influence of birds in Delius’s music.  If there is 
an article you particularly enjoy – or don’t enjoy – or if you want to present 
an alternative viewpoint, please do let me know.  Letters to the Editor are 
always welcome and make for lively debate. 
 Many thanks to Martin Lee-Browne, now the Adviser to The Delius 
Society, who travels around the country attending performances of Delius 
and whose reviews consequently appear regularly in the Journal.  I’m sure 
he must bump into others of you at some of these events, and it would be 
great to have a whole team of reviewers to call on, but I can only do so if I 
know that you’re planning to be there.  So if you are intending to be at a 
concert with Delius in the programme and would be willing to review it for 
these pages, please would you let me know (details below) before the 
concert takes place so that I can let Martin off the hook from time to time! 
 Please do keep the contributions coming in; this Journal is only as good 
as you make it.  I look forward to hearing from you! 
 
Katharine Richman 
journal@thedeliussociety.org.uk  Tel 01252 861841 or 07940 888508  
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COMMITTEE NOTES 
 

In place of the usual Chairman’s notes are notes from the new Committee. 
 

As you will know, both Martin Lee-Browne (Chairman) and Chris Green 
(Vice-chairman) retired at the AGM last November and these two positions 
are both currently vacant.  The work of the Committee continues, however, 
to ensure that we can bring you this Journal, the Newsletter, and plan and 
organise events for you all as members. 
 The Committee comprises four members:  Peter Watts (Treasurer), 
Paul Chennell (Membership Secretary and Newsletter Editor), Katharine 
Richman (Journal Editor and Secretary to the Committee) and Roger 
Buckley (Delius Prize and AGM 2016).  Peter, Paul and Katharine were 
elected at the AGM and Roger was co-opted, for a period of one year, at the 
first meeting of the new Committee in February 2016.  The Committee could 
not manage without independent music consultant Karen Fletcher, who is 
responsible for Publicity and Events. 
 We thought it would be helpful if we each introduced ourselves, 
explaining a little about our backgrounds and why we came to be involved 
with The Delius Society. 
 Peter Watts’ musical life started as a Cathedral chorister and continued 
with choir, piano, organ and flute.  When Peter asked his Director of Music 
to steer him towards music with interesting chord progressions, he 
suggested Delius.  He later sang with the Royal Choral Society for 12 years 
during which time the choir recorded several Delius works under Sir 
Malcolm Sargent.  He loves listening to Delius’s music, and has recently 
attempted to play some organ arrangements of his music. 
 Paul Chennell worked for several years in BBC Radio in London, 
before reading for an MA at St Andrews University.  After graduating he 
worked in the voluntary sector with a leading disability charity and then 
for over twenty years within social services in local government.  More 
recently Paul has undertaken voluntary work with a charity for blind 
people in England and with Moorfields Eye Hospital.  Another major 
interest for Paul is genealogy, which has taken him in various fascinating 
historical directions.  Paul saw an advert for The Delius Society in 
Gramophone magazine and joined because he liked Delius’s music and, 
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having returned to London from St Andrews in 1984, he wanted to attend 
Society meetings. 
 Katharine Richman is a freelance music teacher and ABRSM examiner.  
She is also a very keen singer, and has been a member of The Bach Choir 
for over 30 years, also undertaking various voluntary roles including that 
of Programme Editor.  It was performing and recording A Mass of Life that 
led her to join The Delius Society and she became Journal Editor in Autumn 
2013.  She has two sons, one of whom she home-schooled for five years, and 
both of whom have recently started their working lives as software 
developers. 
 As a small boy, Roger Buckley was introduced by his father to the 
music of Delius, which became a lifetime love.  He corresponded with 
Roland Gibson in the centenary year of 1962 and became a member of the 
fledgling Delius Society a year later.  He joined the Committee as Vice 
Chairman in 1994 and successively became Journal Editor in 1996, 
Chairman in 2000 and Vice-President in 2009.  As a piano accompanist 
Roger has supported a number of recitals of Delius’s songs, including most 
of the Scandinavian settings. 
 Roger is currently compiling an annotated transcription of Delius’s 
Red Notebook, which contains accounts of several early journeys in 
Norway. 
 In everyday life Roger works as a vision scientist, having recently 
retired from a long career in eye surgery. 

For Karen Fletcher, the Delius anniversary year in 2012 was a 
wonderful introduction to working with the Society and she looks back on 
that time with special affection having worked with a great team of fellow 
enthusiasts in helping to generate a wider interest in Delius’s music.   
 Following twenty years working in publishing, marketing and 
exhibitions, Karen’s introduction to the music industry came about having 
worked with Em Marshall-Luck since the founding of the English Music 
Festival in 2006.  Karen’s work was recommended, and now she has many 
music-related clients – societies, trusts festivals and artists.  
 Karen’s business – Archery Promotions and Concert Productions – has 
become an independent music consultancy, which focuses on artistic and 
programme co-ordination, concert management, publicity, media 
campaigns, launches and event support.  Many of these collaborations are 
supportive of, although by no means exclusive to, British music.  For 
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example, in 2017 she will be the promoter for a second concert with 
members of the CBSO in a programme of American music.  
 As well as The Delius Society, Karen also works in a similar capacity 
with the Ralph Vaughan Williams Society, the John Ireland Trust, and the 
British Music Society.  She supports a number of emerging artists and 
promotes several recitals to showcase their talents each year. 
 Karen is paid a monthly retainer for her work in Events and Publicity 
for The Delius Society.  Her website, www.archerypromotions.co.uk, gives 
full details of the range of her work. 
 Contact details for all members of the Committee are given at the front 
of the Journal.  Any emails sent to Chairman@TheDeliusSociety.org.uk 
whilst the position is vacant will be read by Paul Chennell and forwarded 
on as appropriate. 
 
Paul Chennell – membership@thedeliussociety.org.uk 
Peter Watts – treasurer@thedeliussociety.org.uk 
Katharine Richman – journal@thedeliussociety.org.uk 
Roger Buckley – rjbuckley@aol.com 
Karen Fletcher – events@thedeliussociety.org.uk 
 

 
 
 

mailto:membership@thedeliussociety.org.uk
mailto:treasurer@thedeliussociety.org.uk
mailto:journal@thedeliussociety.org.uk
mailto:rjbuckley@aol.com
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WEXFORD FESTIVAL OPERA’S KOANGA 
 

Members will be aware that Wexford Festival Opera staged Delius’s opera Koanga 
in October 2015.  This special feature brings together an introductory piece on 
Wexford itself by Martin Lee-Browne, Michael Gieleta’s insightful Director’s 
Notes on the production, a review of the first night by Roger Buckley, and a report 
on the fascinating talk to members back in November given by conductor Stephen 
Barlow and Michael Gieleta. 
 
WEXFORD – A TOWN COMES TO LIFE 
In a sheltered position at the very south-easternmost tip of Ireland, Wexford 
has a double existence.  Originally founded in about 800AD by the Vikings, 
many centuries later it became a centre for revolt against British rule – and 
nowadays, for about 49 weeks of the year, it is just a traditional Irish country 
town that has, sadly, seen much better days. 
 Once a successful seaport, shifting sand in the harbour caused it to 
decline, and large commercial ships stopped using it in the 1960s; 
nevertheless, it still has a fishing fleet – evidenced by the fact that there are 
a large number of fish restaurants in the town and the surrounding area, 
many of which are quite superb.  Like most of its counterparts across the 
country, the town has a stolid, grey feel to it, and architectural gems are in 
short supply.  There is a reasonable number of small businesses, but no 
major employers:  the unemployment rate is around 25%.  Wexford County 
has one of the highest suicide rates in the country, and is apparently ‘the 
burglary centre of Ireland’; there seems to be little farming in the 
surrounding countryside, and generally there is much near-poverty.  A 
maze of narrow streets, and ordinary houses, almost everything in the town 
– except the, naturally, genuine Irish, and generally pretty scruffy, pubs 
along the waterfront – happens in the busy, undulating High Street, chock-
a-block with (dare it be said) not very special shops, many similarly stocked 
and in competition with each other.  
 Then, every year, for almost three weeks at the end of October and 
early November, the town becomes one of the cultural centres of Europe – 
an amazing phenomenon.  The Wexford Festival, although of a modest size, 
is a feast of opera, recitals and talks.  Much more Guinness than usual is 
drunk.  The hotels and the restaurants are completely booked-out, and 
every evening between 7.00pm and 8.00pm more dinner jackets, smart 
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overcoats, furs and little black dresses are seen in the streets than in London 
(with the exception of Victoria Station in the early afternoon during the 
Glyndebourne season) – all heading to the Opera House to see, almost 
invariably, a first-class production of a completely unknown, or very rarely 
performed, opera, more often than not written by a completely, or largely 
unheard of, composer.  Why on earth should that be? 
 The original Theatre Royal, built in 1832, was about as basic as it would 
be possible to imagine – in the 1950s, a rectangular, unornamented, shoe-
box with (if my memory is correct) almost aisle-less stalls, a similar steeply 
raked circle, no ‘gods’, very limited foyers, an inadequate stage, and 
dreadful back-stage facilities for the performers.  However, the Wexford 
Festival Opera, formed in 1951, took it over, and quickly achieved a 
reputation for interesting and lively productions and very high artistic 
standards, largely using rising young singers, many of them Irish, 
imaginative producers, and never relying on international stars.  The 
company went from strength to strength, and the opera-going public 
simply loved it – so much so that in 2005 the decision was made to demolish 
the old building in favour of a purpose-built, state-of-the-art, 771-seat opera 

Inside the National Opera House, Wexford 
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house with hugely enhanced facilities.  It opened in 2008, and is now the 
National Opera House – where every night the audience lustily sings the 
Irish National Anthem.  However, in an utterly Irish way, it is still almost 
un-noticeable in an only-just-one-car-wide side street, going from which 
into the brightly lit and warm foyer is a magical experience. 
 The theatre itself is an exciting and wondrous experience:  panelled in 
American black walnut, it is as though one is on the inside of a cello, and it 
has an extraordinarily cohesive and intimate feel to it – the stalls, the dress 
circle, and the upper circle (both horseshoe-shaped) seem to connect with 
each other, both horizontally and vertically, and a very substantial part of 
the audience is visible to ‘itself’.  With a Bayreuth-style orchestra pit largely 
under the stage, the acoustic is excellent, for the voices project well over the 
orchestra; their volume does, however, reduce quite substantially as the 
singers go towards the rear of the stage.  The designers did the opera world 
proud.  
 And then, of course, there are the Irish!  Whatever the drawbacks of 
the town, its people – whether the hotel and restaurant staff, the man who 
changed our blown-out tyre, the landlord of the surprisingly empty next-
door pub we were sent to by a restaurant while they prepared our table (‘as 
soon as these people have gone, and we’re ready for you, I’ll come and 
collect you’), the young man we met in a lookout tower on the nearby 
Wildfowl Reserve, or the owner of the broadband business employing 100 
people who lives in a scruffy cottage on the sand-dunes – are so friendly, 
relaxed, willing to talk about any subject under the sun, welcoming and 
seemingly care-free that to meet them is a real pleasure.  Quite simply, they 
make any visit a delight – and, of course, they do Delius operas there! 
 
Martin Lee-Browne 
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DIRECTOR’S NOTES ON KOANGA 
 

The following notes are reprinted from the Wexford Opera programme 2015 with 
the kind permission of Michael Gieleta and Wexford Festival Opera. 
 

One of the joys of directing non-canonical operas is the absence of the 
immanent pressure to make one’s mark by a ‘novel’ approach to well-
known material.  In Wexford a director becomes the conduit between an 
arcane opera and an unbiased audience.  Delius’s obscure opera and Cable’s 
forgotten novel are uniquely progressive in validating the cultural, spiritual 
and social identity brought to the nascent American nation by enslaved 
Western Africans with an insight associated with the contemporary post-
colonial thought.  With the Western understanding of Africa being 
continually reductive, moulded by few noted films set in the ‘dark 
continent’ or perfunctory television reports of droughts, wars and 
epidemics, Delius’s opera emerges as one of the most avant-garde works of 
its time.  Koanga (1897) portrays the eponymous Jaloff prince – our 
production uses the 1974 revised libretto by Craig and Page which makes 
Koanga Dahomean (Beninese) – with the gravitas usually reserved for 
European royalty, and discusses the complex subject of mixed ethnic 
identity with a foresight that predates late-twentieth-century writing. 
 Having lived myself on the borderline of several cultural, linguistic 
and religious identities, I found Delius’s ultra-progressive stance on the 
subject revelatory.  At the height of the Victorian colonial era, Delius, 
himself of German-Dutch ancestry, devised an opera about individuals 
tragically trapped between two mutually-exclusive cultures.  His interest in 
reflecting African musical idioms in the score must have been radical as was 
the very idea of writing an opera for black voices, three decades before Show 
Boat and Porgy and Bess. 
 Equally daring is Delius’s stance on the colonial capitalist greed:  the 
enslaved African aristocrat and an illegitimate daughter of a master and a 
slave are exploited, emotionally and sexually, solely in order to raise the 
productivity levels on the estate.  Typically, alcohol is used to weaken the 
will power.  Koanga is reduced to a malleable workhorse and Palmyra as 
sexual bait in order to compel obedience from the latest arrival of slaves. 
Extraordinarily, Delius upholds the existence of Koanga’s Voodoo gods 
whose spell obliterates the local population, as if the opera was a warning 
sign to all those who belittle the legitimacy of non-Abrahamic religions. 
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 It is an enormous honour for me and my predominantly African 
creative team to present this trailblazing opera in Ireland, whose own 
struggle against religious, cultural and economic oppression became one of 
the universal points of reference. 
 
Michael Gieleta 
 

 
 
 
AN INTERVIEW WITH STEPHEN BARLOW AND 
MICHAEL GIELETA 
 

Conductor Stephen Barlow and Director Michael Gieleta in conversation 
with Martin Lee-Browne 
Saturday 28th November 2015 at 4.00pm 
St Giles Conference Centre, London 
 

Following the 2015 AGM, around 40 members of The Delius Society were 
privileged to hear conductor Stephen Barlow and director Michael Gieleta 
discuss their recent Wexford Festival Opera production of Koanga. 
 After welcoming them both, Martin invited them to start by talking a 
little about the annual Wexford Opera Festival.  Michael explained that the 
Festival was unique in that mainstream works were never put on – the 
Festival focuses on lost or forgotten works only.  This means that the 
audience is typically very curious and this creates a genuine connection 
between artists and audience.  There are three main stage productions each 
year, along with recitals, lectures and short works in other venues around 
the town including Whites Hotel, which has a large conference room that is 
turned into a music venue.  The Opera House itself was rebuilt just seven 
years ago and has excellent acoustics.  Stephen added that the orchestra pit 
is a very good size which allowed him to balance singers and orchestra very 
effectively. 
 Although Michael knew the theatre well, having directed two 
productions there before Koanga, it was Stephen’s first time in Wexford.  
When the invitation came for him to conduct the work, he agreed 
immediately without looking at a score.  Koanga is the kind of work which 
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is frequently discussed because hardly anyone dares to put it on!  When he 
received the score, he felt as though he recognised it; he discovered 
elements that pleased him and others that were areas of concern, but he 
never doubted the piece from beginning to end – it was not at all difficult 
to see Delius’s passion for his subject.  There are difficulties in the vocal 
lines, orchestration and the staging, but he found the work very powerful 
and moving and would love to do it again; Delius clearly meant to put 
much into the piece. 
 From the production side, one of the biggest problems was that of 
ethnicity of the chorus.  It was not possible to import a special ‘Koanga 
chorus’ for the production because all chorus parts are taken by members 
of the Festival Opera cast.  Delius had visualised something which was very 
difficult to put on – it would work perfectly as a film, but is almost 
impossible to produce literally.  Michael said that it was necessary for the 
audience to apply theatrical imagination and treat the two groups of chorus 
members as captors and captives, rather than being divided by their 
ethnicity.  To aid this, the roles of the chorus at any one time were signalled 
by changes to the set and in their clothes – for example, by adjusting their 
shawls and being tasked to work, they became plantation workers.  The set 
was deliberately left as an unpainted canvas, with the scenes changed by 

Michael Gieleta and Stephen Barlow 
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means of projections as the two images included with this article show.  
 Stephen said that one of the best things about working in Wexford was 
that all the cast members are young emerging artists who want to gain as 
much as possible from the production.  He mentioned particularly the 
young South African soprano Nozuko Teto, who played the role of 
Palmyra.  With many opera companies budgetary constraints mean that 
rehearsal time on stage is limited; in Wexford, however, the whole cast, 
including the principals, is in situ for four weeks, with none of the 
distractions that might be found in a big city. 
 He then went on to talk about the two banjo players who mingled with 
the chorus on stage.  There are plenty of banjo players in the Wexford area, 
but Stephen was very particular about them being able to read music – 
something of a rarity for this instrument – as their music was strictly 
notated by Delius.  In the end not all Delius’s notes were playable and 
Stephen allowed the players to adapt the music.  He pointed out that their 
addition was in the form of an extra ‘colour’ – something Delius was often 
wont to do. 
 We then heard Palmyra’s aria from the 1974 Charles Groves recording.  
Stephen commented on the influence of Wagner’s Tristan on this aria; he 
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Scene from the Wexford Festival Opera production of Koanga 
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said that Strauss was also often cited as an influence on Delius, but Strauss 
was yet to compose any of his major works at the time Delius wrote Koanga.  
There are also traces of Puccini’s Turandot in the music, but this was not 
written until 30 years later!  The aria is beautifully constructed in a kind of 
arch, with motifs attached to Koanga and their union woven into the music. 
 The discussion then turned to Delius’s habit of having two choruses 
singing different words at the same time.  This is done by other composers, 
such as Mozart and Verdi, but the difference is that in Delius’s case the text 
is not event-driven, and it is the Director’s role to ensure that all comes 
across clearly.  In Koanga, this was achieved by giving the singers actions to 
connect with their words. 
 Martin then asked Stephen and Michael when they first got together 
to work on Koanga.  The perhaps surprising answer was that they had 
corresponded in advance, but didn’t meet until the first day of rehearsals in 
Wexford.  (When Michael received the invitation to direct this production 
he was, coincidentally, in Wuppertal, where Koanga was first performed.) 
They knew that the libretto posed many problems and they spent much 
time talking together about how to overcome these obstacles that Delius 
had presented, commenting that if a new edition could be made – 

Scene from the Wexford Festival Opera production of Koanga 
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producing a workable libretto from the various versions that exist, and 
correcting some of the errors – the opera could easily become a mainstream 
work.  Stephen described points in the opera when the music came to a full 
stop; in Italian opera these are moments for applause, but this is not the case 
with Delius’s music.  He felt that in some places, musical bridges could 
perhaps be constructed; in other places the action skids past very quickly 
and is too perfunctory in its treatment. 
 Martin asked whether there was, in fact, a case for making cuts in the 
work?  Stephen Barlow said he was determined to move the piece along as 
much as he could, and according to Delius’s instructions in the score, 
commenting that the Charles Groves recording was often rather slow in 
tempo.  His aim was to create a dynamic performance, governed by the 
music, and trusting the instincts of the composer.  He noted that, in the past, 
cuts had been made to Act 3, but he wanted to keep all that Delius wrote.  
He likened cutting the orchestral section at the end of Act 3 to ‘chopping 
Delius off at the ankles’ and regarded this as Delius’s opportunity to round 
off the circle; this section of music includes the softest version of the 
spiritual heard earlier in the opera and places us back with the slaves where 
the drama started.  The music of this section was then played. 
 Finally, in response to a question from the floor, Stephen confirmed 
that there were no plans to issue a recording of the Wexford production, 
commenting that the broadcasters, RTE, were not keen to be involved in 
this, although he personally considered it good enough to be released.  He 
said that it breaks musicians’ hearts when, the day after a production ends, 
there is no lasting record. 
 To conclude, Stephen said that he was convinced that Koanga is not 
nearly as difficult to put on as people think; it is achievable and a very 
worthwhile experience.  There had been a great response from audiences 
and also from the singers and orchestra and Stephen will definitely now 
‘carry the banner’! 
 Thanking both Stephen and Michael for a most entertaining talk, 
Martin Lee-Browne said that he was so glad that they had obviously 
worked so well together and found the experience rewarding. 
 
Katharine Richman 
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REVIEW OF THE OPENING NIGHT 
The National Opera House, High Street, Wexford, Ireland 
21st, 24th, 27th and 30th October 2015 at 8.00pm 
Koanga: Norman Garrett 
Palmyra: Nozuko Teto 
Simon Perez: Jeff Gwaltney 
Uncle Joe / Rangwan: Aubrey Allicock 
Don José: Christopher Robertson 
Clotilda: Kate Allen 
Set designer: James Macnamara 
Director:  Michael Gieleta 
Chorus of Wexford Festival Opera 
Chorus master: Errol Girdlestone 
Orchestra of Wexford Festival Opera 
Conductor: Stephen Barlow 
Sponsored by the Delius Trust 
 
On the morning after the premiere of Wexford Festival Opera’s new 
production of Koanga last October, a couple of the words most 
conspicuously muttered in the buzz at the Talbot Hotel’s copious breakfast 
buffet – and perhaps at other Wexford hostelries – were ‘dramaturgy’ and 
‘libretto’.  The music of Koanga seemed to have been gratefully, almost 
tacitly accepted:  but – oh dear! – the drama and the words were definitely 
the subject of the moment. 
 On that same day, Jessica Duchen penned an affectionate ‘open letter 
to Frederick Delius’ in her influential Classical Music Blog.1  She began: 
‘Greetings from the 21st century’, declared her love for Delius’s music, and 
continued: 

 ‘But listen, Fred, darling – and I want this to be constructive in every way 
– your drama is absolutely all over the place.  Really.  You have great 
ingredients, ones that would stand a chance of working today better than 
ever before, but you, and your librettist Charles F Keary flunk it whenever 
you can.  I see that the libretto was even updated in 1972, to which 
revelation I can only say, well, we need to have another go at it now.’ 

Robert Threlfall has traced the history of the opera with characteristic 
precision.2  The problem with the libretto arose a very long time ago.  To 
Delius, things seemed to have begun well; in 1896 he wrote enthusiastically 
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to Jutta Bell, his former neighbour at Solana Grove, enclosing the opera’s 
libretto which he had based loosely on an episode in George W Cable’s The 
Grandissimes (1880), and which he declared he had written at the same time 
as the music.  He added the dual confession, ‘my literature is not on a level 
with my music’ and ‘I own my style & language is sometimes so vile that it 
shocks me as a musician’3.  ‘Please advise me’, he begged, having greatly 
valued Jutta’s literary and artistic judgement since collaborating with her, 
two years earlier, on the libretto of The Magic Fountain.  It was an 
opportunity lost, for Jutta declined, being at that time committed to opening 
a school of elocution in London, and by the next month Delius was working 
with Charles F Keary instead.  A distinguished numismatist, Keary had a 
number of books to his credit – including Norway and the Norwegians (1892), 
which must have endeared him to Delius – but, as William Randel declared, 
he was unfamiliar with American literature and negro speech, with the 
result that: ‘Keary was out of his element, but neither he nor Delius seemed 
aware of the fact.’4  ‘Keary’s words are sometimes fatuous and always 
crude’, wrote Arthur Hutchings5 in 1948, and the wealth of newspaper 
journalism generated by the 1935 production of Koanga at Covent Garden 
and in the provinces, so painstakingly addressed by Lewis Foreman in this 
Journal6, had to a large extent pre-echoed that conclusion. 
 Sir Thomas Beecham, in collaboration with Edward Agate, had in fact 
overhauled the libretto for his 1935 production, and a further revision was 
carried out for the 1972 Camden Festival revival under Sir Charles Groves 
by Douglas Craig and Andrew Page.  This was the version of the libretto 
that we heard in Wexford. 
 Delius’s stage direction for the Prologue to Act 1 reads: 

‘The verandah of a Southern plantation-house, orange trees on the left; 
huts in the background.  It is evening.  Dancing is going on in the house.’ 

Well, the mise-en-scène of this production rarely nodded in the direction of 
realism.  Once that was clear, the direction of Michael Gieleta largely 
succeeded on its own terms.  James Macnamara’s set, embodying a hollow 
white-painted cube with opening panels and mobile divisions, used 
projections to set the changing scenes.  There were occasional obstacles for 
the cast, such as lines of washing stretched across the stage, but mishaps 
were avoided.  The banjo players, rather than sharing the pit with their 
fellow orchestra members, were placed on the stage, which was a 
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picturesque touch but one which served to increase the general confusion 
at busy moments. 
 The mention of local colour prompts a further reflection.  As Richard 
Capell remarked of the 1935 Covent Garden production, ‘a white man … 
cannot suggest a negro’s singing’7.  To its credit, this production had 
enlisted several non-white principals.  But what of the slave choruses and 
spirituals that help to make this opera so memorable?  ‘Blacking up’ is now 
deeply unfashionable and was not used, but as a result it was difficult to 
distinguish the workers from the white planters, for example during the 
Prologue that begins the opera. 
 Norman Garrett as Koanga, as tall and imposing as the part demands, 
sang with earnest conviction, but lacked the vocal power to thrill.  The part 
of his would-be bride Palmyra was taken by Nozuko Teto, a South African 
lyric soprano whose rich voice should assure her of future fame.  Aubrey 
Allicock played both Uncle Joe and Rangwan, small parts which did not 
allow his bass-baritone full scope.  The smaller parts were competently 
handled. 
 The music of Act 2, being built on and around the dance tune La 
Calinda, calls for beguiling choreography as a welcome distraction from the 
developing tragedy.  The handful of dancers employed here were unable to 
lift the spirits as they should have done. 
 From the opening bars it was apparent that the performance was in 
authoritative hands.  Stephen Barlow had the measure of the score and kept 
it moving.  And, in the end, leaving aside the flawed representation of 
Cable’s story, the dramatic opportunities missed and the linguistic 
shortcomings of the libretto, it is the music that counts.  The lyrical sound-
pictures that Delius paints are among his most luscious and in creating 
them he uses materials collected at first hand in Florida, at a time when his 
Damascene moment, on hearing negroes singing in chorus on a plantation 
near his own, had so recently revealed to him his inescapable future as a 
composer. 
 The last word goes to Jessica Duchen and her ‘conversation’ with 
Delius: 

‘But if I could time-travel, as well as writing to you on the inter-era-net, 
I’d go to you and say:  Fred, please, give me that script and I will sort it 
out for you.  We’ll home in on the real drama, the psychology, the timeless 
issues, we’ll get rid of the embarrassed and erroneous bits and bobs and 



 

DSJ 159 21 
 

we’ll fix the structure and the flow.  And if we get it right together, that 
opera won’t be confined to rare repertoire status.  It will be cheered to the 
skies all over the world.’ 

 

Roger Buckley 
 
 
1 http://jessicamusic.blogspot.co.uk 
2 Threlfall, Robert: The Early History of ‘Koanga’. Tempo (new series) 1974; 110: 8-11 
3 Carley, Lionel: Delius, A Life in Letters, vol 1 (1862-1908). London, Scolar Press 1983: 99 
4 Randel, William: ‘Koanga’ and its Libretto. Music and Letters 1971; 52(2): 143 
5 Hutchings, Arthur. Delius. London, Macmillan & Co. Ltd 1948: 132 
6 Foreman, Lewis. Koanga: the 1935 production of Frederick Delius’s opera in the context of its 
performance history. The Delius Society Journal 1994/5; editions 113 and 116 
7 Capell, Richard: Delius’s Negro Opera. Daily Telegraph, 24th September 1935. Reproduced in 
The Delius Society Journal 1994; 113: 45 
 

 
 
 
KOANGA IN THE PRESS 
The following is a selection of the critics’ reaction to Koanga. 
 
‘A difficult period piece to bring off, its challenges are strongly yet 
sensitively met by the Polish-born director Michael Gieleta and his mainly 
South African production team.  James Macnamara’s white-box set 
incorporates splashes of plantation colour and a blue-beaded mosaic, and 
Boyzie Cekwana’s choreography supplies the necessary vitality. …. 
Stephen Barlow conducts with flexibility and warmth.  The American 
baritone Norman Garrett sings the title role charismatically, but the South 
African soprano Nozuko Teto steals the show with the bright vibrancy of 
her tone.’ 
(John Allison, writing in the Telegraph, Monday 26th October 2015) 
 
‘Conductor Stephen Barlow keeps it on the move, while Michael Gieleta‘s 
production, played in James Macnamara’s simple but effective sets, 
maintains a firm narrative line. 
 Both Jeff Gwaltney’s Perez and Christopher Robertson’s Martinez are 
hampered by the limitations of Delius’s writing, which rarely makes their 
villainy sufficiently threatening.  But the two leads – Norman Garrett, 

http://www.musichall.uk.com/artist.aspx?artist=36
http://michaelgieleta.com/
http://imgartists.com/artist/norman_garrett


 

22 DSJ 159 
 

physically and vocally imposing as Koanga, and Nozuko Teto, richly 
expressive as Palmyra – create an indelible impression. 
 Boyzie Cekwana‘s choreography, realised by a group of five dancers, 
provides an injection of physical vitality, especially in the well-known 
dance sequence La Calinda, performed at Koanga and Palmyra’s abortive 
wedding.  Overall, it’s a flawed work but an interesting one, and Wexford 
give it their best shot.’ 
(George Hall, writing in the Guardian, Tuesday 22nd October 2015) 
 
‘Sad to say, Michael Gieleta’s Wexford production of Koanga never really 
gets off the ground.  The two lead singers, Nozuko Teto as Palmyra and 
Norman Garrett as Koanga, struggle to make an impression, although when 
Teto finds her groove in her upper register she communicates with a 
strength that Garrett never manages.  Kate Allen, as Clotilda, the spanner- 
in-the-works wife of the estate owner Martinez, has a fervent vocal presence 
and consistency. 
 Conductor Stephen Barlow secures a promising thrust from the 
Wexford Festival Orchestra, and some powerful singing from the chorus, 
but the thrust never leads anywhere.  The fault lies as much with the 
composer as with anyone involved in this new production.’ 
(Michael Dervan, writing in the Irish Times, Friday 23rd October 2015) 
 
‘One of the most appealing elements of this production was the beautiful 
Foster like choruses, complete with on stage banjos magnificently delivered 
by the Festival Chorus. 
 Director, Michael Gieleta, back in Wexford after his success with 
Statkowski’s Maria in 2011, has assembled an impressive cast.  Tall and 
imposing, Texan baritone Norman Garett oozed charisma in the title role 
opposite a graceful, clear voiced South African soprano, Nozuko Teto as 
Palmyra.  It was also good to hear Irish mezzo Kate Allen back on the 
Wexford stage as Clotilda. 
 The drama was attractively framed in simple and elegant sets.  
Designer, James Macnamara, places the action in a blank canvas box with 
clever use of Seán O Riordan’s projected images.  Particularly lovely is the 
image of a beaded seascape that frames Koanga’s entrance and striking 
illuminated orbs depicting sun and moon. 

http://www.join-mozart-festival.org/programme-2013/artists/soloists/nozuko-teto/
http://wexarts.org/performing-arts/boyzie-cekwana
http://www.irishtimes.com/search/search-7.1213540?tag_person=Kate%20Allen&article=true
http://www.irishtimes.com/search/search-7.1213540?tag_person=Stephen%20Barlow&article=true
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 It does seems a little odd at first that the black plantation slaves are 
white and not that clearly distinguishable from the plantation owners 
gathering in the opening scene, all dressed in neutral shades.  A quartet of 
African dancers added to the stylish visuals. [….] 
 There was nothing lacking in colour and pace in the pit.  Under the 
baton of Stephen Barlow, the shimmering harmonies and pulsating 
rhumbas of the lush late Romantic score were reminiscent of early cinematic 
soundtracks.  The music was gorgeous and best demonstrated why the 
festival team receive more requests to perform Koanga than any other opera.  
Wexford did Delius proud.’ 
(Cathy Desmond, writing in the Irish Examiner, Saturday 24th October 2015) 
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DELIUS, THE CUCKOO AND OTHER BIRDS 
 

Michael Green considers the influence of birds on the compositions of Delius, not 
as an analysis but as an identification of those works in which birds and birdsong 
have an important role. 
 

Frederick Delius was by no means the first composer to be influenced by 
birds and he certainly was not the last.  We are all familiar with Vaughan 
Williams’s The Lark Ascending and Respighi’s Suite The Birds and we may 
know of the work of Amy Beach, Jonathan Harvey, Johan Dalgas Frisch and 
the Finnish composer Rautavaara, amongst others, all of whom have either 
transcribed bird-song or have incorporated actual bird-song into their 
compositions.  A great number of poems have been written about birds and 
many have been set to music, composers often including imitative bird song 
in their scores.  Delius was often inspired by poetry and he was also a lover 
of nature, very much aware of the birds.  In one way or another their 
inspiration and their songs find their way into more than a handful of his 
compositions. 
 Birds arrived on earth long before man and have always been a source 
of curiosity and influence.  Darwin believed¹ that language most likely 
developed from man’s imitation and modification of various natural 
sounds and the voices of other animals.  Around the time of the cave 
paintings, early jewellery making and ritual burial, one of the earliest 
musical instruments, found in Germany some years ago, was a five-holed 
flute with a V-shaped mouthpiece, made from a vulture wing bone and 
dating from some 35,000 years ago.  Whether primitive man sat in his cave 
learning how to imitate bird song for hunting purposes or just enjoyed 
serenading his primitive woman we shall never know. 
 As already mentioned birds, and in particular their songs, have always 
influenced and inspired poets and musicians.  Poets from the time of 
Homer, in the 8th century BC, included birds in their poetry (although 
Homer’s birds rarely sing!) and poems in the English language from the 8th 
and 9th century AD up to the present day have filled many pages of books 
devoted to them².   
 Originally, music and poetry would have come together in the form of 
folk music, passed on from one performer to another and, thanks to Cecil 
Sharp and other intrepid folk song collectors, many mediaeval folk songs 
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with bird connections survive to this day, often in several versions³.  
Although the earliest Western music to be notated was exclusively 
associated with worship and took the form of vast numbers of religious 
chants, this changed around the 13th century when the first secular 
compositions appear to have been notated. The well-known anonymous 
canon Sumer is icumen in, containing an imitation of the cuckoo, is a striking 
example.  Then, in the 16th and 17th centuries there was a real flowering of 
music incorporating imitative birdsong by composers such as Clément 
Janequin, with his remarkable a cappella piece Le Chant des Oiseaux⁴, 
Heinrich Biber’s Sonata Representativa, and Louis-Claude Daquin’s 
harpsichord piece The Cuckoo.  Later came Vivaldi, with birdsong in the 
‘Spring’ movement of The Four Seasons and a goldfinch featured in his Flute 
Concerto in D RV428 – Il gardinello.  There was also Handel’s Organ 
Concerto No 13 in F Major nicknamed The Cuckoo and the Nightingale.  
Beethoven’s main contribution was perhaps the little cadenza at the end of 
the second movement of his very influential Symphony No 6 which features 
imitations of the nightingale, quail and cuckoo, and this work, perhaps 
more than any other, seems to have heralded the romantic era. 
 

The influence of earlier composers and his contemporaries  
Delius showed little interest in the music of earlier composers: 

‘You needn’t ask me to listen to the music of the Immortals.  I finished 
with them long ago’⁵. 

We also learn that ‘as a young musician, he knew his Wagner inside out’⁶.      
We know that he immersed himself in Wagner during his student years at 
the Conservatorium in Leipzig (1886-88),  so would have known the ‘Forest 
murmurs’ passage in Siegfried and perhaps he was recalling this when he 
composed Act II Scene 3 of his first opera, Irmelin (1890-2).  This scene is set 
in a wood and the hero Nils, expressing his elation at finding the ‘silver 
stream’, sings 

‘On this morning of spring how the woods do ring with the birds’ joyous 
song’. 

Apart from this, birds and birdsong do not appear to play any special part 
in Delius’s other dramatic works. 
 The few scores he possessed included the Beethoven symphonies 
(apparently many of the pages still uncut) and we can surely assume that 
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he would have been familiar with Beethoven’s Pastoral Symphony and the 
celebrated passage of birdsong mentioned above.  He also possessed the 
score of Ravel’s Daphnis et Chloé and must have admired the wonderful 
evocation of birdsong in the dawn chorus.  But what of those very early 
composers such as Biber and Vivaldi whose music includes such striking 
examples of birdsong?  And how familiar was he with those bird-inspired 
works by the romantic composers, for example Schubert, Schumann and 
Mendelssohn? 
 We know that he was familiar with the works of Stravinsky, such as 
The Firebird and probably Le Rossignol, and liked the music of Granados, so 
no doubt appreciated the lovely piano piece Lament, or Beauty and the 
Nightingale from Goyescas with its charming Liszt-like cadenza alluding to 
the song of the nightingale.  But apart from possibly Ravel’s Oiseaux tristes, 
Grieg’s Lyric Pieces and some of Warlock’s songs, examples of bird-inspired 
music by such as Respighi, Mussorgsky, Saint-Saëns, Grieg, and the works 
of other contemporaries may have passed him by.  However, much of this 
is speculation. 
 

Was Delius a bird lover? 
Delius’s sister, Clare, in her book about her brother⁷, includes an interesting 
comment on the young Delius: 

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

In the same book Clare Delius tells us how Delius was exploring an old ruin 
near his home in Grez and secured a young jackdaw from its nest which he 
took home.  He named the bird Koanga, as he had just completed the opera, 
and it proved to be a very intelligent pet.  Clare relates a number of amusing 
stories and tells us that although it was allowed to run free, Delius took it 
in a special cage on his travels and the bird conveniently hopped into this 
cage when he saw signs of packing.  The importance of Koanga is confirmed 
by the many letters from Delius to Jelka around 1898-1901 in which he sends 
his love to Koanga.  As late as 1908 Granville Bantock, in a letter to Delius 
looks forward to making Koanga’s acquaintance!⁸  However this may be a 
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reference to the opera rather than the pet because the lifespan of a jackdaw 
rarely exceeds five years.  Bantock was most likely unfamiliar with the 
opera which was not performed in Britain until Beecham’s Covent Garden 
staging in 1935. 
 Beatrice Harrison, in an article which appeared in DSJ 87⁹, describes 
seeing Delius in her garden as he began composing the Cello Concerto: 

‘....the crystal air was vibrating with the chaunting of many birds, the 
skylark floating upwards to the clouds in an unseen world, the white 
doves beating their wings through the air, the blackbird, the robin, the 
thrush, the tiny tits and the chuckling linnet, even the little jenny-wren; 
all seemed to vie with each other to charm him’. 

She goes on to describe Delius in his garden at Grez 

‘... he listens to the birds and I am certain he hears glorious music from 
the invisible air as it wafts around him.  He has quite a passion for birds.  
I once took him a Harz-röller canary and a Chinese nightingale.  The 
nightingale was christened Tommy, after Sir Thomas Beecham as he really 
was such a fine musician and sang divinely ...’ 

Further, writing about the Cello Concerto in her autobiography¹⁰ Beatrice 
tells us 

‘... The song of the bird pervades the whole atmosphere of the work, 
sometimes full of the joy of spring, sometimes, it would seem, of regret 
for a past which could never return ...’   

It would certainly appear, therefore, that Delius had a distinct awareness 
and passion for birdlife and it is not surprising that in a number of his songs 
and choral works he set to music texts featuring birds and incorporated 
references to birds in some of his orchestral scores. 
 

Orchestral Works 
The earliest orchestral work with a bird association is In a Summer Garden 
(1908), a fantasy for orchestra.  The first performance, in London was, 
unusually, conducted by the composer; the version we hear today is a 
revision of the score made some years later.  It contains two quotations; the 
first is by Dante Gabriel Rosetti: 

 All are my blooms, and all sweet blooms of love. 
 To thee I gave while Spring and Summer sang. 
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The second, anonymous, and added to the revised version, tells us there 
are: 

 Roses, lilies, and a thousand scented flowers, bright butterflies flitting 
from petal to petal.  Beneath the shade of ancient trees, a quiet river with 
water lilies.  In a boat, almost hidden, two people.  A thrush is singing in 
the distance. 

There are many exquisite woodwind passages, especially in the closing 
pages of this delightful work, where the song of a thrush can be imagined 
even if it is not imitated.  However the thrush and the treasured garden at 
Grez, so lovingly tended by Jelka, are all part of the inspiration and how 
appropriate it is that the work was dedicated to her. 
 Without doubt the most striking orchestral work with a bird 
association is  On Hearing the First Cuckoo in Spring, dating from 1912, one 
of two pieces for small orchestra.  The cuckoo is a widespread summer 
migrant to Europe and Delius would surely have heard it on his country 
rambles in Yorkshire as a child, but the immediate inspiration would most 
likely have come from hearing the cuckoo in his garden in Grez¹¹.  Percy 
Grainger introduced Delius to the Norwegian folksong, as arranged for 
piano by Grieg in 1896, which Delius adopts as the second theme of the 
work. (Ironically this folksong, In Ola Valley, tells a sad tale and in fact has 
no connection with a cuckoo or any other bird.)  It is the clarinet which 
impersonates the cuckoo on two occasions and the piece is beautifully 
orchestrated for flute, oboe, two clarinets, bassoons, horns and strings.  One 
of Delius’s finest ‘nature’ pieces.  
 The Deliuses were forced to flee from France to England during the 
First World War and their house was taken over by the German military. 
Eric Fenby recalled Jelka telling him 

‘when we were away from home, Fred missed the swallows most’. 

In England Delius wrote his String Quartet and called the third movement 
Late Swallows.  Fenby, who made an arrangement for string orchestra, 
described the movement as a beautiful autumnal soliloquy in sound 
conjured up by the thoughts of the swallows darting to and fro from the 
eaves and studios at Grez now that they were abandoned to the military 
authorities.   
 The late masterpiece, A Song of Summer, was the happy result of a 
collaboration between Delius and Eric Fenby.  By 1929 Delius was blind and 
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paralysed and his musical output depended entirely on Fenby’s role as 
amanuensis.  On his arrival in the household Fenby had found part of a 
two-piano score of A Poem of Life and Love, rejected by the composer in 1918, 
but later arranged by his friend Balfour Gardiner in the hope of encouraging 
Delius to compose again.  After an unsuccessful run-through Delius told 
Fenby to take the work away and see what he could make of it, and it 
became the first score that they worked on together.  The famous scene in 
the Ken Russell film Song of Summer shows what a trial it was.  Delius 
described to Fenby the opening bars thus: 

‘I want you to imagine that we are sitting on the cliffs in the heather, 
looking out over the sea.’ 

The sustained chords in the high strings suggest the clear sky and the 
stillness and calmness of the scene, the cellos and basses the waves lapping 
the cliffs below, and the fluttering flute figure the seagulls gliding overhead.  
Once again there are no specific imitative sounds of the seabirds but as so 
often with Delius he paints a musical picture and we can close our eyes and 
share it with him. 
 

Songs and Choral Works 
The texts of several of the songs feature birds and contain passages in their 
accompaniments which, if not directly imitative of the song of the bird in 
question, certainly are suggestive of it.  For example in the early song The 
Nightingale (1888), much admired by Grieg,  the writer, who appears to be 
in prison, seeks peace and relief from his sorrow in the song of the 
nightingale.  There are clearly birdsong effects in the accompaniment, not 
only evoking the nightingale but perhaps the cuckoo as well.  In another 
early song, The Birds’ Story (1889-90), a setting of Ibsen, the poem features a 
blackbird, the singing of which is linked to the lovers’ final farewell.  In the 
piano accompaniment we can hear the birds’ cries and feel the lovers’ 
emotions.  Little Birdie (1913), the second of two songs for children, is a 
lullaby, sung by a mother to her three year old girl in Tennyson’s 1860 
poem, Sea Dreams.  This is a very simple song with occasional suggestions 
of the bird’s song in the piano accompaniment.  There are more obvious 
suggestions of the song of the blackbird in the accompaniment to The 
nightingale has a lyre of gold (1910), setting words by William Ernest Henley. 
The poem describes how the lovers were brought together not by the more 
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sophisticated song of the nightingale or the lark but by the joyful sound of 
the blackbird’s song.  This is perhaps one of Delius’s finest songs. 
 Le ciel est, par-dessus le toit (1895), a setting of Verlaine, was one of 
Delius’s favourite songs.  The words were apparently written while 
Verlaine was in prison for manslaughter.  In the second verse we hear the 
sound of the bell and references in the accompaniment to the plaintive 
birdsong: 

‘The bell, in the sky we see 
Gently rings, 
A bird, on the tree we see, 
Plaintively sings’. 

Other examples include the very early Over the mountains high (1885) with 
an accompaniment perhaps suggesting the ‘birds with your chattering why 
did ye come over the mountains high …’ from the second verse, and Birds 
in the High Hall Garden (1891) from Maud which, from the accompaniment 
to Julian Lloyd Webber’s cello version, appears to include appropriate 
references to the birds.  There are references to birds in other songs and 
several of the part-songs but they do not appear to have had any influence 
over the musical line.   
 The poetry of Walt Whitman, assembled into his magnum opus Leaves 
of Grass and published, in its final form, in 1892, inspired many English 
composers.  These included Vaughan Williams, Stanford, Gurney and 
Holst.  Vaughan Williams was working on his A Sea Symphony around the 
same time as Delius was composing Sea Drift (1903-4) and Holst had 
composed a Walt Whitman Overture in 1899.  How Delius came to select the 
text for Sea Drift is uncertain.  It may be that Jelka, who frequently suggested 
texts to him, came up with the idea knowing that the emotion of the poem 
and the theme of ‘transience’ which he shared with Whitman would greatly 
appeal.  However it is known that Delius had visited Long Island, the 
setting for the poem, whilst in America and may very well have already 
been familiar with Whitman.  From Leaves of Grass he selected Out of the 
Cradle Endlessly Rocking, the first of eleven poems making up the Sea Drift 
section, and made his own choice of extracts to relate the poignant account 
of two seabirds, telling how the female flies off one day and doesn’t return 
and the he-bird waits patiently for her, reflecting on their love.  
 Although seabirds lack the singing qualities of the passerines, they are 
certainly not silent and another composer might have attempted to 
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incorporate their calls into his score.  But this was not Delius’s way.  We are 
aware, from the start, that we are on the sea-shore because we hear the 
waves, but rather than providing us with a piece of pure ‘nature’ music, 
Delius allows this tragedy to unfold by expressing the emotions of the 
young observer and the he-bird through the baritone soloist, the chorus and 
the most wonderful orchestration.  There are no big themes and the large 
orchestra is mostly restrained, but the music never flags and the mood is 
subtly sustained through the mastery of a composer entirely in control of 
his resources. 
 Delius certainly considered Sea Drift to be ‘one of my best works’.¹²  It 
was written in a burst of inspiration but shows none of the hallmarks of a 
hastily written composition, and constitutes one of Delius’s finest creations. 
 A Late Lark (1924-9) is a setting for tenor and orchestra of a poem by 
William Ernest Henley, an influential Victorian poet. 
 By 1924, having lost the use of his hands, and losing his sight, Delius 
could only compose by dictating his music to Jelka – a slow process.  
Consequently, between 1922 and 1928 Delius composed only eight short 
piano pieces, a part-song, a violin sonata and a large part of A Late Lark.  The 
work was put on one side in 1925 and remained untouched until Philip 
Heseltine, sent to Grez by Beecham to see if he could find something new 
for his Delius Festival, found the manuscript.  Then, over a couple of weeks, 
Fenby helped Delius to complete it.  Henley’s poem is a serene farewell to 
life, opening with the lines 

‘A late lark twitters from the quiet skies; and from the west, where the 
sun, his day’s work ended, lingers as in content ...’. 

An oboe briefly suggests the lark’s song and, wonderfully and sensitively 
orchestrated as the sun sinks and night descends on the old city, he sings 
on, in his valley, represented by first a violin and then a flute.  Henley’s 
brief and tender song ends quietly with the memory of a late lark singing 
as death approaches.  Rarely has a composer expressed himself so perfectly 
and concisely as in this exquisite setting showing that Delius remained in 
full control of his craft. 
 These examples, for me, illustrate the importance of birds to Delius and 
show how they found their way into his musical output.  No doubt there 
are more.  I cannot immediately think of another composer, apart from 
Messiaen, who identified so closely with our feathered friends and I like to 
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think that during his long blind days sitting in the garden at Grez the songs 
of the birds were a great consolation to him.  He has certainly provided us 
with some wonderful examples of how the two worlds of music and birds 
in nature can be drawn together. 
 
Michael Green  
 
 

¹ Charles Darwin The Descent of Man (1871) 
² Not least in The Penguin Book of Bird Poetry first published by Penguin Books Ltd in 1980 with 
a splendid 99-page introduction by the editor, Peggy Munsterberg 
³ For example The Wren Song - Hunting the Wren (Welsh Trad) and Bird Scarer’s Song (recorded 
in a wonderful arrangement by Benjamin Britten) 
⁴ This features a variety of birds and has been wonderfully recorded by Quatuor Laqué 
⁵ Fenby in Delius as I knew him (G Bell & Sons 1936) 
⁶ Fenby on Delius:  The Young Delius an Idyll of the Nineties (Thames Publishing 1996) 
⁷ Frederick Delius:  Memories of my Brother (Ivor Nicholson & Watson Ltd 1935) 
⁸ Lionel Carley Delius - A Life in Letters 1862-1908 (Scholar Press 1983) 
⁹ This article originally appeared in Vol 2 No 37 of Everyman on 10th October 1929 
¹⁰ The Cello and the Nightingales (John Murray (Publishers) Ltd 1985) 
¹¹ The English word cuckoo apparently comes from the old French cucu and it first appeared in 
the 13th-century poem Sumer is icumen in, a very early example of a non-liturgical text. 
¹² Fenby in Delius as I Knew Him (G Bell & Sons 1936) 
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MY QUEST FOR HIAWATHA 
 

Bill Thompson discusses his personal search for a performing edition and recording 
of Hiawatha. 
 

My interest in Delius was first sparked by reading his page in the book 
History’s 100 Greatest Composers, which I purchased as a 16-year-old on a 
family vacation trip in the summer of 1969.  As a native of Texas, I was 
fascinated to read about the young Englishman who spent a year and a half 
living here in America on the St John’s River south of Jacksonville, Florida.  
After hearing Summer Evening and Prelude to Irmelin on the budget 
Seraphim LP The Inimitable Sir Thomas, I was truly hooked on Delius.    
 I soon found Sir Thomas’s thesis Frederick Delius in the stacks of the 
Houston Public Library, and devoured it eagerly.  I also acquired the two 
Delius LPs on the Capitol label, and particularly enjoyed listening to Florida 
Suite.  The Beecham book mentioned Delius’s tone poem Hiawatha, which 
was written about the same time as Florida and was inspired by 
Longfellow’s epic poem.  It was tantalizing to think about what this other 
‘American’ Delius work might sound like. 
 Christopher Palmer’s 1976 book Delius: Portrait of a Cosmopolitan 
included a musical example from Hiawatha – a theme that Delius later re-
used in Paris.  The catalogues of Delius’s works compiled by both Robert 
Threlfall and Rachel Lowe gave more detail about the score of Hiawatha, 
including the disappointing news that a number of pages were missing 
from the manuscript. 
 1989 saw the publication of Philip Jones’s book The American Sources of 
Delius’s Style.  I borrowed a copy of this book from a college library and 
read it from cover to cover.  Several pages of the book were devoted to an 
analysis of Hiawatha, and some more tantalizing musical examples were 
shown.  I took the book over to my piano and played through the excerpts, 
trying to imagine what they would sound like played by the full orchestra.  
Using the musical examples, I even put together a computer MIDI file to 
simulate an orchestra playing the examples; I couldn’t resist doing a bit of 
arranging and inserting transitional passages. 
 In 1998 I was able to attend the Delius Festival in Jacksonville.  While 
visiting the Haydon Burns Library, I skimmed through their copy of 
Andrew Boyle’s thesis A Quest for Innocence, which examines Delius’s early 
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works, including Hiawatha.  I learned that Andrew had arranged for a 
segment of Hiawatha to be recorded by an orchestra in Norway for use in a 
TV film, and I was able to listen to a cassette copy of this soundtrack 
recording, which begins with the ‘dance’ section.  The closing section, with 
horn calls, shimmering strings and gentle harp arpeggios, was as beautiful 
as I had imagined it.  But I was still frustrated by not being able to hear all 
of the surviving parts of Hiawatha. 
 I had started a Delius website in 1996, and so in 1998 I added a page 
devoted to Hiawatha.  To illustrate the page, I chose the painting Spellbound 
by Hermon Adams because I felt that it was the perfect complement to the 
lines of Longfellow’s poem that Delius quoted in the pages of the score. 
 On 26th July 2002, as I reviewed the list of the volumes of the Delius 
Collected Edition that were being published, I became concerned that 
Hiawatha might be excluded from the collection, because of the pages 
missing from the score.  I made the following note to myself: 

Hiawatha should be reconstructed or ‘realised’, published and recorded.  
Philip Jones and Robert Threlfall should collaborate on this realisation.  
Then the world premiere should take place in Jacksonville as part of a 
future Delius Festival. 

The next day (27th July) I sent the following email message to Roger 
Buckley and asked him to convey it to Robert Threlfall, the Editor of the 
Collected Edition: 

Dear Mr Threlfall 

I appreciate your prodigious efforts over the years in cataloguing the 
works of Delius and also in preparing them for publication. Your 
accomplishment of the Collected Edition is a great gift to all Delians and to 
future students of Delius’s music. 

However, there is one glaring omission from the Collected Edition:  the tone 
poem Hiawatha.  It is very disappointing to know that parts of the original 
score are now missing.  It seems unlikely that the missing portions will 
ever be located.  Hiawatha has always been the Delius work highest on my 
wish list.  It is a companion piece to Florida, which is one of Delius’s most 
popular compositions and the one which gets the most airplay on our 
classical station here in Houston.  I did get to hear a tape of the Norwegian 
radio broadcast of the latter sections of Hiawatha, and that was a dream 
come true for me.  But the fact remains that this was only a portion of the  
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The late Robert Threlfall, autographing the title page of Hiawatha 
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work.  The descriptions of the missing segments of the first sections of the 
work are tantalising. 

Hiawatha deserves some special attention from the Delius Trust.  Hiawatha 
should be preserved as a Supplement to the Collected Edition.  I propose 
that you, possibly in collaboration with others such as Philip Jones, effect 
a ‘realisation’ of the missing portions of the score.  This could be done 
based on the descriptions of the music by Beecham, who had access to the 
complete score at one time, and any other available reference material.  
When published, the ‘reconstructed’ portions could be highlighted so as 
to differentiate them from the extant measures of Delius’s score. 

It would be great if this ‘realisation’ of Hiawatha could be recorded and 
broadcast on the BBC, released on CD and then given its American 
premiere at a future Delius Festival in Jacksonville.  I believe that because 
of the beauty of the music and its American theme, it would get a lot of 
airplay on classical stations in America. 

I appreciate your consideration of this proposal.  Again, many thanks for 
your work in the cause of Delius and his music. 

On 4th August 2002 Robert Threlfall responded to my message, and Roger 
Buckley relayed it to me via email: 

Many thanks for your letter which I received from Roger.  FD’s ‘American’ 
works have a warmth later overlaid by Nietzsche and Norway, only to re-
emerge in some much later works.  Obviously, Hiawatha belongs to this 
group and I quite understand your interest. 

However, some of the background is not quite as straightforward as 
might appear from your letter, and to give the considered answer you 
deserve (and will in due course receive!) I need to turn back to various 
sources and notes made some years ago.  It may be a month or so before I 
can put an intelligent review of the whole question together; and when I 
do, it may well be more suitable for The Delius Society Journal.  Will you 
be a little patient, therefore, and be assured that whatever I ultimately 
write will come to you before it reaches the Journal Editor. 

There’s one thing I can say here and now:  I have no intention whatever 
of personally ‘closing the gaps’ in the Hiawatha manuscript.  It is quite a 
different position from any of the other scores I’ve edited for the Collected 
Edition, and only another composer could even consider such a project 
(and there’s only one that I know of who has the necessary experience and 
understanding). 

Thanks again for your letter: I’ll send you a fuller report in due course. 
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All good wishes meanwhile. 

In November 2002, Roger sent me a further response from Robert: 

Since my previous letter, the Delius Trust has considered the position of 
this work very carefully and it was agreed that the music should be 
suitably processed as a further Supplementary Volume of the Collected 
Edition.  I have prepared the manuscript suitably for this and put it into 
the hands of the publishers, who will have it processed and will submit 
proofs to me in due course.  Of course, it is bound to take some time to 
reach completion, since it must join a queue for similar work, but you can 
be sure I shall keep up the pressure on the folk concerned until the job is 
done. 

It is my opinion that the missing pages were removed from the bound 
original manuscript by Delius himself – as he did from the similar bound 
MS of Florida.  I do not think that either Beecham, Heseltine or Fenby 
inspected the MS carefully enough to see this; the first and only proper 
description was that by Rachel Lowe in her 1974 Catalogue. 

When the whole project gets a little further ahead I may well write it up 
at greater length in the Journal (apart from any necessary Preface to the 
printed score).  Meanwhile, many thanks again for your interest and kind 
regards. 

In DSJ 133, pp 7-10 (Spring 2003), Robert provided a detailed description of 
the Hiawatha score and discussed the problems that would have to be 
overcome in order to render it performable. 
 In March 2004, David and Carol Lloyd-Jones attended the Delius 
Festival in Jacksonville, and David conducted the Jacksonville Symphony 
Orchestra in a special Delius Concert.  I had the opportunity to talk with 
him during the Festival about Hiawatha, and provided him with 
photocopies of the information on Hiawatha in the theses by Andrew Boyle 
and Philip Jones.  I encouraged David to consider supporting the effort to 
get Hiawatha published and recorded. 

Dear David and Carol, 

It was a great pleasure for me to meet you both at the Delius Festival in 
Jacksonville.  I am so glad that you were able to participate in the Festival, 
and hope that your return trip home was problem-free. 

Maestro, the orchestra concert was superb!  The Delius works were 
performed with sensitivity and passion.  The Two Negro Songs were a 
delight to hear – of course I immediately wanted to hear them again!  To 
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me, these were more than just ‘trifles’; they help us gain more insight into 
Delius’s inspiration for his larger works such as Koanga.  This was also my 
first time to hear Florida and American Rhapsody performed in concert.  My 
fond memories of the concert will last a lifetime.  Thank you again for 
your hard work in preparing and conducting the performances. 

I have now received my copy of your new Naxos CD.  I am waiting for a 
quiet evening to listen to it uninterrupted, but I am sure it will be my new 
favourite. 

As we discussed during the Festival, I hope that you will consider more 
of Delius’s unknown early works for future recordings.  The missing 
pages of Hiawatha could be reconstructed based on the descriptions that 
we have from Beecham and others.  This would make possible a world 
premiere CD recording of this important companion piece to Florida Suite 
and American Rhapsody.  I feel that Hiawatha would be of great interest to 
listeners, particularly in America because of the source of its inspiration.  
Other works with potential are Rhapsodic Variations, the Légendes for piano 
and orchestra, the original three-movement version of the Piano Concerto 
– and of course the Two Negro Songs. 

Pardon my rattling on about my ‘wish list’!  But I do hope that you can 
continue your Delius series with some of these works that are worthy of 
recording. 

Thank you again for all of your efforts with the Delius Trust and with 
your recordings and performances of Delius’s music. 

After not hearing anything further about Hiawatha, in 2006 I decided to 
contact Anthony Payne myself to propose that he consider attempting a 
realization of a performing version of the work. 

Dear Mr. Payne, 

I propose that you take on the project of a ‘realisation’ of Hiawatha, the 
early tone poem by Frederick Delius.  Several segments of this work are 
now missing.  The remaining sections were broadcast on Norwegian radio 
some years ago, and the surviving music is very much worth hearing.  I 
have provided a low fidelity recording of that broadcast on my Delius 
website: 

http://thompsonian.info/hiawatha.html 

Sir Thomas Beecham describes the entire work in his biography, and 
Philip Jones provides further information on the defective sections in his 
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book The American Sources of Delius’s Style.  I feel that a realisation of the 
complete work is possible, using these and other materials. 

At the 2004 Delius Festival in Jacksonville, Florida, I met David Lloyd-
Jones and requested that he consider recording this work, if a realisation 
could be achieved.  If you were willing to undertake the task, I would 
think that the Delius Trust and Delius Society would help support the 
project. 

Thank you for reading this, and I hope you will consider this proposal. 

In January 2007 I emailed Roger Buckley to inquire about the status of 
Hiawatha. 

I wondered if there was any word from Robert Threlfall as to the status of 
the publication of Delius’s Hiawatha as part of the Collected Edition (as 
per Robert’s message in 2002). 

I have an idea about seeking a premiere performance of the work as a 
featured part of a revived Delius Festival in Jacksonville.  I have made 
some enquiries there about the possibility of mounting a Festival in 2008, 
with the hope of making it a quadrennial event (the last significant 
Jacksonville Delius Festival was 2004).  It would be great to hear some of 
the extant parts of the first sections of Hiawatha as well, if that were 
possible. 

Robert’s reply was dated 7th February 2007 and Roger forwarded it to me. 

Since our previous correspondence on this subject, you will of course be 
aware of my note in DSJ 133 which recorded the then present position. 

Subsequently, the surviving portions of the MS have been processed by 
Boosey & Hawkes, and proof scores of this have been received.  No 
orchestral parts have as yet been extracted.  Meanwhile, the Trust has 
actively sought cooperation from a suitably skilled musician with a view 
to producing a satisfactory performing edition, i.e. by composing suitable 
musical material to bridge the gaps in Delius’s surviving MSS.  The first 
person that the Trust contacted, after long and careful consideration, felt 
obliged to decline the assignment; subsequently a second musician has 
been approached in similar fashion.  In my own opinion, he would be an 
ideal candidate, but I know he is very busy, with very many conflicting 
calls on his expertise.  I will take an early opportunity of ‘sounding’ him 
as regards likely progress.  (One problem seems to be, that the existing 
‘Hiawatha’ material doesn’t seem as attractive as any of the ‘Florida’  
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music so evidently is.)  I hope this is of some interim value to you, and 
will advise you if anything more definite develops. 

DSJ 143 (Spring 2008) had a feature on Robert Threlfall’s 90th birthday 
celebration, and on page 92 we read ‘Hiawatha - A Postscript’.   Robert told 
how he himself had assembled the performing version of Hiawatha using 
Delius’s own materials, and that the finished product was included as 
Supplementary Volume 6 of the Collected Edition in 2008.  Robert was kind 
enough to send me autographed copies of the published score of Hiawatha 
and the Editorial Report for the Collected Edition, along with a photograph 
of the signing. 
 The world premiere performance took place on 23rd May 2009 with 
the BBC Concert Orchestra conducted by David Lloyd-Jones, and the world 
premiere CD recording by the same artists was released on 8th September 
2009. 
 So 40 years after first reading about Delius’s neglected and injured tone 
poem, I was able to listen to that beautiful and majestic orchestral music for 
the first time.  The long quest for Hiawatha had come to a happy conclusion, 
thanks principally to the efforts of the indefatigable and irreplaceable 
Robert Threlfall. 

 ‘Westward, westward Hiawatha 
Sailed into the fiery sunset  
Sailed into the purple vapors  
Sailed into the dusk of evening.  
Thus departed Hiawatha,  
Hiawatha the Beloved,  
In the glory of the sunset,  
In the purple mists of evening.’ 

Bill Thompson 
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The title page of Hiawatha, autographed by Robert Threlfall 
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O’NEILL, DELIUS AND OTHERS 
 

Martin Lee-Browne recently retired as Chairman of The Delius Society and is now 
a Vice President.  Together with Paul Guinery, he is the author of Delius and his 
Music, published by Boydell Press.  Frederic Austin was his grandfather. 
 

Norman O’Neill was one of the five young Englishmen – the others being 
Balfour Gardiner, Cyril Scott, Percy Grainger and Roger Quilter – who 
studied at the Hoch Conservatorium in Frankfurt at various times between 
1891 and 1901, and became known as the Frankfurt Gang.  Although they 
all wrote songs and chamber music, Gardiner, Scott and Grainger became 
mainly orchestral composers, Quilter (apart from his incidental music to the 
enormously successful play Where the Rainbow Ends and A Children’s 
Overture) was almost exclusively a song-writer – and the largest part of 
O’Neill’s output was incidental music to 64 stage plays (the best known of 
which were J M Barrie’s Mary Rose and Maeterlinck’s The Blue Bird).  In 
addition, Gardiner became an extremely generous musical philanthropist, 
Grainger a world-famous concert pianist, and O’Neill was the Treasurer of 
the Royal Philharmonic Society for sixteen years. 
 O’Neill was born in 1875, and his Irish father was a relatively well- 
known, and well-off, painter.  The family home was in Kensington, at that 
time the main artistic centre of London, and their friends were largely other 
artists, musicians and professionals of all sorts – so Norman was brought 
up in a very cultured milieu, and composing became part of his life.  As a 
result, at the age of 18 he found himself in Frankfurt, where he met and 
taught harmony to a young girl, Adine Ruckert, a piano pupil of Clara 
Schumann – and that was that!  After their marriage in 1899, they set up 
house in Edwardes Square in Kensington, moving to 4 Pembroke Villas, a 
few streets away, in 1904. 
 After Frankfurt, Scott joined the staff of the then Liverpool College of 
Music, where one of his colleagues was a young composer, Frederic Austin, 
who had obtained an external BMus at Durham University, and they in fact 
shared rooms for a time.  Probably in 1902, Gardiner went to Liverpool to 
see Scott, who introduced Austin to him – and a lifelong friendship was 
born.  Austin was by then already on his way to becoming a fine singer, and 
within three or four years, one of the two or three finest baritones in the 
country, mainly on the operatic stage.  
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O’Neill in 1903 

 Although the dates are vague 
or simply unknown, soon after 
Grainger and his mother arrived 
in London from Australia at the 
turn of the century, he started 
having ‘get-togethers’ of his 
Frankfurt Gang friends and other 
musicians, both professional and 
amateur, in his rooms at 31 
Gordon Place, Kensington, when 
they tried out his and their part 
songs.  With his good looks and 
boyish personality, he quickly 
ingratiated himself into ‘high 
society’, where more sophisticated 
gatherings of artistic people (or 
those who considered themselves 
artistic) were assembled by, 
among others, a banker, William 
Gair Rathbone, Mrs Frank (Lileth) 
Lowrey, who had a beautiful 
house in Cheyne Walk beside the 
Thames, and Everard Fielding, the tenor Gervase Elwes’s brother-in-law.  
Mrs Lowrey was particularly keen to help young musicians – in the course 
of which she and Grainger became lovers – and among those who went to 
her soireés and those of others were Quilter, O’Neill, Scott, Gardiner, Austin 
(who had become in effect an honorary member of the Gang), the painter 
John Singer Sargent, the actor Ernest Thesiger, Elwes, the Irish baritone 
Harry Plunket Greene, and occasionally the Danish cellist Herman Sandby.  
Then, after perhaps two or three years, they broke away from the ‘smart set’ 
and moved to Gardiner’s house at 7 Pembroke Villas, where they discussed 
their new compositions and generally put the musical world to rights:  

Balfour Gardiner was their natural leader:  not perhaps the most 
outstanding musician among them, though he was a considerable 
composer, but by reason of his taste and judgement, his enthusiasm, his 
financial resources, and utterly unselfish personal character.  Everyone loved 
Balfour as a dear friend, who not only helped us all with unsurpassed 
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largesse, but steered music into channels that literally inaugurated a new 
era of artistic freedom.  If anyone deserved the title of a Maecenas it was 
Balfour.  He generally lived in the country at that time, at Ashampstead in 
Berkshire, but had a small house in London, just off Edwardes Square, 
Kensington, opposite that of his friends Norman and Adine O’Neill.  Here we 
would meet:  Gustav Holst, Delius, Percy Grainger, Frederic Austin, Roger 
Quilter, Benjamin Dale, Cyril Scott, Norman O’Neill, Arnold Bax, and 
occasionally others – though it was strange that Vaughan Williams was never 
of the number.  I doubt whether before or since there has been such musical 
fervour in our midst, or such a banding together, in comradeship, of alert musical 
intelligence.  The time had come to establish the work of these new men, and 
Gardiner’s two series of concerts in 1912 and 1913 – eight concerts in all – 
were the appointed means.  Many were the delightful evenings spent at 
Balfour’s house when, with Balfour as a perfect host, the general project was aired, 
and works were submitted for approval.1 

Delius came over to England in April 1907 (to discuss with Henry Wood 
the first English performance of the revised version of his Piano Concerto) 
and took lodgings that Scott had found for him in Oakley Street, Chelsea.  
(Although Scott’s letter with that news started ‘My dear Friend’, how they 
became acquainted seems to be unknown).  On 15th April he went to a 
dinner party at Gardiner’s house, very possibly with Scott, and he and 
Gardiner took an immediate liking to each other.  O’Neill and Austin were 
almost certainly there too, and the four of them quickly became lifelong 
friends.  The following day Delius wrote to Jelka, telling her about the 
meeting, and said that 

‘they played Appalachia thru (a few musicians were there) all were 
tremendously taken with it’2 

It must have been then, or shortly afterwards that Delius not only asked 
Austin to sing the solo part in the first English performance of Sea Drift, but 
also asked O’Neill to write the programme note for the first English 
performance of Appalachia in November that year.  O’Neill first went to stay 
at Grez at the end of the following month, and on 1st January 1908 he wrote 

My dear Delius, 

Just a line to send you my very sincere thanks for the charming time you 
gave me at Grez.  I greatly enjoyed my visit. 

I arrived rather late in Paris after a very stuffy journey but just in time to 
see my old Nurse who had come to see us! — I expect you have noticed 
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that Englishmen always talk about their nurses or their tubs so will not be 
surprised at this reference!  I am off to London on Friday. 

I expect Mrs Delius is delighted with the snow — the forest must look 
splendid now. 

With greetings from both of us to both of you and again very many thanks 
from 

Yours ever 

Norman O’Neill. 

Drop me a p. c. if you want a bed on the 7th. 

 On that visit to London, Delius stayed with him and Adine, and two 
months later the O’Neills went to Grez-sur-Loing, where Delius and Jelka 
were gradually setting up home together in the very early 1900s.  They 
remained close friends for the rest of their lives, the Deliuses almost 
invariably staying with the O’Neills when they were in London, and the 
O’Neills often going over to Grez; Norman’s last visit was in 1933, the year 
before his and Delius’s deaths.  They were constantly writing to each other: 
some about ‘work’, others like this3:  

My dear Adine, [16 July 1914] 

Just a word to thank you for the pleasant few days I spent with you & 
Norman & also to tell you how comfortable & at home I felt – I am sorry I 
saw so little of you both after my departure for Hobart Place – The rest of 
my time in London was a sort of fever & passed away like a flash — 
Russian ballet, dinners, suppers at 2am & luncheons – Thank goodness I 
am now back again in Grez & enjoying the quiet & our lovely garden – 

With love to you both from me & Jelka 

I remain ever yours 

Frederick Delius.4 

There was an enormously long letter to O’Neill two months later recounting 
the Deliuses flight to Orleans at the beginning of the Great War.5 
 When O’Neill’s son-in-law, Derek Hudson, was writing Norman 
O’Neill:  A Life of Music Austin wrote to him about their early meetings: 

I was then setting out on my adventures as a singer, he on his as a 
composer. Norman had a dramatic gift that was later to make him the 
chosen composer for the theatre of his day, and had the sign-manual of 
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one whose musical background was secure, and whose style might easily 
have had an individual development in other directions ... These 
productions [of King Lear and Lord Dunsany’s The Gods of the Mountains6] 
gave him the opportunity of showing the ‘bigger fist’ that he had at his 
command when needed, in addition to the poetry, piquant colour and 
easy grace that were more generally known as his particular 
characteristics.7 

In 1908, a group of mainly well-known musicians who were concerned 
about the lack of performances of music by the younger English composers, 
formed The Musical League – Elgar (who became its President), Alexander 
MacKenzie, Adolf Brodsky (the leader of the celebrated Quartet), William 
McNaught (an educationalist, and editor of The Musical Times), Henry 
Wood, Granville Bantock, Philip Agnew (the chairman of Punch), the 
conductor Percy Pitt, the Liverpool choral trainer Harry Evans, and O’Neill.  
The objects were: 

(a) To hold an annual festival of the utmost attainable perfection in a town 
where conditions are favourable; 

(b) To devote the programmes of these festivals to new or unfamiliar 
compositions, English and foreign; 

(c) To make use, as far as possible, of the existing musical organisations of 
each district, and of the services of local musicians; 

(d) To establish a means by which composers, executive musicians, and 
amateurs may exchange ideas. 

The idea had in fact been floated a year earlier, either by Wood or the critic 
Robin Legge (although it is not known which of them), but according to 
Wood ‘Mr Legge’s scheme has fizzled out altogether’8.  However, in the 
October, Delius wrote to Bantock, saying ‘I am getting up a great musical 
scheme, which I shall tell you all about when I meet you’ – and O’Neill 
referred to Delius as the ‘inventor’ of the League.9  Delius was appointed 
the Vice-President, and he and O’Neill must have met at the many 
committee meetings, particularly as in 1909 O’Neill became the secretary, 
and responsible for the organisation of the Festival; in that capacity, he and 
Austin would have been in touch about the latter’s involvement, as both 
one of the soloists and the composer of one of the works heard.  After the 
first flush of enthusiasm, getting the League going proved an almost 
impossible task, with difficulties in raising funds, quarrels and resignations, 
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interminable correspondence,10 and the inability of the majority of the 
committee to get together at the same time.  In the end, however, a largely 
successful series of three concerts took place in Liverpool on 24th and 25th 
September 1909, including four of Delius’s songs with orchestra, works by 
three of the Frankfurt Gang (Gardiner, Scott and Grainger), and 
the premiere of Austin’s symphonic poem Isabella.  Austin also gave the 
first performance of Vaughan Williams’s Willow Wood and two songs by 
Ethel Smyth. 
 The Deliuses were ill and unable to go, as was O’Neill, who could not 
get out of a conducting engagement, but Adine was there, and afterwards 
wrote to them (in her idiosyncratic English): 

My dear Friends London 3d October 09 

I am awfully sorry to hear that you have been so seedy and that you were in 
a nursing home in Paris.  I hope you are much better by now and we should 
like to have some news.  I thought it would interest you to hear about the 
Liverpool Festival by an Eye Witness! – Well, I went without my good man 
alas!  But a few of my ‘tame robbins!’ (read admirers of a very platonic 
type!). 

The first concert, chamber music, was a rather depressing affair as it was not 
well attended, there was an orchestral rehearsal the same evening, and 
Austin, Gardner and Co all rushed to that from the concert, so one could 
not have a word with them, no gemuthlich talk over pots of beer!  dear me 
no, we went back to the Hotel to find that after 11 o’clock they would not 
serve us anything! – Now to the programme.  Balfour’s string quartet, very 
jolly, sort of British Humour in it, good work, not too long – Songs Cycle 
‘Banvavar the Beautiful’ by [W.H.] Bell, very difficult, it was not enough 
rehearsed, there are some beautiful things in it but also some rather 
obscure ones ... Three pianoforte solos by Scott and Grainger beautifully 
played by the later ... 

The afternoon concert was better attended, the Philharmonic Hall is a 
beautiful concert room and the best in England for acoustic … The 
symphonic Poem ‘Isabella’ by Austin (he did not conduct it well) I found 
dull, I am told it is well orchestrated I quite believe it, they all do that well 
now our days!  But it was ‘constipated’ music too much restrain, it did not 
come off somehow ... 

The two songs of Ethel Smyth were very good indeed, full of spirit, 
amusing they had Huge success, she conducted herself in a sort of 
Japanese gown, and danced about the desk, so excited she grew – and 
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seemed to me, like a priest throwing Holy water at the orchestra, Austin 
sang them beautifully. – The two Folk Songs of Grainger ‘Irish tune’ and 
‘Brigg Fair’ sounded lovely and they are gems, they were beautifully sung 
by the choir and had the greatest success.  ‘By the Waters of Babylon’ of 
Havergal Brian has some clever things and is spontaneous which is a great 
deal for an English work, but it lacks a refinement for beauty, it is rough 
and unpolish work ... ‘Willow Wood’ cantata by Vaughan Williams is just 
the opposite, very refine poetic, but on the verge of dullness through want 
of vital power ... To finish the Cantata of Bach, Praise Jehova A good joint 
of Roast beef! - Then there was a delicious supper at the Adelphi offered 
by Johnson.  On the whole for a first attempt it was artistically speaking a 
decided success. 

With love from us both to you both 

Yours affactionate 

Adine 

In January 1910, Austin gave the first performances of O’Neill’s setting for 
baritone and orchestra of Keats’s ballad La Belle Dame sans Mercie – ‘Oh what 
can ail thee, knight-at-arms / Alone and palely loitering?’ – at Queen’s Hall, 
with the New Symphony Orchestra conducted by O’Neill himself.  Austin 
called it ‘a glowing and impassioned piece of music’ – which would have 
suited his style of singing – and the critic Francis Toye (the brother of the 
conductor Geoffrey Toye), writing in Vanity Fair, thought that it was 

‘an altogether delightful piece of work, varying atmosphere full of 
imagination, poetry and sensitive response to the varying atmosphere of 
the poem’. 

Later in the year, they did it again twice at the Haymarket Theatre in aid of 
a fund for preserving Keats’s house in Rome, with the baritone Frederick 
Ranalow (another great friend of Austin’s) singing the words of the 
Woodman in the first three verses.  O’Neill himself conducted the next 
performance, at the fourth of Gardiner’s celebrated series of concerts of 
English music in 1912, after which The Times critic wrote: 

[The programme] began with … two ballads for baritone solo and 
orchestra, sung by Mr Frederic Austin … The ballads were Cyril Scott’s 
Helen of Kirkonnel, which, written some years ago, seems hardly 
representative of its composer’s present style, and Mr Norman O’Neill’s 
La Belle Dame sans Mercie.  Both preserve the directness of the ballad style 
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in the simplicity of the vocal part, while the orchestra illustrates the 
feeling of the poem more freely. 

Austin was an all-round singer, and equally happy in opera houses, big 
concert halls, on the recital platform – and his wide repertoire included 
songs by many English composers, including Bax, Joseph Holbrooke, and 
his Frankfurt Gang friends, Gardiner, Scott, Quilter and O’Neill.  Two of 
O’Neill’s that he particularly enjoyed were This lovely isle and a Keats setting 
Where be you going you Devon Maid11.  Their lives continued to intertwine – 
partly because the two families lived close to each other in Kensington12, 
and partly for professional reasons. 
 When the O’Neill’s daughter, Yvonne, was born in 1916 Delius, at his 
own wish, became one of her godfathers (although whether he brought 
himself to attend the service in an Anglican church is not recorded!) – and 
on the O’Neill’s copy of Waltz for a Little Girl from his Five Piano Pieces, Jelka 
wrote ‘For Yvonne O’Neill’. 
 O’Neill, his work with The Musical League now well known, was an 
organiser par excellence.  Following the demise of the League, in 1912 he had 
become an associate member of The Philharmonic Society – the doyen of 
the organisations that had provided regular orchestral concerts in London 
since 1813.  In 1912 (when, co-incidentally, it became The Royal 
Philharmonic Society) he was appointed the Co-Treasurer and in 1918 the 
Honorary Treasurer, and thus a member of the Honorary Committee of 
Management.  Until 1932 the Society, often referred to as ‘the Phil’, had no 
permanent orchestra, and the ‘band’ was formed on an ad hoc basis partly 
from instrumentalist members, and partly from players in the London 
opera companies and theatres (themselves recruited in a similar way).  
Between 1845 and 1900, permanent conductors were appointed – Wagner 
held the post in 1855 (although he had to be replaced because he tended to 
upset people, and the concerts lost money) – but well-known composers, 
including Spohr, Mendelssohn and Berlioz, took the rostrum for occasional 
concerts which included one or more of their own works.  Thereafter 
conductors were engaged only for particular concerts, and when O’Neill 
was appointed the Honorary Treasurer he became responsible for selecting 
them, the soloists and the ‘fixing’ of the players, and to a large extent 
planning the programmes – and he was brilliant at it.  He knew a huge 
number of the orchestral players in London, and was able to build up one 
of the finest orchestras of the time.  With the outbreak of World War I the 
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Phil was faced with serious financial difficulties, and it was saved, first by 
Beecham, who provided substantial financial backing (in exchange for 
complete control of the Society’s activities), and between 1918 and 1922 by 
Gardiner, who provided guarantees – in one year, of £1,200.  In an unofficial 
capacity, he therefore attended many committee meetings, often helping 
O’Neill over the make-up of programmes. 
 O’Neill remained the Treasurer for the rest of his life, and, given 
Gardiner’s involvement, it can have been no accident that a number of 
Delius’s important works were first performed at ‘Phil’ concerts:  On 
Hearing the First Cuckoo in Spring and Summer Night on the River in 1914 and 
the Violin Concerto in 1919; in the following year The Song of the High Hills – 
for which Delius asked O’Neill to use his own programme note – and 
Requiem in 1922.  There was also a celebrated performance of A Mass of Life 
in 1925, conducted by the Danish Paul Klenau, with Roy Henderson 
memorably singing Zarathustra for the first time. 
 Then, in 1923, together with Adam Carse, the musicologist E J Dent, 
Montague Phillips, Roger Quilter and Austin were elected as members of 
the Phil – and quite soon Austin was appointed to the Committee, on which 
(albeit with a number of breaks) he was to remain until his death.  
Attendance at committee meetings does not seem to have been obligatory, 
so the chairmanship tended to rotate on the basis of who attended, and 
Austin filled the role regularly13.  The minutes of a meeting in 1929 show 
that Any Other Business was a wide-ranging agenda item: 

 26th September:  The price quoted by Verry’s - viz. 6/6d per head (not 
including wine) was agreed to.  

17th October:  It was decided, owing to the absence of Sir Thomas Beecham not 
to have a Supper on the 24th October. 

21st November:  Owing to the liquidation of Verry’s Restaurant, it was 
necessary to hold the Suppers somewhere else, and it was decided 
provisionally to go to Paganini’s Restaurant [in Great Portland Street].  

Gardiner’s generosity showed itself in many other ways, but one was the 
holiday he took along the Dalmatian coast in 1931 with Austin and O’Neill 
as his guests.  Having briefly visited Milan, Verona and Venice, they went 
on a small steamer from Trieste to Dubrovnik; there they stayed in the Hotel 
Odak14, and returned via Munich (going to see Gianni Schicchi, The 
Nutcracker and Rosenkavalier as the guests of the Intendant of the Opera 



 

DSJ 159 51 
 

Hotel Odak, Dubrovnik c.1931 

House).  Austin and Gardiner then went to the Black Forest and to the 
Deliuses at Grez.15  On his return to London, Austin wrote to his daughter: 

Well, here I am again, and in the pink!  I had a really wonderful time, 
‘replete with luxury’, and skilfully conducted by Balfour to all the right 
places and in the most comfortable manner 

and many years later, possibly to O’Neill’s son-in–law, Derek Hudson: 
New sights and sounds, ideal weather, and three long-intimate and 
congenial friends – what more delightful holiday could be imagined?  It 
was also, alas, to be a last golden aftermath of the happy years in which 
we, with other kindred creative spirits, had lived and worked, before the First 
World War had touched everything we had known with its disintegrating 
finger.16 

The Deliuses, the Austins and Gardiner continued to see each other 
regularly, and O’Neill’s last visit to Grez was in July 193317, almost exactly 
eight months before his death in a London street – a little over three months 
before his beloved friend Delius, and a year-and-a-quarter before his 
equally beloved Jelka. 
 O’Neill’s immediate predecessor at the Philharmonic Society, 
Mewburn Levien, wrote this appreciation for The Times: 
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‘The debt which it has been said every man owes to the profession by 
which he lives has never been more generously acknowledged and 
handsomely paid than by Norman O’Neill.  While never neglecting the 
proper marketing of his abilities and genius – and there was a constant 
and competitive demand for the whole of his output – O’Neill found a 
surprising amount of time for voluntary work on the committee of the 
Savage Club and the direction of the Royal Philharmonic Society. As 
regards the latter institution, it would be difficult to over-value his 
services.  His knowledge of music, breadth of view in regard to it, 
friendship with practically all the men of light and leading in the world of 
his art, care for the claims of British music, intimate acquaintance with 
everything that concerned the orchestra, technical and personal, power of 
estimating soloists, sensing the views of various groups of music lovers, 
and adjusting programmes so as to meet them, with due regard to the 
financial position and the part the society was expected to play in the 
national life, all these O’Neill had in a marked degree, and he exercised 
them with a swiftness of apprehension and a firmness of purpose which 
won the admiration of his colleagues. 

As an artist of Irish origin O’Neill had naturally not too much inborn love 
of rules and regulations for their own sake.  Nevertheless, he recognised 
in a way unfortunately not always found with genius-endowed folk that 
work for a society is best done, and duty demands that it should be done, 
within the framework of its constitution.  If, however, a new 
interpretation had to be given to an old rule or the time had come to take 
an adventure into the unknown, no-one entered on the task with greater 
spirit and more cheerful humour than O’Neill.  In this connection the 
great proportion of contemporary and especially English contemporary 
music produced by the society of late years [before 1934], and the 
adaptation of the Old Phil to the successive eras of the gramophone, the 
BBC and Sir Thomas Beecham, keeping its own course, but working with 
all, may be cited.  It is not too much indeed to say that many a page of 
interesting reading in the history of music in England in the last quarter 
of a century would have been a blank but for O’Neill.  His handsome 
presence, constant friendliness and helpfulness, delightful conversation, 
and authoritative ways, will long be missed by an unusually wide circle.  

What a marvellous epitaph! 
 
Martin Lee-Browne 
 
 

Norman O’Neill:  A Life of Music is reviewed on page 94 
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1 Colin Scott-Sutherland Arnold Bax (Dent 1973), p 38 – letter from Charles Kennedy Scott, the 
celebrated choral trainer 
2 Letter 211 in in Vol 1 of Lionel Carley’s Delius:  A Life in Letters (Scolar Press, 1983) 
3 Between December 1907 and 1909 alone, the O’Neills sent the Deliuses a total of 35 letters or 
postcards 
4 Letter 16th July 1914, Derek Hudson, Norman ONeill:  A Life of Music (EM Publishing 2015, 
p 75) 
5 Reproduced in DSJ 150 (Autumn 2001), pp 9-10 
6 For which O’Neill had written incidental music in 1909 and 1911 respectively 
7 In the author’s Nothing so Charming as Music:  The life and times of Frederic Austin (Thames 
Publishing, 1999), p 22 
8 In a letter to Delius, No 216 in Vol 1 of Lionel Carley’s Delius: a Life in Letters 
9 Letter 307 in Carley, ibid, Vol 2 
10 Copies of a substantial proportion of which are in in the author’s collection 
11 Copies of these are in the author’s collection 
12 The author’s mother knew the O’Neills well in the 1920s and early ‘30s 
13 At committee meetings the members used to ‘sign themselves in’ in the minute book, and it 
was Austin’s habit to do so in green ink 
14 Which the author saw on a visit to Croatia in 2015 
15 Gardiner’s description of the holiday can be found in Hudson, ibid, pp 141-142 
16 Hudson, ibid, p 141 
17 Letter 587 in Carley, ibid, Vol 2 
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FREDERICK DELIUS:  NORTH COUNTRY 
SKETCHES 
 

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.  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, and he has recently had articles published on Humphrey Searle, Arthur 
Butterworth and Ralph Vaughan Williams.  He maintains a British Music Blog – 
The Land of Lost Content [http://landofllostcontent.blogspot.com/] 
 

Introduction 
Christopher Palmer’s Delius:  Portrait of a Cosmopolitan (1976) is one of the 
most important books written about the composer and his music.  The 
author uniquely considers Delius’s achievement through the prism of art, 
literature and landscape.  This includes American, German, French, 
Scandinavian and English influences.  The composer’s catalogue lists a 
number of apparent topographical sources in the titles including:  Paris:  The 
Song of a Great City, Florida, and Brigg Fair.  Palmer suggests that the North 
Country Sketches is ‘the only work explicitly suggested by the English 
landscape.’  This may be open to debate.  
 It is not the purpose of this essay to define which works may be 
‘English’ in their inspiration.  Listeners often declare that Delius’s music 
sounds ‘typically English’ yet comparatively little of it was written in the 
United Kingdom.  Some of this is subjective, such as Summer Night on the 
River, On Hearing the First Cuckoo in Spring and Summer Evening.  I have a 
special garden in mind when I hear In a Summer Garden:  it is somewhere 
near York.  But that is a conceit on my part:  it is most likely that Grez-sur-
Loing provided the stimulus for that tone poem.  
 Works that would appear to be associated with the English landscape 
include Brigg Fair, A Song of Summer with its references to Delius’s boyhood 
explorations on Flamborough Head and Filey Brigg on the east coast of 
Yorkshire, and the North Country Sketches. 
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 Palmer (op.cit.) has suggested that these Sketches may have served as 
‘draft preliminaries’ for his projected opera Wuthering Heights (Emily 
Brontë).  He affirms that Delius was a Brontë enthusiast and loved the 
landscape around that family’s home at the Parsonage in Haworth, West 
Riding. 
 Frederick Delius clearly had a great regard for his native county of 
Yorkshire, even if the ‘dark satanic mills’ of Bradford and Leeds did not 
inspire his admiration.  This landscape included Rombald’s Moor near 
Ilkley, over which the composer walked and rode.  Claire Delius (1935) 
quoted a paragraph from A T Akeroyd, General Secretary of the 
Wharfedale Music Festival: 

‘There is no doubt whatever but that the wide open spaces of Ilkley Moor, 
and the lovely woodlands in the surrounding country impressed the child 
mind of Delius, and left life-long impressions.  This is proved by his 
intense love of the beauties of nature, which enabled him to capture and 
reproduce in his music not the merely sensuous elements of a landscape, 
with which impressionistic composers too often content themselves, but 
the correlative emotion it awakens in the sensitive soul, the state of mind, 
which in a metaphysical sense, it exists solely to express.’ 

In this essay, I will survey 1) the genesis of the North Country Sketches; 2) the 
premiere and immediate criticism of the music; 3) a selective study of the 
work’s reception in the past 100 years; and finally 4) a brief examination of 
Thomas Beecham’s recordings of the piece.  The essay concludes with a 
brief discography of currently (2016) available CDs. 
 

Genesis 
The North Country Sketches were begun in 1913 and completed the following 
year.  Other works from this period included the Requiem, the song I-Brasil 
to a text by Fiona Macleod (William Sharp) and the Sonata No 1 for violin 
and piano.  The year 1912 had seen the ever popular On Hearing the First 
Cuckoo in Spring, the completion of The Song of the High Hills and the revision 
of Lebenstanz:  symphonic poem for large orchestra.  
 The correspondence between Delius and Peter Warlock (Philip 
Heseltine, 1894-1930) casts light on the progress of the North Country 
Sketches.  In a letter (28th June 1913) to Warlock from Grez-sur-Loing, Delius 
pointed out that 
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‘…I could not come to England as I was hard at work on something new 
& did not want to break off.’ 

Lionel Carley (1988), in a footnote, suggests that this ‘new’ work was the 
Sketches.  In another letter to Warlock (11th March 1914) Delius confirms 
that he has ‘since written 3 more short-ish Orchestra pieces.’  The 
assumption is that this reference was also to the present work.  
 Thomas Beecham addressed Delius on 14th June 1914 asking him to 
send the scores for the North Country Sketches as well as the Arabesque.  He 
proposed using one or both of them in a concert during July.  The work did 
not appear at this event. 
 Finally, on 26th October 1914, Delius wrote to Warlock from Grez-sur-
Loing:  ‘My North Country sketches are ready & also my ‘Requiem’…’ 
 From December 1914, Frederick and Jelka Delius were guests of 
Thomas Beecham in Watford, and stayed at Grove Mill Lane Cottage.  
Lewis Foreman (Delius Society Journal No 130, Autumn 2001) reports that in 
the days preceding the work’s premiere, Delius was ‘fussing’ over the 
preparation of the parts as well as the programme notes.  On 8th December 
1914, Delius declared to Warlock that 

‘I shall also insist with the Philharmonic that you do the analytical notes 
for my North Country Sketches to be given in January.’ 

This January premiere did not happen either.  On 23rd April 1915, Jelka 
Delius wrote to Warlock: 

‘Fred is anxious about his North Country Sketches.  He has been awaiting 
them every day ... Fred is just better after a perfectly horrid bilious attack 
...’ 

In another letter on 26th April, Delius insisted that he had 

‘…not yet received the score of North Country Sketches ...’ 

The following day the music arrived. 
 In the days before the concert Delius asked Warlock for the 

‘parts of North C.S as soon as possible.  There is a change in the strings 
which you did not note …’ (1st May 1915) 

The next the day, the request was repeated along with an invitation to 
lunch.  
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 North Country Sketches is dedicated to the conductor Albert Coates 
(1882-1953).  However, Coates did not give the premiere of this work.  
Martin Lee-Browne and Paul Guinery (2014) report that the relationship 
between Coates and Delius at this time is not understood.  They did not 
meet until 1919, some five years after the Sketches were completed.  Coates 
eventually gave the premiere of The Song of the High Hills at the Queen’s 
Hall in London on 26th February 1920.  The dedication remains a mystery.  
 For reference, I include the programme notes by Peter Warlock 
(unsigned).  They are extracted from the concert programme book issued 
for the work’s premiere. 

North Country Sketches: Frederick Delius (b.1863) 
(First Performance) 

These four pieces, which were composed last year, reflect moods and 
emotions engendered by various aspects of nature in northern lands.  No 
particular “north country” is specified, though the influences of 
Yorkshire, the composer’s native county, and of Norway have probably 
contributed [to] these musical impressions in no small degree.  

Autumn:  The Wind soughs in the Trees 

The title of this piece renders comment on its content unnecessary.  A brief 
introduction leads to the statement in 6/8 time, of a melodic fragment of 
four notes for horns, accompanied by some chromatic harmonies for 
muted strings, which, together with a phrase from the introduction, 
constitute the main thematic material of the piece.  This and the following 
piece are scored for a fairly small orchestra.  

Winter Landscape 

Suggests an expanse of bleak, snow-covered moorland under a grey sky.  
The atmosphere is one of utter desolation and dreariness.  Violins sustain 
harmonics in octaves over an even quaver figure for wood-wind in 
curious, barren sounding harmonics; while the cellos announce a 
plaintive little theme, which is taken up by various instruments in turn, 
and repeated in an extended form by the strings in harmony over a pedal 
base.  At the close the music fades away upon a strange unresolved chord.  

Dance 

Here the title is not altogether explanatory.  It would seem to refer rather 
to a mood than an actuality.  A complete contrast is afforded to the 
preceding pieces and the full orchestra is employed.  
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A dance theme in 3/4 time, announced by the flute at the fourth bar, is 
developed without other material until the time changes to a slow 4/4 and 
an oboe melody with a flavour of Scottish folk-song leads up to the second 
dance tune which is rhythmically akin to the first, though in quadruple 
time.  The two themes are worked to a climax, when they are heard 
simultaneously, in modified forms.  The abrupt modulation at the close 
seems to suggest a sudden waking as from a spell of fireside musing, and 
this may afford a clue to the significance of the title.  

The March of Spring:  Woodlands, meadows and silent moors. 

This piece portrays the progress of “The year’s pleasant King” [a reference 
to Thomas Nashe’s poem Spring, the Sweet Spring] over the country, the 
gradual re-awakening of Nature, and the general exuberance of the “soote 
season” [a reference to a sonnet by Henry Howard]. 

The music is built up on rhythmic figures and fragments rather than upon 
any tangible themes, until the final section is reached, where there appears 
a broad march tune with a syncopated phrase or ‘snap’ at the beginning 
of each bar.  This is the climax of the [entire] work; the march dies away 
in the distance, and at the end of the piece cuckoo calls are heard from the 
clarinet through long-held pianissimo chords for the strings.  

The full score was published by Augener Ltd, London, in 1923.  It has been 
included in the Delius Collected Edition, Volume 26 (1986). 
 

Premiere 
The premiere of North Country Sketches was given at the Queen’s Hall, 
Langham Place on Monday 10th May 1915.  The London Symphony 
Orchestra was conducted by Mr Thomas Beecham.  The programme 
opened with César Franck’s symphonic poem Le Chasseur Maudit; this was 
followed by a performance of Mozart’s Piano Concerto No 24 in C minor 
(K491) with the soloist Miss Fanny Davies.  The present work was heard 
before the interval.  Lalo’s now forgotten Symphony in G minor was next, 
followed by another Franck symphonic poem, this time for piano and 
orchestra – Les Djinns.  Fanny Davies was once again the soloist.  The 
concert concluded with the Overture to Ethel Smyth’s opera The Wreckers.  
 
The critic of The Times (11th May 1915) reported that the Sketches 

‘provided yet another and a very remarkable interest in the programme.’ 

He continues: 
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‘Three of them are wonderfully beautiful impressions in tone colour of 
aspects of nature.  “Autumn, The Wind Soughs in the Trees” and a 
“Winter Landscape”, both for small orchestra, strike one at once by their 
delicacy and the extraordinary power which Delius has of preserving a 
unity of tone colour without falling into musical monotony.  The third 
piece is simply called “Dance” and some of its treatment recalls the 
“Dance Rhapsody [No.1, 1908]” but its themes are stronger and its rhythm 
more closely knit.  The last, “The March of Spring”, is larger in design, but 
less strikingly beautiful at a first hearing than its two companion 
landscapes; but both its opening and its ending with the cuckoo’s note 
have delightful suggestions which make one want to know it better.’ 

The Manchester Guardian (11th May 1915) pointed out that 

‘It need hardly be said that Mr Delius does not follow Beethoven in giving 
a musical expression to the mood aroused by autumn or spring.’ 

He immediately determines the musical aesthetic that the composer used 
to achieve his effect: 

‘it is no longer a question of melody, or even imitating the call of the 
cuckoo.’ 

The technique used is 

‘a question of colouring, of reproducing by means of combined sounds 
the effect of a canvas.’ 

It is a solution that Delius has used before (In a Summer Garden) but in this 
present suite it 

‘is in some ways even more delicately felt and realised with greater 
distinction than was the case with any previous work.’ 

He reflects that the 

‘blending of the tone of the various instruments of the orchestra, [and] the 
choice of harmonies is ever in exquisite taste.’  

The reviewer in The Musical Times (June 1915) reports that 

‘the first two [movements] are very realistic in an appropriately bleak 
manner, the third contains suggestions of a dance of Highland origin, and 
the fourth depicts the gradual awakening of nature – apparently over the 
Border, judging from the “snap” in the rhythm of the march section.  The 
Sketches were well received.’  
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 It has been noted by Martin Lee-Browne and Paul Guinery (2014) that 
this writer seemed ‘blissfully unaware of the Yorkshire inspiration’ of the 
work.  However, Bo Holten (Delius Society Journal, Spring 2014, No.155) 
notes the ‘mazurka-tempo’ of the ‘Dance’ and its ‘mimicking of northern 
English and Scottish folk music rhythms and melodies’, so perhaps the 
Musical Times critic was onto something after all? 
 ‘Capriccio’ in the Musical Opinion and Music Trade Review (June 1915) 
writes that 

‘those who are accustomed to look to Mr Beecham to provide interesting 
programmes and wide-awake performances were surely not 
disappointed.’ 

He continues by remarking wittily that it may have occurred to some to 

‘wonder whether the mercurial conductor in question has registered a 
secret vow never to give a concert without some work by Delius.’ 

He noted that the 

‘four short orchestral pieces … received their initial performance and 
proved…to be tedious in the extreme.’ 

These pieces 

‘apparently attempt the musical delineation of all that is pinched and dour 
and chilly in the upper shires. If this is so, they are quite successful.’ 

‘Capriccio’ concludes his appraisal by noting that the last movement, the 
‘Dance’ 

‘evidences all the overloading and excessive elaboration in treating small 
ideas that give Mr Delius’s warmest admirers so much pleasure.’ 

Academic Review 
Peter Warlock (1923/1952) writes that in North Country Sketches: 

‘we have mood pictures of autumn when the ‘wind soughs the trees,’ a 
Winter Landscape, and – significantly placed after the melancholy of 
autumn and the gloom of winter – the ‘March of Spring’ over woodlands, 
meadows and silent moors, portraying the gradual awakening of Nature 
from its winter sleep…until all Nature bursts into a paean of delight and 
joy.’ 

Warlock interprets the Dance 

‘as a spell of fireside musing over the past, a tale within a dream.’ 
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He thinks it one of the ‘loveliest short pieces’ that Delius composed. 
 In the programme notes quoted above, he states that ‘no particular 
‘north country’ is specified’, yet he concedes the influence of Yorkshire and 
further adduces Norway as having ‘probably contributed’ to the work’s 
genesis. 
 In a letter to Frederick Delius penned on 6th January 1916 (c/o D H 
Lawrence, Porthcothan, St Merryn, Padstow, Cornwall) Warlock revealed 
that 

‘Yesterday, as I was walking home, into the sunset, I was haunted all the 
while by the Dance from the North Country Sketches which seems most 
perfectly to express the Stimmung (mood) of Cornwall …’ 

It is an interesting topographical ‘take’ on the work that moves the locus 
some 360 miles south of its inspiration. 
 In his essay ‘To my Fellow Composers’ (Musical Life and Arts 
October/December 1924 reprinted in Gillies, Malcolm & Clunies Ross, 
Bruce, 1999) Percy Grainger indicated that he 

‘felt far less elated about North Country Sketches than The Song of the 
High Hills,’ 

which in his view was the 

‘work of works with which to introduce Delius’s muse for the first time in 
any country… to show the highest flights of British music …’ 

He concedes that he has fallen in love with the Sketches on hearing 
Heseltine’s piano duet version in Frankfurt.  Grainger was impressed with 
the 

‘exquisite harmonic texture, the delicately expressive motives, the infinite 
resourcefulness of the third movement (Dance).’ 

In spite of this enthusiasm he considered the ‘orchestral experience … far 
less telling than the High Hills.’  In his opinion it was ‘far less perfect in 
orchestration.’  
 Percy Grainger concludes his comments by writing that although he 
thinks 

‘the Sketches [are] far less advisable a choice where one is introducing 
Delius for the first time …’ 

he believes that they are 
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‘truly inspired and truly beautiful, and there is nothing in music dearer to 
me personally than many passages in this composition.’  

In his essay ‘Call-to-mindments about Delius’s Piano Concerto’ (1941, 
published Grainger and Gillies, 2006) Grainger, in typically eccentric 
language, considers the implied nationality of some of Delius’s music.  For 
example the Concerto itself shows 

‘the European mainlandlike Delius – the German Delius, unleavened by 
England and Grieg.’ 

The folk-song Brigg Fair which he (Grainger) collected in April 1905, had 
inspired Delius to produce his ‘first forth-heraldsomely English work Brigg 
Fair.  And is it possible that Grainger’s ‘Norway worship’ led to On Hearing 
the First Cuckoo in Spring and The Song of the High Hills?  Grainger refers to 
this as Englishness & North-pinkiness [Scandinavian] in ‘tone-art.’  North 
Country Sketches exhibits ‘utter Englishness’, along with the Double Concerto, 
the Cello Sonata, and the Cello Concerto. 
 Arthur Hutchings (1949) understands that this work is ‘a little treasury 
of Delian orchestration’:  the student could learn as much about Delius as 
one could learn about Tchaikovsky’s art from the score of Casse Noissette.  
The instrumentation reminds the listener of Debussy, especially the long 
passages of divided strings with harp and woodwind figurations.  
Hutchings laments that the North Country Sketches have been 

‘elbowed out of programmes in favour of pieces which give us more of 
the all-pervading Delian voluptuousness ...’ 

He acknowledges that this suite is ‘rich and vivid in [its] own way’ and 
should have retained its popularity especially in the north country of 
England.  He indicates that these Sketches do not have a tune that can be 
‘hummed’ (with the exception of the Dance) yet the ‘wind sighing in the 
trees of Autumn has an ‘implied song’ which defines the work.  The March 
of Spring exploits the ‘full orchestral palette’ after the ‘melancholy of 
Autumn’ and the ‘sharpness of Winter Landscape.’ 
 There is a manuscript written by Percy Grainger entitled About Delius 
(At Sea, 23rd-25th June, 1950); this was included in the 1952 edition of Delius 
by Peter Warlock.  Grainger begins his examination of the North Country 
Sketches by stating that a 

‘side of Delius that seems to me to be too seldom mentioned was his 
touching devotion to his childhood memories of Yorkshire.’ 
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Grainger recalls that the composer never 

‘tired of praising the kindliness of the mill-hands in his father’s mills in 
Bradford, and his unwaning love for the scenery of the Yorkshire moors 
… nobly witnessed in his North Country Sketches – a masterwork still too 
rarely heard.’ 

 In 1959 Thomas Beecham published his study of Frederick Delius.  He 
began his discussion of the North Country Sketches by reminding the reader 
that three of the work’s four movements are ‘nature pictures.’  He estimated 
that 

‘These are more realistic or suggestive of realism than anything that 
Frederick had yet attempted …’ 

He thinks that the 

‘visions of autumn, winter and the return of spring are conceived with 
much of the same austerity that governs the atmosphere of The Song of the 
High Hills.’ 

Beecham takes the position that there is 

‘very little of human contact here and we seem to have left behind the 
intimate moods that pervade Sea Drift, In a Summer Garden, Brigg Fair, or 
Songs of Sunset.’ 

He writes that: 

‘We have the clear impression that we are listening to the manifold 
utterances of nature alone: and even in the seemingly irrelevant dance 
from which outdoor life appears to be for the moment excluded, there is 
something impersonal in its spirit.’ 

Thomas Beecham concludes his study by insisting that: 

‘a good performance is essential to reveal the unique character of each of 
the sections: the sombre mood of autumn, with the sound of the wind in 
the thinning trees, the icily cutting blasts of winter and the strangely 
contrasted convulsions and ululations of Nature that mark the re-birth of 
spring-time.’ 

Beecham felt that 

‘although there is no falling away here of power and mastery, we do not 
find it easy to suppress a twinge of longing for the fragrant and 
affectionate intimacy of an earlier day.’ 
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 Any study of music by Delius must take note of Eric Fenby’s opinion.  
In a programme note for the Bradford Delius Centenary Festival of 1962 
(Fenby, Lloyd, 1996) Fenby stated that North Country Sketches is 

‘…one instrumental work in which [Delius] recalls expressly his 
impressions of the Yorkshire countryside he had known as a boy …’ 

He later concedes A Song of Summer’s East Coast antecedents.  He judged 
that the ‘orchestral colours’ of the Sketches have ‘sharper and more bracing 
qualities of timbre than … Brigg Fair’ which Fenby supposed the composer 
had ‘placed much further south than Lincolnshire’ in his musical 
topography.  
 In the sleeve note (Fenby, Lloyd, 1996) to HMV ASD 3139 (1975) Fenby 
laments the fact that he had little conversation with Delius about his music 
during his six years on and off as his musical amanuensis.  Most talk about 
the subject was ‘taboo.’  So there is no hint of what was in his mind when 
he wrote this music.  Fenby asserts that there is ‘no programme as such’ in 
the Sketches:  the mood is inspired by the composer’s ‘observations on life – 
Man is nothing! Nature alone recurs!’  There is pictorial representation in 
the first two movements: 

‘we surely hear the spirit of the wind sighing at the falling of the year and 
man’s irremediable hold like a leaf.’ 

Fenby determines that the Dance is ‘a dance of the spirit rather than feet.’  
This is ‘fitful, wayward, changeable’ music which seems to include 
intimations of Spring which causes ‘the heart in Winter [to] exult in dance.’  
The March of Spring, on the other hand ‘throbs to the rhythms of the Spring’s 
Awakening.’  Musically, the ‘downward progression of drooping lines’ that 
shaped the barrenness of Winter Landscape and Autumn are gone and the 

‘impression of Spring is of upward movement, exhilarating bravura 
passages with meadowland dallyings in oboe arabesque which lead to 
rapture … until the march ends in serenity.’ 

Ronald Stevenson in his essay on ‘Delius’s Sources’ in Tempo (December 
1984) noted that the composer’s range of subjects was ‘as wide as the sky.’  
He mentions the opera Koanga written 

‘some 40 years before Gershwin’s Porgy and Bess, and his symphonic poem 
Paris a generation before An American in Paris.’ 

Then there was the 



 

DSJ 159 65 
 

‘bracing wind of his native Yorkshire moors in his North Country Sketches 
(how seldom British music has celebrated the North of England!)’ 

Had Stevenson forgotten the major contribution of Arthur Butterworth to 
the musical portrayal of the Northern landscape? 
 In her examination of Music in the Landscape, Em Marshall (2011) wrote: 

‘Delius’s appreciation of and affection for his home county shines through 
in works such as the North Country Sketches, which depicts the branches of 
trees rustling and groaning in an autumnal wind; in the sparse and frigid 
Winter Landscape; in a Dance with its pastoral woodwind solos and hint of 
folksong; and finally in The March of Spring, subtitled ‘Woodlands, 
Meadows and Silent Moors’, a vivid evocation of the awaking of nature 
in spring.’  

The same year Bo Holten conducted an important recording of the North 
Country Sketches with the Aarhus Symphony Orchestra (Danacord 
DACOCD 721).  Writing about this work (Delius Society Journal 155, Spring 
2014) he makes a number of interesting comments.  First, he reminds the 
reader that 

‘we presume’ the Yorkshire landscape is depicted in the work: ‘the score 
makes no mention of Delius’ home county.’ 

Second, he perceives that there is not the ‘slightest relationship thematically 
between the four movements.’  Key structure and thematic self-referencing 
is abandoned and the ‘emotional content of each individual movement’ 
makes the work cohere, although Holten is at a loss to ‘prove why and how.’  
Third, he draws an important comparison with the opening movement of 
Mahler’s Symphony No 3 (1893-6). 

‘Both composers very cleverly depict the sense of growing, of things 
coming to life.’ 

There are differences:  Mahler has a ‘colossal 35-minute development:’ 
whereas Delius has no development, just ‘constant variation of tempo, 
texture, feeling and expression.’  Finally, Holten observes that no summer 
follows on from The March of Spring.  It is a ‘northern and austere work.’  
 The most recent and comprehensive study of the North Country 
Sketches is printed in Martin Lee-Browne and Paul Guinery’s Delius and his 
Music (2014) where a detailed analysis of the work is given.  It is the 
contemporary starting point for an understanding of the technical aspects 
of this music.  The authors write that the work is ‘a vivid testimony to 
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Delius’s love for the countryside’:  there is ‘nothing nostalgically 
sentimental or cosy in the music.’  They note that ‘austerity and bleakness 
characterise’ the suite and that the ‘warmer months of summer are entirely 
absent …’.  Only autumn, winter and spring are musically portrayed.  Like 
other reviewers the authors note the ‘great emphasis’ on ‘textures and 
timbres’ which results in ‘one of Delius’s most impressionistic scores.’  
Finally, they note that ‘there can really be no doubt that Delius was thinking 
of Yorkshire.’ 
 For me, it is a satisfying conclusion to any study of the North Country 
Sketches.  
 
Thomas Beecham’s Recordings 
It is not my intention to examine the critical reaction to all the commercial 
recordings of Delius’s North Country Sketches that have been made or issued 
over the past 70 years.  However, no discussion of this work can ignore Sir 
Thomas Beecham’s contribution to this legacy. 
 There are three Beecham recordings available.  The first was made with 
the London Philharmonic Orchestra on 16th October 1945 and consisted 
only of the Autumn and Winter Landscape movements.  It was not approved 
for release although it has subsequently been issued on CD on the SOMM 
label.  The second recording was made on 14th February 1949 and issued 
on 78rpm discs (LX 1399-1401).  This time, Beecham conducted the Royal 
Philharmonic Orchestra.  Lyndon Jenkins (2005) laments that this 
‘definitive’ performance pre-dates stereo.  The movements were rearranged 
on this release, with the Dance preceding Winter Landscape.  This was most 
likely contrived for reasons of record side breaks.  The final recording was 
on 4th November 1959 in the BBC Studio 1 at Maida Vale.  It was broadcast 
on the BBC Home Service on 4th January 1960.  
 AR (Alec Robertson) writing in The Gramophone (July 1951) gave a long 
review of the 1949 recording.  He concluded by acknowledging the Delius 
Trust 

‘for giving us … some more of the composer’s beautiful music … [and] 
for putting in semi-permanent form another of the masterly and unique 
interpretations of Delius’s works by Sir Thomas Beecham who has 
inspired the orchestra to its finest playing.’ 
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In spite of its age, this recording is still the present author’s favourite.  It has 
all the magic that is expected of Delius and the evocative ‘English’ title of 
the work. 
 
Selected Current Discography 
Sir Thomas Beecham/Royal Philharmonic Orchestra (rec. 1949), North 
Country Sketches, Appalachia, In a Summer Garden, CD, SONY SMK 89429 
(2001); (Original 78rpm LX1399-1401, 1951) 
 

Sir Thomas Beecham/Royal Philharmonic Orchestra etc. (rec. 1949), North 
Country Sketches, Marche Caprice, Brigg Fair, Over the Hills and Far Away, On 
Hearing the First Cuckoo in Spring, Dance Rhapsody No 1 NAXOS 8.110984 
(2005) (Original 78rpm LX1399-1401, 1951) 
 

Sir Thomas Beecham/Royal Philharmonic Orchestra, North Country Sketches 
(rec. 1959) (included in collection: ‘Sir Thomas Beecham in Toronto’) 
MUSIC AND ARTS CD-1255 (4 CDs) (2011) 
 

Sir Thomas Beecham/Royal Philharmonic Orchestra (rec. 1959) North 
Country Sketches, Mendelssohn: Fair Melusine Overture and Beethoven: 
Symphony No 7 MUSIC AND ARTS CD-281 (1988) 
 

Sir Thomas Beecham/LPO etc. North Country Sketches (rec. 1945, Autumn & 
Winter Landscape only) Brigg Fair, On Hearing the First Cuckoo in Spring, The 
Walk to the Paradise Garden, Sea Drift, A Song before Sunrise, Dance Rhapsody 
No.2, SOMM Beecham 10 (2001) 
 

Sir Charles Groves/Royal Philharmonic Orchestra, North Country Sketches, 
Eventyr, Life’s Dance, Song of Summer and Dance Rhapsody No 1, EMI CDM 7 
63171-2 (1989) (from, original LP release: HMV ASD 3139, 1975) 
 

Vernon Handley/Ulster Orchestra, North Country Sketches, Florida Suite, On 
Hearing the First Cuckoo in Spring and Air and Dance CHANDOS COLLECT 
CHAN 6628 (2003) (original CD release: CHANDOS CHAN 8413,1986) 
 

Richard Hickox/Bournemouth Symphony Orchestra, North Country 
Sketches, The Walk to the Paradise Garden, Dance Rhapsodies Nos. 1 and 2, and 
In a Summer Garden CHANDOS CHAN 9355 (1995) 
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Bo Holten/Aarhus Symphony Orchestra, North Country Sketches, Songs of 
Sunset, Three Songs to poems by Shelley and A Late Lark DANACORD 
DACOCD 721 (2012) 
 

Sir Charles Mackerras/Orchestra of the Welsh National Opera, North 
Country Sketches, In a Summer Garden, The Walk to the Paradise Garden, Brigg 
Fair, Florida Suite, Two Aquarelles, On Hearing the First Cuckoo in Spring, 
Summer Night on the River and Dance Rhapsodies Nos 1 and 2 DECCA 
DOUBLE DECCA 4602902 (2 CDs) (1999) (original CD release: ARGO 430 
202-2) (1990) 
 

Mark Elder and the Hallé Orchestra released The March of Spring in 2011 on 
CDHLL7528, which included Frank Bridge’s Enter Spring, Bax’s Spring Fire, 
and Delius; Idylle de Printemps. 
 

Dates given for vinyl & 78rpm recordings refer to North Country Sketches 
only.  Dates and content for other works reissued on CD may differ.  
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THE LOST CHILD REVISITED 
 

David Eccott re-examines the evidence surrounding Delius’s Florida mistress and 
the child she is said to have borne him. 
 

Introduction 
In a brief report entitled Delius’s Birthday Week Celebrated in Fine Fashion in 
Metropolitan Philadelphia (DSJ 125, Spring 1999), Bill Marsh wrote as follows: 

‘The Delius Society, Philadelphia Branch, celebrated FDs birthday a little 
early with a tea accompanied by verse and music and the first local 
showing of Tasmin Little’s BBC film, The Lost Child. The members enjoyed 
the latter immensely, but a poll taken following the showing indicated 
that perhaps no more than 4 out of the 40 or 50 present bought the story. 
Will this child ever be positively identified?’ 

Don’t become too excited; I am not about to positively identify the child.  In 
fact, I didn’t even have any intention of reviving the, somewhat 
controversial, story of Delius’s Florida mistress and the child that, it is said, 
was born as a result of the affair.  Indeed, even though I have always had 
an interest in the story, it is purely the result of an unexpected set of 
circumstances, which I shall shortly describe in more detail, that I am 
writing this article.  However, the set of circumstances which arose led me 
to investigate matters in some detail, and it quickly became apparent that I 
had amassed sufficient information to be worthy of an account for the 
Journal.  As the idea for such an article developed in my mind, it also 
became clear that a number of related issues needed to be addressed. 
 In some respects I am not surprised that, out of the 40 or 50 people 
present at the Philadelphia Branch’s celebration of FDs birthday, only about 
4 people accepted the story that was chronicled in The Lost Child.  In my 
opinion, the BBC TV programme, although highly interesting, was at times, 
somewhat shallow and lacking in sufficient documentation.  Although I 
fully appreciate that the documentary had to be made accessible to the 
many viewers who probably did not have any previous knowledge of 
Delius or his music, as well as those who did, certain important pieces of 
information, that become evident when studying the records, required 
greater amplification.  These comments are not intended, in any way, to 
undermine Tasmin Little’s conviction regarding the truth of the story and 
her investigations into it, but I hope to look into some of the issues in a little 
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more detail, as well as proposing a possible alternative candidate for 
Delius’s lost child, albeit still inconclusive, to the one presented in the 
documentary. 
 
General discussion 
As far as I am aware, it was the Australian composer/ pianist Percy Grainger 
who first brought the subject of Delius’s Florida mistress to the attention of 
the general public.  In an article entitled The Personality of Frederick Delius, 
which he wrote for The Australian Musical News1 in 1934, Grainger twice 
made reference to the subject.  Almost at the very beginning of his essay, he 
states that Delius had 

‘much inquisitiveness about “native” races (he had a Negro sweetheart as 
a young man in America).’ 

Later, referring to Delius’s return trip to Florida in 1897, he wrote 

‘Just then he was leaving for America, there to try to find a vanished 
Negro sweetheart.’ 

He also repeated this assertion in 1941 in a letter to Richard Muller.2  
However, even today, there are many who refuse to take Grainger 
seriously, feeling that he had been taken in by a tall story told to him by the 
English composer.  For instance, Don C Gillespie, in a paper entitled 
Frederick Delius’s ‘Zwei Braune Augen’3 which deals with one of two songs 
that Delius wrote during his sojourn in Florida, acknowledges that the text 
of the song 

‘might lend some credence to Delius’s later confession to Percy Grainger 
that he had had a black sweetheart in Florida, a “lost love” whom he never 
forgot.’ 

He then informs the reader that 

‘Delius sometimes invented stories on the spot and Grainger tended to 
take people at their word.’ 

Coming as it does in an otherwise very scholarly thesis, this somewhat 
cavalier statement is so noticeably out of place that it beggars belief.  
Unsurprisingly, in my opinion, Mr Gillespie offers no evidence to support 
his observation regarding this, supposed, tendency in Grainger’s character 
– probably because none exists.  On the contrary, there is nothing in 
Grainger’s character that we know of to suggest that he was the sort of 
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person who took people at their word without question.  It is patently 
evident that Percy Grainger, although fun loving, was a worldly, well-
travelled, investigative man, well aware of his own sexual inclinations, who 
most certainly did not have his head in the clouds, and who invariably went 
to painstaking lengths to ensure that the truth be told.  Note, for instance, 
his advice to the editor of The Australian Musical News, given in a letter 
accompanying his article, in which he says 

‘… leave out anything you may dislike, though my own opinion is that it 
is a mistake to cut out all “disillusionising” (sic) elements or to try and 
make Delius’s personality agree with the mood of his music. If true 
accounts of Delius are suppressed a Delius-myth will grow up that is silly 
and harmful to a sane view of art and artists.’ 

Percy Grainger knew Delius for 27 years from 1907 until Delius’s death in 
1934.  During those 27 years he became an intimate friend of the composer.  
As Christopher Redwood quite correctly says in his preamble to Grainger’s 
article on Delius’s personality4, he 

‘sacrificed valuable time from his own career to help nurse him through 
his long illness, and to write down his music when his sight was failing.’ 

Indeed, the pair must surely have discussed many personal matters during 
their conversations.  In short, if Grainger said that Delius had a Negro 
sweetheart whilst in Florida, then we can bet our proverbial bottom dollars 
that a Negro sweetheart he did have. 
 Grainger’s account has also been further endorsed by Katherine Jessel, 
the grandchild of two of Delius’s closest friends, Norman and Adine 
O’Neill.  In 1988 Mrs Jessel wrote to the editor of The Delius Society Journal, 
and her letter was published in the summer of that year5.  Since then the 
letter has largely passed without comment, and there has been very little 
mention of it, but because I feel that it contains some important information, 
a reiteration of part of its content would not go amiss.  Katherine Jessel 
writes in part: 

My grandparents, Norman O’Neill and his wife Adine, were intimate 
friends of the Deliuses for over thirty years.  The fact of Delius’s great love 
affair was common knowledge in our family (I was certainly aware of it 
from the age of about 8 years old) and it was Jelka herself who not only 
told my grandmother the whole story, but who wanted, with Delius, to 
search for the child (believed to be a son) in Florida.  Whether this journey 
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took place I have no idea.  Anyway, there was no ‘perhaps’ about her 
knowledge of the affair, she knew everything there was to know, and at 
this distance in time it is well that the full extent of her remarkable support 
for Delius should be appreciated. 

 As far as I am aware there is no written proof for this central drama of 
Delius’s life in my family’s possession – but I would have thought such 
intimate knowledge (shared by Delius’s closest associates) and based on 
long-standing friendship, to be in itself persuasive enough evidence. 

In view of Don C Gillespie’s contention regarding Delius’s ability to invent 
stories on the spot, one feels compelled to enquire whether Katherine Jessel, 
not to mention Jelka Delius, invented this story on the spot as well, or 
whether they’re all speaking the truth.  In The Lost Child documentary, 
Grainger’s account concerning the reasons for Delius’s return trip to Florida 
in 1897 was also sanctioned by none other than Eric Fenby.  So, if Mr 
Gillespie’s statement is to be taken seriously, we should possibly consider 
whether it should be extended to more of Delius’s intimate friends and 
family members.  It should also be pointed out that none of Delius’s close 
associates has ever gone on record as saying that the story of the Negro 
mistress was a lie. 
 Interestingly, in the very same issue which contained Katherine 
Jessel’s letter, another letter appeared from a Society member who 
expressed discontent with the ‘saga of Delius and his black mistress’, and 
wondered whether any dedicated enthusiast for Delius’s music could 
possible find any interest in the extended discussions that had occurred 
regarding the affair, especially considering that ‘many regarded it as purely 
speculative’.6  In my view, Katherine Jessel’s letter takes the matter totally 
outside of the realms of speculation, so perhaps we should now consider 
why the saga of ‘Delius and his black mistress’ might be important.  
 In the final paragraph of her letter, Mrs Jessel makes a very acute 
observation.  She says that 

‘anguish, love and remorse are in themselves inseparable from – and 
indeed necessary to – the reconciling and redemptive power in Delius’s 
art.  This paradox is the strongest suggestion we have that such forces 
were at work in Delius’s own life.’ 

Previously, in her thesis Delius And His Violin Concerto,7 Tasmin Little had 
come to similar conclusions regarding something that seemed to have 
occurred in Delius’s life that had caused him 
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‘great pain, anguish, and a recurrent yearning, which is never far away 
from – and is often the prime feature of – his music.’ 

Tasmin cites the Idyll as being ‘the final, direct and most poignant 
expression of it’ but also suggests that it would be valid to try to determine 
the nature of the emotional impact that had caused so much pain and 
yearning, and when it had occurred.  Even from the little we know, 
expressed in the narratives and quotes given above, the Florida affair 
certainly fills the necessary criteria, and if it was the trigger for certain 
qualities in Delius’s musical voice which became predominant in his music, 
we must consider the strong possibility that, without it, we may well not 
have had the Delius as we know him.  As I’m sure we all appreciate, as with 
all art forms, music is not merely the result of a compilation of technical 
procedures, and the mechanisms of the creative process are perhaps among 
the most enigmatic occurrences in the human experience.  This is 
particularly relevant to music of an extreme personal nature; Delius 
possessed a virtually unique tonal palette which, under a given set of 
circumstances, he could use to convey a particular sense of longing.  It 
didn’t arise from nowhere; something transpired which, at the very least, 
contributed to its manifestation.  
 In her aforementioned thesis, Tasmin Little did an admirable job of 
combining her perception of the qualities of yearning and regret inherent 
in Delius’s Violin Concerto with an analysis of the work’s technical virtues 
and difficulties, as well as an informative debate regarding its critical 
reception.  Despite this, her sentiments, with regard to the part that the 
Florida affair may have played in stimulating the more poignant passages 
in the Violin Concerto and other works, came under attack from Professor 
William Randel in his article More on that long-lost Mistress.8  Professor 
Randel’s main objections were later answered in detail by John White in his 
2002 essay The Metamorphosis of Margot,9 including the professor’s statement 
that 

‘the words of the Idyll were supposedly furnished by Robert Nichols from 
a poem by Walt Whitman with its first line used as title, “Once I pass’d 
through a populous city”‘. 

Professor Randel had also said that 
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‘only the first few lines of the Idyll are Whitman’s; all after “forgotten by 
me” was freshly created, presumably by Nichols, who, to express it 
generously, was hardly Whitman’s peer as poet.’ 

Regarding this, John White stated that 

‘Robert Threlfall had traced nearly every one of these lines and had 
verified that they all came from poems by Whitman.’ 

However, I had already undertaken something similar in 1980, eight years 
before Professor Randel’s article was published in 1988.  Even after all this 
time, I can well remember sitting in my public library one Saturday 
afternoon, poring through every book of Whitman’s poetry that I could lay 
my hands on, trying to locate the source for each line of the Idyll.  My results 
were published in my article Margot la Rouge. Part One: Background and 
Libretto10.  So, the truth of the matter was already there, in a Society Journal 
for the professor to see.  Sadly, William Randel seemed blissfully unaware 
of it.  Although I have no doubt concerning Professor Randel’s professional 
credentials, the lack of sufficient investigation in this particular instance 
was regrettable, and in my view, the majority of the remainder of Professor 
Randel’s critique is largely circumstantial.  It should also be noted that his 
doubt concerning Jelka’s knowledge of Delius’s black mistress also proved 
to be unfounded, as established in Katherine Jessel’s letter.  
 I often wonder whether the resistance to this episode in Delius’s life 
would be as intense if he’d had an affair with a white girl whilst in Florida.  
Be that as it may, before I proceed to delve into the Florida census records, 
there is one final matter that I wish to confront.  Whilst, as must now be 
obvious, I fully accept that the story of Delius’s Negro mistress was true, 
one thing has always puzzled me ever since I first saw the BBC programme 
The Lost Child.  About three or four minutes into the documentary, Tasmin 
Little tells how she believes that the special quality in Delius’s music is 
bound up with the experience he had in Florida between 1884-85; the love 
affair of his life that came to nothing.  Tasmin then says that ‘it was with a 
black girl called Chloe,’ but we are not given any clue as to precisely where 
this information came from.  Furthermore, I couldn’t recall ever having seen 
the name ‘Chloe’ in any of the published literature on Delius in my 
possession.  Before writing this article, I checked again, but still nothing 
appeared.  I then went online in order to see if I could discover anything 
there.  After some searching, I stumbled across an article from The Telegraph, 
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that had first been published on 28th June 1997, in which Tasmin Little 
describes her quest to locate the identity of the black girl and Delius’s son11. 
At one point in the article she says 

‘I was excited to read an article written by Percy Grainger, in which he 
said that his close friend Delius had had a black sweetheart during his 
initial stay in Florida in 1884-85 and that the girl later bore his son. Upon 
reading more, I found that this girl was called Chloe, and that on a 
subsequent trip back to Florida in 1897, Delius tried to find both her and 
the child.’ 

Once more, there is still no indication as to where the information 
concerning the name came from.  All we are told is ‘Upon reading more,’ 
which doesn’t exactly provide a precise pointer.  Nowhere in his article The 
Personality of Frederick Delius does Grainger mention the name ‘Chloe’, so I 
found myself as much in the dark as before.  
 I then found another webpage (seemingly a possibly defunct BBC 
online webpage now linked to the ‘Thompsonian Institute’)12 which also 
appeared to provide a description of Tasmin’s quest.  Herein appeared 
some more tantalizing snippets of information, for in this article we are 
informed that 

‘Grainger’s biographer claimed that the girl’s name was Chloe, a 
“quadroon” and that the child was a son.’13 

Now, unless I’m badly mistaken, apart from some minor biographies of 
Grainger that have been published over the years, I only know of one major 
biographer of Percy Grainger, and one major biography of him, those being 
John Bird and his book Percy Grainger.14  Whether John Bird is actually the 
person referred to, I cannot, of course, without clarification be certain, but 
I’ve searched John Bird’s biography of Grainger on a number of occasions, 
looking up every single index reference for Delius, etc, and unless I’ve got 
a terrific blind spot for the name Chloe, I have to report that I can’t find any 
reference to it anywhere in the publication whatsoever.  Moreover, the 
statement ‘Grainger’s biographer claimed …’ rather begs the question as to 
where ‘Grainger’s biographer’ gleaned this information from.  Was it from 
a letter published elsewhere, or is it contained within a letter or document 
as yet unpublished?  I certainly find it most odd, not to say frustrating, that 
such a vital piece of information, (vital, because without it, there is 
absolutely no point in attempting even the most cursory perusal of the 
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Florida census records for the years in question), continually appears 
without citation or reference.15  The assertion that the girl was a quadroon 
is also, as we shall see, important, and it is also another piece of information 
that, for some strange reason, doesn’t seem to appear anywhere else.  
Unfortunately, for the time being at least, I shall, reluctantly, have to leave 
the matter as it stands.  Hopefully, someone will enlighten us further. 
 
The census records 
In order to aid her investigations, Tasmin Little employed the services of 
genealogist Charles Tingle from the Historical Preservation Society in St 
Augustine, Florida.  Out of three females by the name of Chloe who appear 
in the 1885 Florida State census records, the only one who was eligible was 
a 17 year-old girl named Chloe Baker who lived at Racy Point, near to 
Solano Grove. 
 Before I proceed further, the reader should be aware that the census 
records which follow often contain inaccuracies.  Names are sometimes 
misspelled, dates of birth are sometimes estimated (albeit within a few 
years), and some census records provide more information than others.  
Also, the census taker had to go on the information that he was given.  He 
may not necessarily have personally seen all of the individuals that he 
listed. 
 Using an online census directory16 I located the 1885 census for the St 
Johns County, Florida, that is referenced in the TV documentary.  This 
particular Baker family is spread across two pages, and at the very bottom 
of the first page (which is the one shown in Figure 1a), Chloe’s father (or 
adoptive father, as the case may be) is listed.  His name is Charles, and he 
is of black race, born in Georgia.  He is recorded as being 45 years of age at 
the time that the census was taken.  The remainder of the family appears on 
the next page, and Figure 1b shows a segment of that page which contains 
the main details concerning Chloe, her siblings, and her mother.  As can be 
seen, Chloe’s mother, Alice, is of black race, and 40 years of age at the time 
the census was taken.  Second down the list is Chloe herself.  She is 17 at the 
time the census was taken, her (estimated) birth date being given elsewhere 
on the census as 1868.  Further along the line, her birth place, as with that 
given for her parents and siblings, is Georgia.  Chloe is the eldest of five 
children, being followed in age by her sister Carrie, her two brothers 
Charles  and  Thomas,  and  another  sister  named  Phillis.  The interesting  
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Figure 1a - 1885 census for the St Johns County, Florida 
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Figure 1b - 1885 census for the St Johns County, Florida 

point to be noted is that, in the column denoting ‘color’, next to Chloe’s 
name, there appears the letter ‘M’ (mulatto), unlike her parents, sisters and 
brothers whose names are designated with the letter ‘B’ (black).  The fact 
that Chloe is a mulatto; a term originally used to refer to a person who is 
born from one white parent and one black parent, not only strongly implies 
that, perhaps, Charles was not her real father, but it also ties in with, and 
could even be said to confirm, the (apparent) information generously 
provided by ‘Grainger’s biographer’ who, as we have seen, claimed that 
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Chloe was a quadroon; a term applied to define the ancestry of people 
generally of African and European ancestry in the slave societies of the 
Americas. 
 When Charles Tingle and Tasmin Little consulted the next census for 
the County of St Johns, taken in 1900, no trace of Chloe could be found.  This 
would indeed be the case if, as is claimed, she had fled the area during or 
before 1897 when Delius returned to look for her and his son.  They did, 
however, find, in another family with the surname Baker, a young boy by 
the name of Frederick W Baker, although there was a problem with the year 
of his birth.  We shall shortly study the relevant details in the 1900 census, 
but at this juncture, I must digress a little. 
 The examples of the following census pages that I shall now present 
were all located, with the exception of Figure 5, by Phillip Leonard, a friend 
of mine who lives in Utah.  I have known Phil for a number of years now, 
originally becoming acquainted with him through my interest concerning 
the possibility that, apart from the Norse (Viking) site at L’Anse aux 
Meadows in Newfoundland, (the only site widely accepted as evidence of 
pre-Columbian trans-oceanic contact), the Americas were known to other 
factions of the Old World civilizations before the time of Columbus.  Phil 
has undertaken some extremely detailed and thorough research into this 
possibility and, as a result, I know him to be a very careful and meticulous 
investigator who has discovered some intriguing hieroglyphic and 
petroglyphic evidence in some ancient American sites in Utah and 
Colorado.  Phil is also interested in genealogy, and has extensively 
researched the history of his own family which originates from England.  
Recently, when he told me that he would like to search the Florida census 
records to attempt to find some more evidence of Delius’s black mistress, I 
thought that, all things considered, it would be interesting to see what he 
might uncover.  Regrettably, Phil did not have much success, and he said 
that, even using some of the latest computer aids, his search had left him 
dead in the water.  Such an admission, coming from one with experience in 
genealogy, reveals, as I also was later to find out, how difficult and 
exasperating searching through the Florida census records can be.  
Nevertheless, upon closer examination of Phil’s results, it appeared that he 
had discovered something that shouldn’t, at least, be ignored.  The germ for 
an article on his findings arose as a consequence.  I shall shortly present the 

https://en.wikipedia.org/wiki/Pre-Columbian_trans-oceanic_contact%20/%20Pre-Columbian%20trans-oceanic%20contact
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Figure 2 - 1900 census for the St Johns County, Florida 

particular item of interest that Phil located, but for the moment, let’s return 
to Frederick W Baker and the 1900 census. 
 Figure 2 shows a portion of the 1900 census for St Johns County, 
Florida.  It contains the details of the Baker family that Charles Tingle 
located, and it was sent to me by Phillip Leonard.  This Baker family begins 
with Robert Baker, described as the head of the family, (8th name down on 
the list).  He is black, born in 1869, and aged 31 at last birthday.  Below him, 
comes his wife, Virginia, born in 1870 and aged 29 at last birthday.  There 
then follows a list of their six children, which includes Frederick W (the 4th 
child listed), who is recorded as being black, born in 1891, and 9 years of 
age at last birthday.  Although the name Frederick is tantalizing, we must 
remember that Delius didn’t actually change his Christian name from Fritz 
to Frederick until 1902, some seventeen years after he left Florida.  Even so, 
as Charles Tingle points out in the documentary, it is very unusual for a 
black person to have a middle initial during the time frame in which we are 
investigating.  (Mr Tingle says that this is the only instance he encountered, 
although I did find another example elsewhere in Florida.)  Apart from the 
atypical middle initial (which was also one of the two middle initials of 
Delius’s father), there is nothing really to connect the child either to Delius 
or, apart from the surname, to Chloe, who is now nowhere to be seen.  Even 
the year of Frederick W’s birth is wrong for the years when Delius’s child 
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would have been conceived.  In the TV documentary, Charles Tingle 
explained that the age of the child may have been falsified in an attempt to 
cover up his true identity, which is a plausible enough explanation.  It 
should also be pointed out that, ideally, a child of mixed parentage would 
be described, like Chloe, as a mulatto.  But, here again, we must ask 
ourselves whether this might have been yet another attempt to cover 
Frederick W’s true identity.  Even so, the links are very tenuous, and 
without substantiation it is difficult to accept them wholeheartedly.  
 However, there is a point in the information given in these census 
records that is worthy of mention.  Although the surname Baker is not 
uncommon in the Florida census records, is it simply pure coincidence that 
the two families that we have encountered in the 1885 and the 1900 censuses 
have the same surname, or could they be related?  If, in the 1900 census, we 
look at the column third from the right which has the heading ‘Place of birth 
for this Person’ we learn that Robert, Frederick W’s father, was born in the 
State of Georgia, the same state in which Charles, Chloe’s father, was born.  
Would it not, therefore, be reasonable to consider the possibility that Robert 
might have been be a younger brother of Charles, or if not, another close 
relative?  It wouldn’t be beyond the bounds of probability, and if so, neither 
would the possibility that Chloe, unable to support both herself and her 
child, might have given him to Robert and his wife for safe keeping.  Of 
course, all of this can only really be speculative in nature because, 
unfortunately, there do not appear to be any records in the 1885 censuses 
that give details of siblings, etc, for either Robert or Charles Baker that 
would substantiate such possibilities.17 
 Phillip Leonard also sent me the 1920 census for the County of St Johns, 
Florida, because it possibly contains another entry for Frederick W Baker, 
although on this census page the person in question appears as ‘Fred Baker’.  
I have included the relevant portion of that census (Figure 3) and Fred Baker 
is the 9th name down on the list.  If it is the same person, he is now married 
to someone named Bertha.  He is recorded as being 29 in the year that the 
census was taken, which would make the year of his birth 1891 (the same 
year that Frederick W Baker was born).  He was born in Florida, and his 
father was born in Georgia, all of which match the facts for Frederick W and 
his father Robert, but it also states that his mother (who may, considering 
our enquiry, have been his adoptive mother, named as Virginia in the 1900 
census, and recorded as  being  born in the State of Florida),  is  now shown  
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as being born in the State of Virginia.  That discrepancy rather suggests that 
we are not dealing with the same person, although, to indulge in 
speculation once more, it’s possible that Robert and Virginia may have 
separated, and the 1920 census is referring to a second wife of Robert.  
Whatever may be the truth behind all this, the trail then runs cold in 
ensuing census records, so we must take leave of the Chloe Baker and the 
Frederick W Baker who are featured in The Lost Child without having really 
discovered anything that could provide, or help with, positive 
identification. 
 The third census record sent to me by Phillip Leonard, is the most 
interesting because it is here that we are presented with a possible 
alternative candidate to the one that we have been following.  Figure 4a 
shows another 1900 census page, not for St Johns County, but for Jackson 
County, where there appears yet another family which, by another strange 
coincidence, also has the name of Baker. 
 Unlike the County of St Johns, which is situated in the northeast of 
Florida, Jackson County is some distance away towards the northwest of 
the state.  For those who may feel that we are now in the wrong place before 
we’ve even started, bear in mind for a moment that we are told that Chloe 
fled St Johns County having received news that Delius was intending to 
return to look for his child.  We don’t know where she fled to, and by 1900, 
when this census was taken, Chloe would have had ample time to have 
travelled some considerable distance, especially if she had wanted to put as 
much space between herself and St Johns, with all its memories, etc, as 
possible.  Also, having given birth at such a young age, she would certainly 
have been looking to find, as soon as possible, a partner who would be in a 
position to support her and her child.  If the Chloe listed in the census page 
shown in Figure 4a is, in fact, Delius’s Chloe, then it would appear that she 
was successful in her search.  
 As can be seen in Figure 4b which shows a segment of the 1900 census 
for Jackson County, this particular Chloe is, in that year, the wife of Canty 
Baker.  Chloe is described as being born in September of 1870, making her 
29 years of age in the month of June 1900 when the census was taken, and 
more importantly for our purposes, 14 or 15 years of age during the years 
when Delius was in Florida.  If this person is indeed Delius’s Chloe, then 
it’s little wonder that Delius couldn’t find her when he returned to St Johns 
County in 1897 because, by that time, she could have been two hundred 
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Figure 4a - 1900 census for Jackson County, Florida 

miles away in Jackson County, or on her way to that destination.  Of 
particular interest is the fact that Chloe also has a son named Frank, one of 

Figure 4b - 1900 census for Jackson County, Florida 
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seven children, six of which were alive at the time of the 1900 census.  Even 
more relevant is the fact that Frank is recorded as having been born in 
October 1887.  This particular year is much, much closer to that required for 
the birth of a son of Delius and his Negro mistress than the year (if accurate, 
and not falsified) of 1891 given for the birth of Frederick W.  In fact, in the 
whole of the census records for this period, it’s the only date given for the 
birth for a boy born to a Chloe that meets the necessary criteria so closely.  
However, even though this is all beginning to look very promising, there 
are two flies in the ointment.  
 Firstly, I can find no evidence that a Chloe, born in 1870, was ever in St 
Johns County at the time that Delius was there.  There isn’t any such entry 
in the 1885 census, but, then again these census records for the period are 
far from being fully comprehensive, and Chloe, for a number of reasons, 
could easily have slipped through the net of a census taker.  Therefore, 
although I could plead that absence of evidence does not constitute 
evidence of absence, I have to admit that the lack of actual proof does 
weaken the case somewhat.18  
 Secondly, the date for Frank’s birth (1887) is certainly, as I’ve stated, 
very close to the necessary requirements for the birth of Delius’s child, but 
it’s still not quite close enough.  Delius set sail for Florida in March 1884 
and, according to Dr Lionel Carley, he deserted Solana Grove in the 
summer of 1885.19  A child conceived during that period, even if it was 
conceived in early 1885, would have been born in the closing months of the 
same year.  1887 is really over a year too late, although we must bear in 
mind that the birth dates given in the census records were often estimated 
and can’t be guaranteed as being totally accurate.  As we shall soon see, this 
possibility will receive some confirmation in the case of Frank.  
 Meanwhile, the 1910 census for Jackson County shows the family to be 
still living there.  The children who appeared in the 1900 census, Weldon, 
Reuben (now spelt as Reubin), Anderson, George, and Willie (now spelt 
William) are all recorded, plus two daughters born after 1900, but Frank is 
missing.  Perhaps, by the age of 22, he had left home to make his way in the 
world, but I think I may have located him again in a census for Orange 
County, Florida, taken in the year 1935.  By this time, Frank, according to 
the 1900 census, would have been about 48 years old.   Instead of showing 
the actual 1935 census form in this instance, which is rather faded and 
difficult to read, I am instead providing the information that accompanies 
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Figure 5 – Information on Frank Baker from the 1935 census for Orange County, Florida 

the form on the website, and which shows the relevant points of interest in 
clear detail.  See Figure 5.  
 As is often the case with these old Florida census records, many of 
which are invariably deplete in information regarding parents, etc, as this 
particular form is, it is difficult to know for certain whether one is dealing 
with the same person.  However, the 1935 census form shows a Frank Baker 
living in Apopke, Orange County, Florida.  His age is (formulated) as 49 
years, and his date of birth is now (estimated) as being 1886.  If Delius’s 
child had been conceived during the period shortly before Delius left Solana 
Grove, for instance, late March, April or May, then a birth in early 1886 
would be feasible.  For that reason, although there are still some ‘ifs and 
buts’ involved, I have included the case of Frank Baker because it would 
appear that there is a match between his birth year and the year in which 
Delius’s son could have been born. 
 
Conclusion 
To sum up, there are now two possible candidates that could potentially, 
albeit with reservations, fill the role for Delius’s son.  So, although we may 
tentatively ask, was it Frank or was it Fred, the question cannot really be 
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answered because all of the evidence, such as it is, is circumstantial.  Also, 
by its very dint, the whole investigation, whichever way one turns, is 
fraught with problems and difficulties which, in turn, lead to a whole host 
of conjectures, assumptions, speculations and possibilities.  At least, I hope 
that the journey has been interesting, if not entirely rewarding.  
 I also hope that I have possibly encouraged a little more sensitivity and 
understanding towards the concept that Frederick Delius had an affair with 
a Negress while in Florida, and that, among the reasons given for his return 
trip in 1897, the explanation that he went in search of his Negro mistress 
and child should not necessarily be construed as being, to quote the word 
employed by Dr Lionel Carley, the more ‘exotic’ of the possible motives.20  
After all, such an deed surely speaks to Delius’s humanity.  Should we 
really be denying him that? 
 Of course, it’s more than possible that Delius’s Chloe and her son, for 
one reason or another, escaped inclusion in any of the censuses for the 
period.  There is also the possibility that some new information may yet 
emerge that will help to lead to a positive identification of Delius’s lost 
child, but at this late stage in the proceedings, I don’t think we should hold 
our breath. 
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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 1916. 
 

Whilst the war raged on in Europe, the first half of 1916 found Delius 
finishing work on the Requiem.  A mild winter allowed him also to work on 
his garden which had been neglected whilst he and Jelka were away from 
Grez. 
 This was a busy year for Delius:  he completed three movements of his 
String Quartet, composed the Dance Rhapsody No 2, and began a set of Four 
Old English Lyrics as well as the Violin Concerto and a Sonata for cello and 
piano.  In January Delius wrote to Percy Grainger: 

‘I have been working at the Requiem and have now completed it and am 
just longing to show it to you –’.1 

As Delius wrote to Heseltine also in January 1916, he was also very keen to 
show the completed Requiem to his young admirer2.  In May 1916 Delius 
responded to a letter from C W Orr remarking: 

‘I am just finishing a String Quartet – last year I finished a Requiem (not 
religious) & a Concerto for Orchestra Cello and Violin which I hope you 
will hear in the coming season.’3 

 Delius was delighted with the news of performances of his music in 
America which Grainger had written to him about in January 1916.  
Grainger had sent Delius American reviews of recent performances, likely 
to have been mainly of the Piano Concerto, premiered in New York by 
Grainger on 26th November 1915.  He told Grainger in reply to his letter 
that he hoped that Sea Drift, The Song of the High Hills, An Arabesque, 
Fennimore & Gerda or the Requiem might be performed in the USA, as none 
of them had so far been heard there4.  Lionel Carley remarks that whilst 
Grainger worked hard to raise enthusiasm for Delius in the US, Marie 
Clews, a friend of the Deliuses, also helped by contacting her Philadelphia 
connections in order to encourage the performance of Delius scores there5. 
 Delius remained at Grez for the first part of 1916.  At this time he was 
thinking of the possibility of visiting the USA in 1917 or 1918 to promote 
performances of some of his major works, if the war was over by then.  
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 With the arrival of the New Year, as he moved into his mid-50s, 
Delius’s health was holding up.  In a letter to Philip Heseltine in March 1916 
he wrote: 

‘I have been, & am, very hard at work & in good form6.’ 

Jelka, in a letter from to Adine O’Neill sent in February 1916, writes: 

‘Fred has been working splendidly here and has been very well and that, 
I am sure, is a lot owing to the French food7.’ 

Sadly this period of good health for Delius was not to last. 
 
Paul Chennell 
 
 

1 Lionel Carley  Delius:  A Life in Letters Volume 2 (1909-1934), Scolar Press 1988 p162 
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5 Ibid p161 
6 ed Barry Smith Frederick Delius and Peter Warlock:  A Friendship Revealed, OUP 2000 p205 
7 Lionel Carley  Delius:  A Life in Letters Volume 2 (1909-1934), Scolar Press 1988 p165 
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OBITUARIES 
 

ROY PRICE 
 

The more senior members of the Society will be saddened to hear of the 
death in November of Roy Price, aged 83.  As well as being a long-standing 
and enthusiastic member of The Delius Society, with a particular passion 
for orchids and roses, Roy had a strong feeling of Christianity and was a 
keen and very active supporter of certain charities, especially the Muscular 
Dystrophy Campaign and the Motor Neurone Disease Association of which 
he became Director.  Towards the end of his professional life he also helped 
people with AIDS.  Some members will remember the charity events he 
organised in St Mary’s Church at his Northamptonshire home town of 
Higham Ferrers, when well-known musicians such as Ian and Jennifer 
Partridge and David Wilson-Johnson would perform.  It was in August 
2007, while on a musical cruise, that Roy met his future wife, Margaret, at 
Grieg’s house near Bergen.  They were married in July 2008 and the 
following year, both having relations in Wales, they moved to Swansea 
where they had six happy years together. Appropriately, music by Grieg 
and Delius was played at Roy’s funeral.  We offer Margaret our sincerest 
sympathies on her sad loss. 
 
Stephen Lloyd 

 
 
 
ALAN GORDON LOVGREEN 
Alan Gordon Lovgreen, long-standing member of The Delius Society, died 
on New Year’s Day.  Known to everyone as Gordon, he had a lifelong 
passion for Delius’s music, avidly seeking out new recordings, radio 
broadcasts and local live performances.  His son Chris writes: 

‘Invariably if there was some latest recording or concert featuring Delius 
on Radio 3 or Classic fM he would sit enthralled while mentally taking 
notes on the differences in interpretation and performance.’ 

He contributed several articles to this Journal over a period of nearly 20 
years, on subjects ranging from the Delius output of BBC Radio 3 to Delius’s 
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operas; his writing was often witty yet he was not afraid to be critical when 
necessary.  He died just a month short of his 92nd birthday. 
 

 
 
 
JEAN GIBSON 
Jean Gibson, long-time member of The 
Delius Society and widow of Roland Gibson, 
the Society’s founder, died on Monday 25th 
January 2016.  Her funeral was held on 10th 
February at St Lawrence Church in Eastcote.  
Both Jean and Roland loved the music of 
Delius and Jean asked for his music to be 
played at her funeral. 
 Anyone who would like to make a 
donation in her memory to the Michael 
Sobell House Hospice should write to the 
funeral directors:  JR Barton and Son, 109 
Victoria Road, Ruislip, Middlesex HA4 9BN. 
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BOOK REVIEWS 
 

NORMAN O’NEILL:  A LIFE OF MUSIC 
Derek Hudson 
New edition prepared by Katherine Hudson and Stephen Lloyd 
EM Publishing 2015 pp208 
ISBN: 978-0-9572942-1-9 
£10 
 

The year 1934 saw the deaths not only of Elgar, 
Delius and Holst but also, following a tragic road 
accident, of Norman O’Neill, aged only 58.  This 
much-loved figure, a member of the ‘Frankfurt 
Gang’ and a close friend of Delius, was especially 
renowned for the music he wrote for many theatre 
productions, most famously J M Barrie’s Mary Rose 
and Maurice Maeterlinck’s The Blue Bird. 
 Katherine Hudson, granddaughter of the 
composer, has overseen the preparation by EM 
Publishing of a new edition of this definitive 1945 
biography by her father Derek Hudson, with end-
matter extensively revised and amplified by 
Stephen Lloyd and additional photographs.  Percy Grainger expressed his 
gratitude to the author on the book’s appearance 

‘for having written such a masterly & heart-warming tribute to our dear 
genius-friend ... with your inspired insight into and sympathy with the 
subject’.   

First we should say a few words about the author, Derek Hudson (1911-
2003), who was a journalist.  He was educated at Shrewsbury and Merton 
College, Oxford, and married Yvonne O’Neill in 1939.  He joined the 
editorial staff of The Times in 1938 and remained there until 1948; he then 
became the literary editor of The Spectator between 1949 and 1953.  Hudson 
joined the editorial staff of Oxford University Press in 1955 and stayed for 
ten years.  His many books include A Poet in Parliament; a number of 
biographies of literary and artistic figures, Writing between the Lines: An 
Autobiography, as well as the present volume concerning his father-in-law. 
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 Norman O’Neill first met Delius in 1907, and they both worked to 
establish the ill-fated Musical League in the next year or two.  These two 
composers remained close friends until their deaths in 1934.  Derek Hudson 
devotes a whole chapter to Delius; such was his importance to the younger 
composer.  Delius often stayed with Norman O’Neill and his wife when 
visiting London and in this chapter we are given a vivid picture of the 
friendship of the two men.  Norman’s wife Adine O’Neill recalls how in 
1909, at a rehearsal for the first performance in London of A Mass of Life, 
Delius stopped proceedings and told the performers that something was 
wrong but he could not identify what it was.  Also in this chapter Derek 
Hudson mentions that around the time of the first performance of The Song 
of the High Hills in 1920 Delius was in correspondence with O’Neill, who 
was preparing programme notes for the concert.  Delius attempted to 
outline his intentions in composing the work, and asked O’Neill to explain 
them in the programme.  Once again Delius stayed with his friends in 
Pembroke Villas for the performance itself.  Delius was the composer with 
whose music O’Neill had the closest affinity. 
 In Delius as I Knew Him Eric Fenby says of O’Neill that he was one of 
the few people Delius really loved: 

‘That impersonal, almost indifferent attitude which characterised most of 
his human relationships left him completely whenever mention was made 
of O’Neill.’ 

He goes on to recall that 

‘O’Neill was devoted to Delius, though not blindly.  Of all men, he knew 
his Delius the man just as well as he knew his Delius the composer.  He 
told me that Fred’s music meant more to him than the work of any 
composer, past or present.’ 

Fenby continues by saying of O’Neill: 

‘I, for one, will always remember him with gratitude, for without his 
moral support or advice the difficulties with which I had to contend at 
Grez as time went on would have been too much for me.  He understood 
everything.’   

At the beginning of the book Katherine Hudson explains: 

‘Norman O’Neill:  A Life of Music is testimony not only to a lost world, but 
to the special contribution it made to English music.  Indeed the passage 
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of 70 years allows a new perspective on its artistry – and of O’Neill’s in 
particular – to emerge.’ 

 Thanks are given to Stephen Lloyd, who has added indexes and a 
bibliography, and to Lionel Carley for providing transcripts of letters from 
the Deliuses to Norman O’Neill.  The book also has many new illustrations 
freshly chosen from the O’Neill family archive.  Anyone who owns a copy 
of the original edition of this book will be well advised to obtain a copy of 
this new edition because of these fascinating and enjoyable additions.  This 
book is attractively produced and will appeal to Delians and anyone 
interested in the history of theatre music and English music generally at the 
beginning of the last century. 
 
Paul Chennell 
 
 

Readers may also be interested in Martin Lee-Browne’s article on O’Neill, Delius and Others 
on page 42. 
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FELIX APRAHAMIAN:  DIARIES AND SELECTED 
WRITINGS ON MUSIC 
Edited by Lewis & Susan Foreman 
Boydell Press 2015 pp456 
ISBN: 978-1-78327-013-2 
£45 (25% discount for Delius Society members – see below) 
 

Felix Aprahamian (1914-2005) used his enormous 
influence with care and focussed his interests with 
precision.  One of those interests, which from his 
teenage years became a passion, was the music of 
Delius and this, along with his eminence in the 
world of music, made him a natural candidate for 
the role of President of The Delius Society, 
following Eric Fenby’s death in 1997.  (Latterly he 
described himself as ‘President emeritus’, but he 
actually remained in post for the rest of his life.)  
Delius and his music are like a golden thread 
running through this book and so there is every reason for members of the 
Society to read it, particularly as it consists largely of transcripts of Felix’s 
own writings. 
 In his eighties, Felix announced to a large number of people that he 
was engaged in writing his autobiography, and he received every 
encouragement; but other tasks distracted him and what he actually left 
amounted to just three pages.  These are reproduced and they usefully 
sketch out the family history but they leave Felix at the age of four, 
recovering from that contemporary scourge of childhood, diphtheria.  
Fortunately, Felix delivered a series of autobiographical talks on the BBC 
World Service in the early 1980s and Lewis Foreman (who, incidentally, 
hints that a full biography may materialise in the future) draws on these to 
provide a further 40 pages on the life and work. 
 Felix did not shine at school (‘I failed Matriculation because I 
discovered music’) but caught up through evening classes at the local 
Working Men’s College.  His father found him a job when he was 17, but 
Felix was not cut out for life as an office boy in the City.  His first love, from 
before the age of ten, had been music.  Some piano lessons were (to use his 
expression) ‘inflicted’ on him in childhood, but he received no formal 
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tuition in musical theory or composition, or indeed a higher academic 
education.  While he was still at school, his introduction to modern music 
came through the extraordinary organ works of Sigfrid Karg-Elert.  (He 
remained true to the organ, its literature and its executants for the rest of 
his life and was a prominent campaigner for the restoration of the great 
‘Father’ Willis instrument at Alexandra Palace.)  This precocious lad, 
abundantly equipped with energy and enthusiasm, went on to become the 
confidante of a galaxy of musical celebrities of British, French and many 
other nationalities from the early 1930s onwards.  Later he acted as concert 
director of the London Philharmonic Orchestra and became Sir Thomas 
Beecham’s assistant.  He also steered the Concerts de Musique Française.  For 
41 years, from 1948 onwards, he was Deputy Music Critic to the Sunday 
Times, acting as second string originally to Ernest Newman and then to 
Desmond Shawe-Taylor. 
 The secret of Felix’s success depended largely on his knack of always 
‘being there’, that is wherever the musical action was, or wherever he 
deemed it to be, which could sometimes involve more than one venue in an 
evening.  An arch ‘hanger on’, he made himself into an integral part of the 
London musical scene and latterly could blag his way into most halls and 
houses.  Armed with the relevant scores or programmes for autographs – 
Felix was an inveterate autograph hunter – he would cajole, flatter and 
buttonhole his way into receptions, parties and conversations, much aided 
by the astonishing catholicity of his musical tastes. 
 Susan Foreman’s transcription of Felix’s musical diaries, occupying 
160 pages and with a similar number of informative footnotes, brings the 
man startlingly back to life for anyone who knew him.  If you can recall him 
in full verbal flight at Methuen Park or proposing the vote of thanks after a 
meeting of The Delius Society, you will find that this is also the style of his 
diaries.  He’s authoritative but slightly pontifical, opinionated but not 
bigoted, sometimes scurrilous, often richly humorous and always intensely 
informative.  Here we meet the character simultaneously out of Proust and 
P G Wodehouse, as his friend John Amis affectionately styled him.  Take 
for example the diary entry for 26th May 1933.  Felix and his concert-going 
friends Ernest Chapman and Donald Peart (all three were pillars of the 
London Contemporary Music Centre Study Circle) were to attend a 
performance of Kodály’s opera The Transylvanian Spinning Room conducted 
by the composer at Broadcasting House, followed by a reception given by 
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Mrs Robert Mayer.  The three were hungry so, with only minutes to spare 
before the programme started, they called at a nearby Lyons Corner House 
where Felix ordered ‘a large portion of baked beans on toast & a large 
coffee’.  This did not arrive immediately because ‘the wretched wench 
forgot our original orders’ (a characteristic hint of misogyny, this) and ‘I 
later paid the penalty for attempting to finish it’.  Felix writes admiringly of 
Kodály on the rostrum, his ‘slim, lithe supple figure’ and ‘the face of an 
apostle’, and of his opera, but devotes more lines to something that Arnold 
Bax (whom he revered) may or may not have said as he left the hall in 
company with Harriet Cohen (known as ‘Tania’).  There followed a mix-up 
on the underground but the three eventually arrived at the Mayer studio 
ahead of Kodály.  Everyone stood and clapped when the great man arrived.  
Felix writes that he did not remember his conversation with Frank Merrick 

 ‘as my real attention was drawn between excruciating pain in the belly & 
trying to catch what Tania was saying at the table’ 

which must have been challenging as she was alternating freely between 
English, French, German and Spanish.  Eventually, Felix was able to 
approach Kodály with his miniature scores. 

‘What a man!  He looks you straight in the eyes – his own seem to be 
fathoms in depth.  He talks English quite well but oh! so deliberately.  You 
feel that he could talk it quicker if he liked but that to speak slowly is more 
natural to him.  And so softly!  One has to strain to hear each measured 
word.’ 

Felix got his scores autographed, and 

‘when at last I had shaken hands with him & turned away I felt that he 
knew more about me than I did.’ 

Afterwards, the buses had ceased to run and, too impoverished to hail a 
cab, Felix eventually arrived home at 3.30 am.  He had to begin his day job 
at 7.45 am; it was a Saturday, which he spent 

‘half nursing my unhappy lot in Mincing Lane’ (his place of work in the 
City) ‘& half praising God for the glimpse of an earthly paradise 
vouchsafed me the previous evening.’ 

Members of The Delius Society will be glad to find Felix’s full account of 
his visit1, along with his faithful friends Ernest and Donald, to the Deliuses 
at Grez-sur-Loing in August 1933.  En route, they stayed with Donald’s 
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family in St Cloud.  While in Paris, Felix ‘hoped to “do” about seven 
churches’.  He began at St Sulpice, where High Mass was in progress.  A 
small altar organ was playing and was soon joined by the large West End 
organ.  Felix was entranced: 

‘Never anywhere have I heard such a thrilling ensemble.  It was one 
glorious blaze of reed tone.  Free tone but not gross.  The effect is quite 
undescribable [sic].’ 

The organist was none other than Charles-Marie Widor, then aged 89.  
Naturally, Felix tracked him down in the organ loft (boldly using a card of 
introduction that was actually intended for Vierne) and had him autograph 
a copy of the score of his Fifth Organ Symphony that he just happened to 
have with him.  Once in Grez, the time spent in Delius’s company amounted 
to only an hour but it etched itself indelibly into Felix’s memory, and he 
never ceased to recall it fondly. 
 The musical diaries cover the period January 1933 to June 1935 with a 
few short gaps.  It is an astonishing record of a musical life full to the brim, 
with concerts almost every evening.  Felix’s intellectual honesty shines from 
each page.  There is another entry, solitary in more than one sense, dated 
May 1944 in which Felix confides to his diary that he has fallen in love with 
a ‘transcendentally beautiful’ young woman who entered his life as a 
substitute harpsichordist.  He mourns the complexity of his self-imposed 
social arrangements that were set to blight their burgeoning relationship.  
The episode is not concluded.  Felix could have torn out the page at any 
time over the next 60 years, but perhaps he wanted us to read it. 
 The second half of the book is given over to short essays, articles and 
reviews on musicians, conductors, organists, vocalists, instrumentalists and 
others, but chiefly composers, most of whom Felix knew personally or had 
at least met. 
 The last section in the book is entitled ‘Remembering the Great 
Organists’ and a number of Felix’s heroes are to be found here.  It is difficult 
to account for the inclusion of an essay on Nadia Boulanger, for though she 
was indeed an organist, she was much better known as a conductor and as 
a pedagogue.  Furthermore, the piece deals almost entirely with her 
attempts to secure performances of Fauré’s Requiem. 
 Regrettably, it’s ‘nul points’ to the proof-reader of the jacket blurb, who 
has overlooked a mis-spelling of the name of the composer Messiaen.  That 
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trivial detail and the very occasional ‘typo’ aside, this is meticulously 
prepared work of which Lewis and Susan Foreman can be proud and which 
their readers will enjoy, from David Lloyd-Jones’s elegant foreword 
onwards.  It does not need to be read from cover to cover, but once picked 
up, this volume is difficult to put down.  The dust jacket is graced by June 
Mendoza’s wonderful seated portrait of Felix as many of us will remember 
him, dapper if slightly rotund, with a benign wisdom in his expression.  He 
looks as if he might be about to deliver a fascinating insight – a little-known 
fact about Ernest Bloch’s organ works, for example, or a previously unheard 
Beecham story – for our edification, admiration and amusement. 
 
Roger Buckley 
 
 

1 Brian Radford transcribed a talk that Felix gave to The Delius Society in November 1989 
during which he read the account of his visit to Grez-sur-Loing from his diary, with 
trenchant asides.  See DSJ 136 (Autumn 2004): pp 9-19 
 

SPECIAL OFFER for Delius Society members 
Members can obtain this book at 25% discount by purchasing direct from Boydell & Brewer 
and quoting the code 16035.  Orders can be placed by phone on 01394 610600, by fax on 01394 
610316, by email at trading@boydell.co.uk or online at www.boydellandbrewer.com.  Postage 
costs £3.00 per order in the UK, £7.50 per book (to a maximum of £30.00) to mainland Europe, 
and £13.50 per book outside Europe.  Please quote the code 16035 to ensure that the discount 
is given (the price after the discount is applied is £33.75). 
 

This offer expires on 1st June 2016. 
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CONCERT REVIEWS 
 

DOUBLE CONCERTO 
Malvern Theatre 
15th November 2015 
Amy Littlewood violin, Hetti Price cello 
Chandos Symphony Orchestra 
Michael Lloyd conductor 
 

Amy Littlewood and Hetti Price, with the pianist Jon French, won The  
Delius Society’s Prize in 2013, playing Philip Heseltine’s arrangement of the 
Double Concerto.  They repeated it in their Prize winners’ Recital at the 
Steinway Hall the following spring (with a different pianist), and this was 
their third performance of it with an orchestra – so their way with it is now 
a real joy.  They are, incidentally, planning to record the trio version.  

Not only are they musical colleagues, but they are also good friends, 
and they play as one – in the many unison passages, notwithstanding the 
one or two octaves between them, their violin and cello often seemed to be 
just a single instrument with an enormous compass.  In my review of their 
Prize performance (DSJ154), I said ‘their playing was totally unanimous, 
flowing, full-blooded or tender as needed, with impeccable tuning’ – all 
those qualities were present in this performance, but with a greater feeling 
of rapture than before.  The molto tranquillo and Very quietly unison passages 
just a few bars before the end were very special indeed – utterly magical.  
Throughout, one could see them listening to each other, having ears for the 
orchestra too, and clearly enjoying playing together. 

Michael Lloyd is a very experienced conductor, of opera in particular, 
and his rapport with the soloists, as if they were singers, was never in doubt 
– and there was some beautiful playing by the pro-am Chandos Orchestra 
(which is based in Malvern), especially from the four horns and the 
bassoons.  From start to finish, this was echt Delius playing – he would have 
been delighted to hear it. 

The concert had begun with a cheerful and purposeful account of 
Vaughan Williams’ Overture to The Wasps, and the final work was Elgar’s 
Symphony No 1 – a challenge for any orchestra.  Elgar’s big works are 
notoriously hard to balance well, and in that respect the performance did 
not quite come off, for the brass were often over-prominent, and the strings 
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needed more weight; nevertheless, the Orchestra could feel very proud of 
themselves, and the glorious slow movement was particularly satisfying.  
An excellent concert. 
 
Martin Lee-Browne 
 
 

 
 
 
VILLIERS STRING QUARTET 
Holywell Music Room, Oxford  
25th November 2015 
 
For those who don’t know it, the Holywell Music Room, the oldest concert 
hall in Europe, built in the centre of Oxford in 1742, is a gem.  (There are 
some excellent pictures of it on Google: Holywell Music Room – Images).  
Although not particularly comfortable, it’s a lovely room, and the acoustic 
is marvellous for both chamber music and singers.  The Villiers Quartet will 
be Quartet-in-Residence in Oxford for the next three years, in a 
collaboration between the University’s Faculty of Music, The Radcliffe 
Trust and the ever-enterprising promoter of the best concerts in the city, 
Music at Oxford. 
 Their imaginative programme coupled the String Quartets of Fauré, 
Delius and Elgar – all composers who struggled for recognition in their 
early years – and both the Delius and the Elgar were written ‘in exile’ 
during the Great War, respectively in 1916 and 1918.  Delius had fled to 
London from Grez, and Elgar from London to Brinkwells, a country cottage 
in Sussex.  No doubt engendered by the worries of the War, throughout the 
Elgar, and in the last movement of the Delius, there are feelings of tension 
and conflict, but underlying both is (as the programme note said) 

‘an awareness of the transience of youth and of the passing seasons’ 

and 

‘an autumnal atmosphere … [that] seems wry, hesitant, probing’. 

  



String Quartet score inscribed by John Barbirolli to Martin Lee-Browne’s grandfather, 
Delius’s great friend Frederic Austin, who ran the British National Opera Company in 

the 1920s, with which Barbirolli was an up-and-coming young conductor.
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All three works received masterly performances.  The Fauré was written 
only two months before the composer died, and from the viola’s lament in 
the opening bars there is a poignant, resigned, but not unhappy, feel to the 
music, lasting right up to the last dozen bars of the Allegro last movement.  
The restrained body-language of the players said it all. 
 Astonishingly, the concert included what was probably only the 
second performance of a piece of Delius!  When the Quartet was originally 
performed in November 1916, by Albert Sammons’ London String Quartet, 
it had only three movements – 1) With animation, 2) Late Swallows/With slow 
waving movement, and 3) Quick and vigorously.  For unknown reasons, in 1917 
Delius decided to revise it.  He lightened the denser and more complex 
passages in the first movement, added a scherzo (based on sketches for the 
1888 unpublished Quartet), and substantially rewrote the Late Swallows 
movement.  The last was used for Augener’s 1922 miniature score (in fact 
the only printed one before Volume 32 of the Collected Edition, and now 
seemingly only available second-hand) – and that four-movement version 
was played this evening after the Fauré.  Although the ever-thorough 
Robert Threlfall mentioned the manuscript of the three-movement version 
of the Quartet in the supplementary volume of his Catalogue, the original 
Late Swallows seems never to have been heard since 1916 – the score having 
been only recently unearthed among the Delius manuscripts in The British 
Library by Dr Daniel Grimley, (whom some members will remember 
talking at a fairly recent London Branch meeting, and who is engaged in a 
research fellowship at Oxford under the title of Delius, Modernism and the 
Sound of Place).  In a pre-concert talk, he had explained that the opening of 
the 1916 version of the slow movement is very different from the one we all 
know:  it begins with a passage not dissimilar from the end of the Requiem, 
followed by a ‘melodic arabesque, suggesting perhaps the soaring flight’ of 
the swallows.  The middle of the movement is not very different, although 
the climax is bigger, and the end is a return to the start.  The revised, four-
movement, version (with the new slow movement) was first played in 
February 1919, also by the London String Quartet.  
 Hopefully to right the confusion that the above will probably have 
engendered in most who read this, what we heard in the first half of the 
concert was the revised, 1917 version (with Late Swallows as we know it), 
followed by the original 1916 Late Swallows on its own.  Over a drink 
afterwards, Daniel Grimley and I agreed that we definitely preferred the 
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somewhat more Delian-sounding original – as did two members of the 
Villiers Quartet, who may well record it!  
 To end the evening, the Elgar was played with affection and insight – 
interestingly, with much freer body-language on the part of the players, 
particularly in the finale, which Lady Elgar once described as 

‘most fiery, [sweeping] along like the galloping of squadrons’. 

Martin Lee-Browne 
 
 

A piece by Daniel Grimley on his transcription of Late Swallows will appear in 
the Autumn 2016 Journal. 
 

 
 
 
THE SONG OF THE HIGH HILLS 
Bridgewater Hall, Manchester 
27th February 2016 
Malin Christensson soprano 
Robin Tritschler tenor 
Hallé Choir 
Hallé Orchestra 
Sir Mark Elder 
 

The programme for this concert was, one might say, somewhat eclectic.  
Stravinsky’s Four Norwegian Moods – Intrada, Song, Wedding Dance and 
Cortege – short pieces in which (as the notes said) ‘he gave Norwegian folk 
tunes a make-over in [his] most deadpan neo-classical style’ were played 
with real aplomb; Rachmaninoff’s enigmatically beautiful, but very rarely-
done, setting of Three Russian Songs for the chorus and orchestra (sung, 
needless to say, in Russian, and Russian-sounding) was further evidence of 
the excellence and versatility of the choir; and Tchaikovsky’s Francesca da 
Rimini, ending the concert, was played for all it was worth, again with a 
very distinct  national flavour. 
 Very uncharacteristically, Delius contributed this at the head of the 
programme note for the first performance of The Song of the High Hills in 
1920*: 
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I have tried to express the joy and exhilaration one feels in the Mountains 
& also the loneliness & melancholy of the high Solitudes & the grandeur 
of the far wide distance. The human voices represent man in Nature: an 
episode becomes fainter & then disappears altogether.   

This one fulfilled all his dreams and hopes quite marvellously.  Sir Mark 
Elder, with his brilliant orchestra and chorus, continued his journey 
through Delius’s major orchestral and choral works – and, appropriately, 
this was perhaps the high point so far. The Hallé plays with total conviction 
and unanimity, and is a thrilling orchestra to hear. 
 The opening was utterly poetical: a little more ebb and flow than some 
conductors have given it, and with the subtle decrescendi in each bar of the 
yearning violin phrases giving an immediate impression of the undulating 
foothills.  The many changes of tempo - ‘Very slow’, ‘In tempo’, ‘Gradually 
becoming more and more animated’, and finally ‘Slower, Maestoso’ leading 
to the first big climax seem to mirror the silhouette of the hills – up and 
down, with corresponding changes of volume as the walker strides higher 
and higher.  
 The successive tempo markings were scrupulously followed, the walk 
up the hill becoming increasingly exhilarating, until the direction 
‘Becoming slower and softer’ after the first huge climax perhaps indicates a 
pause for breath, leading to the spellbinding passage where the first and 
third horns call to each other, as if across a valley, the former in slow triplets, 
and the latter in ordinary quavers, with a solo flute weaving repeated 
semiquaver triplets above them.  The playing there was magical – as, indeed 
was that of the three timpanists’ pp rolls making up chords, like something 
stirring in the still mountain air.  
 The first brief entry of the chorus – where Delius wrote ‘The wide far 
distance:  The great solitude’ in the score -- is, for this reviewer, one of the 
most spine-tingling and unique moments in all music – a suspension in 
space.  The sound of just four tenors singing ppp emerged, as Delius 
intended, almost imperceptibly from the orchestral texture, increasing to 
six a few pages later – and the Hallé Choir (trained by Matthew Hamilton) 
was supremely confident, warm in tone and absolutely in tune.  The 
excellent soprano and tenor soloists, Malin Christensson and Robin 
Tritschler, sat within the chorus – and in his haunting first entry Robin 
beautifully created the impression that there might be just one walker 
somewhere on the hills.  The great eight-part, initially unaccompanied, 
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chorus with which, as Eric Fenby related, Delius had such difficulty, built 
up inexorably from pppp to fff, where the soprano soloist and the sopranos 
of the chorus have two top Bs and a top C – and they were (as is not usually 
the case) completely ’strain-free’. 
 After one more huge climax, the winding-down to the serene end was 
beautifully managed, and one was conscious of having made a pilgrimage 
to somewhere very special after, as Paul Guinery has written, ‘the glimpse 
of eternity, now only a memory’. 
 
Martin Lee-Browne 
 
 

*Perhaps the most rapturously received of all Delius premières, (in which, incidentally, my 
mother sang as a member of the Philharmonic Choir). 
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CD REVIEWS 
 

BALFOUR GARDINER:  THE COMPLETE SONGS AND 
THREE PIANO PIECES 
Martin Oxenham baritone 
Jonathan Beatty piano 
Recorded at Millfield School, Somerset 25th & 26th October 2012 
Regent Records REGCD450 
Playing time:  65.20 minutes 
 

Delians have cause to be thankful for 
munificence from the endowed wealth 
of Henry Balfour Gardiner.  When, after 
the First World War, Delius found 
himself in financial straits, it was 
Gardiner who bought from him his 
house in Grez, allowing Frederick and 
Jelka to live there rent-free for the 
remainder of their lives. 
 The songs on this disc were written 
between 1893 and 1922; the piano pieces 
in 1905, 1911 and 1922.  After this time, becoming increasingly frustrated 
with his own music, Balfour Gardiner largely gave up composition and 
moved to Dorset where be bought many acres of the North Dorset Downs 
near Shaftesbury.  He died in 1950 and was buried among the trees which 
he himself had planted. 
 Of twenty songs, nine were previously unpublished, but many will be 
pleasantly recognised:  When I was one-and-twenty and The Recruit 
(Houseman); Roadway and Cavalier (Masefield); Full Fathom Five and Winter 
(Shakespeare); and the Hampshire folk song The Golden Vanity.  I was 
particularly taken with a 1922 song entitled Rybbesdale – an Old English 
poem adapted by Clifford Bax (a brother of Arnold Bax).  As natives of 
Ribblesdale, both my wife and I were both captivated and amused by the 
extravagant words of this love song! 
 The three piano pieces are delightful:  the serious Prelude De Profundis; 
the romp of a Shepherd Fennel’s Dance and the finely crafted A Sailor’s Piece.  
The artists on the disc are well known for their performances of neglected 
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works by British composers.  Michael Oxenham is a most pleasing baritone 
whilst Jonathan Beatty is an absolutely first-class accompanist.  An excellent 
sleeve note with complete song words and much interesting information 
completes a splendid CD.  A worthy addition to any collection of English 
songs. 
 
John Rushton 
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DELIUS SOCIETY MEETING REPORTS 
 
HOW DELIUS HAS IMPINGED ON MY MUSIC 
Anthony Payne in conversation with Roger Buckley 
Saturday 17th October 2015 at 3.00pm 
St Giles Conference Centre, London 
 

Roger Buckley began by welcoming Tony Payne and his wife, the soprano 
Jane Manning.  He explained that the talk would take the form of an 
informal interview, incorporating questions drafted by him and Martin 
Lee-Browne, who was sadly unable to be present. 
 By way of introduction Roger said that if you were to go up to street 
level and ask passers-by what they knew of Tony Payne, the distinguished 
English composer, you would probably gather that it was he who 
assembled the sketches of Elgar’s Third Symphony, a task that occupied him 
for five years before the Symphony’s first performance in 1998.  A few 
might recall that he did the same for the Pomp and Circumstance March No 6 
which received its first performance at a BBC Prom in 2006.  Few of these 
hypothetical passers-by would be able to tell you more, far less how Tony 
has been actively contemplating his relationship with Delius since he was a 
teenager. 
 In addition to his famous posthumous work for Elgar, Tony has a 
substantial catalogue of his own compositions, excerpts from some of which 
we were promised during the afternoon.  He is also well known as a writer 
on music who has books on Schoenberg and Frank Bridge to his credit; he 
also wrote the entry on Delius for the New Grove Dictionary of Music and 
Musicians.  Tony is a respected music critic for the Daily Telegraph, the 
Independent and Country Life. 
 Roger went on to explain that in the Delius anniversary year of 2012 
Tony chaired the judging panel for the first International Delius 
Composition Prize and the winner, Michael Djupstrom, was featured at the 
Delius Study Weekend at The British Library.  Today was at least the fourth 
time Tony had addressed a meeting of The Delius Society.  In March 1967 
he spoke about Delius’s Requiem, which had recently received its first 
performance in modern times, and in 1991 and in 2001 he spoke about his 
compositional involvement with Delius, a topic which, as we can tell from 
the title of this talk, is one that still interests and concerns him. 
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 Moving to the first question, Roger asked Tony how he came to 
discover Delius’s work.  Tony explained that, in contrast with some of his 
contemporaries, he is fascinated by harmony.  Fenby memorably described 
Delius’s music as a ‘melody of chords’.  However, the first piece that Tony 
composed – Suite from a Forgotten Ballet (1955) – is based on La Calinda, in 
which the harmony is far from complex, and specifically on the way in 
which the music dies away at the end.  Recordings of both La Calinda 
(Vernon Handley) and the Dance Prelude from the Suite were then played.  
Tony went on to say that when in California with his wife, Jane, he had 
come across a wonderful collection of ethnic recordings; he recalled 
listening to a ragtime band which played music that Delius had quoted in 
La Calinda. 
 Next, Roger asked what, apart from this example, made Tony realise 
that Delius’s music could provide him with ‘inspiration’ for his own music.  
Tony described how he had become overwhelmed by the world of Delius.  
When he came out of the army, he wrote several pieces similar to the 
English late Romantics such as Butterworth and Vaughan Williams.  He 
needed to get away from this world so went to university and discovered 
Schoenberg and his contemporaries.  He listened to, and was fascinated by, 
the complete works of Webern, but he didn’t know what to do with music 
like this.  He didn’t want to abandon the Romantics completely but to 
integrate the two styles.  He regarded In a Summer Garden as the perfect 
Delius work and tried to capture this in Spring’s Shining Wake.  Another 
pairing of a Delius work with his own was The Song of the High Hills and 
Time’s Arrow – he described the latter as ‘saying thank you to Delius’.  Time’s 
Arrow is about the emergence of the universe from a single atom and, from 
the middle section onwards, there is a conscious reference to The Song of the 
High Hills.  Musical examples of both works were played. 
 Roger then posed the following question:  in 1962 Tony wrote in a 
paper published in Tempo: ‘Delius’s work prior to 1895 is of no more than 
passing interest’.  He justified this view by referring, with examples, to 
various stylistic shortcomings of his first opera Irmelin.  But what about:  
Florida, Hiawatha, Paa Vidderne (both the melodrama and the concert 
overture), Sakuntala, Légende, The Magic Fountain and a host of smaller 
works?  Of course, he wrote that comment when many of these works were 
not available to us either as scores or recordings.  Roger wondered whether 
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Tony now felt that some of these pieces do actually hold more than passing 
interest for us? 
 Tony said that he stood by what he said then – Delius’s early works 
were to him charming and pleasant but no more than that.  He described 
the ‘tipping point’ as being Koanga and said that he loved almost all that 
Delius wrote after Paris.  He described the early works as being of interest 
historically, but rather repetitive, and went on to talk about comparing the 
original recording of In a Summer Garden with later versions that had been 
cut.  On the subject of cuts, Stephen Lloyd then asked Tony for his opinion 
on Vaughan Williams’s London Symphony.  Tony said the end product is 
tight and that Vaughan Williams was correct to have cut out the parts he 
did. 
 Following the interval Roger began by commenting how Tony is very 
well known as an arranger of the music of other composers and not just 
Elgar.  There is the chamber orchestra arrangement of Bruckner’s Second 
Symphony, and most recently an orchestration, premièred at the BBC Proms 
just two years ago by Osmo Vänskä, the mezzo-soprano Jennifer Johnston 
and the BBC Symphony Orchestra, of Vaughan Williams’s Four Last Songs.  
Tony said in a BBC radio interview that in order to complete Elgar’s 
sketches for his Pomp and Circumstance March No 6 he had to try to ‘become’ 
Elgar, as if he was an actor playing a stage role.  Roger wondered whether  
Tony had had a similar experience when working on his compositions 
influenced by Delius or when arranging his music, for example two of the 
Seven Songs from the Norwegian?   How did it feel to ‘be’ Delius for a while? 
 Tony explained that after working on the Elgar for so long, he was very 
keen to work on his own compositions again.  When he arranged the two 
songs he actually kept Delius at arms’ length; he didn’t try to become Delius 
in the same way as he did for Elgar. 
 He named North Country Sketches as one of his favourite Delius works 
as he felt it was closer to his own style, before going on to talk about his 
orchestral variations The Seeds Long Hidden in which he had referred very 
subtly to other composers including Bridge, Vaughan Williams, 
Butterworth and Elgar, and also to his own earlier compositions.  The work 
begins with a reference to Brahms because it was Brahms that started him 
on his musical journey.  He didn’t listen to much music as a child but one 
afternoon he heard a short clip of Brahms’s Symphony No 1 on the radio; this 
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had a profound effect on him and he began to take classical music seriously 
from that point onwards. 
 We then heard extracts from North Country Sketches (the last minute of 
the second movement), and The Seeds Long Hidden (the variation containing 
the Brahms reference). 
 To conclude, Tony briefly talked about the music he had written for 
his wife, Jane Manning, citing Scenes from the Woodlanders for voice and four 
instruments and the phrase from Hardy’s novel which had really gripped 
him:  ‘The funereal trees chanted their dirges’.  
 Responding to questions from the floor, Tony acknowledged the 
influence of Charles Ives on The Seeds Long Hidden, explaining that he had 
heard his work during his first year at university.  He described Ives as an 
uninhibited composer; he sometimes begins a piece as it if was already the 
middle, and ends unexpectedly. 
 Tony was then asked whether he worked with 12-note music; he said 
that when he was trying to move on from Romanticism he looked at 12-note 
writing, but could never organise the tone rows so that the harmony would 
work to his satisfaction.  He recalled instead using tables of random 
numbers for pitch and duration; this was a revelation for him, and formed 
the basis of his Concerto for Orchestra.  The music was not tonal, but centred 
on an area of tones. 
 Concluding the talk, the hope was expressed that Tony Payne might 
talk on another occasion about his film music output. 
 Giving the vote of thanks, Lionel Carley said that he was touched to 
discover that Tony had taken so much from Delius, and referred also to 
Jane’s first class performances of A Mass of Life and the Requiem. 
 
Katharine Richman 
 
 

Delius recordings played: 
 

La Calinda:  LPO / Vernon Handley (1977) 
 

In the context of Koanga, La Calinda 
Claudia Lindsey, John Aldis Choir, LSO / Sir Charles Groves (1973) 
 

The Song of the High Hills 
BBCSO Chorus, BBCSO / Sir Andrew Davis (2010) 
 

North Country Sketches 
Royal Philharmonic Orchestra / Sir Charles Groves (2007) 
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ANNUAL GENERAL MEETING OF THE DELIUS SOCIETY 
Saturday 28th November 2015 at 2.30pm 
St Giles Conference Centre, London 
 

Around 25 members and their guests attended the 2015 AGM, with 13 
giving their apologies.  Before the meeting began, all were invited to stand 
for a short time in memory of Robert Threlfall and Roy Price who had died 
during the year.  Lionel Carley also told those present that Jean Gibson, 
widow of the Society’s founder, Roland, and a long-time regular attendee 
at Delius Society meetings, did not have long to live. 
 In his Chairman’s Report, Martin Lee-Browne said that the Society had 
enjoyed another very good year, citing some of the many events that had 
been held, including the Delius Prize, adjudicated by Jeremy Dibble and 
held at the Royal Academy of Music; and the tribute concert for Robert 
Threlfall, put on with the generous support of the Delius Trust, and much 
appreciated by Robert’s nephew who gave one of the tributes. 
 The Chairman also reported that, since the death of Richard Kitching, 
the Midlands Branch had not met.  In order to try to increase attendance at 
Society meetings in London, several had been scheduled for Saturday 
afternoons and the situation would be monitored. 
 He went on to welcome the news that the Delius – Apostle of Nature 
website, which had been taken off line when EMI was taken over, would be 
relaunched in 2016 in connection with the 70th anniversary of the RPO. 
 Finally Martin announced that both he and Vice Chairman Chris Green 
were retiring at the end of the meeting, although Martin would be staying 
on as Adviser to the Society.  Paying tribute to Chris Green, Martin said that 
he had been a tower of strength, having played a huge part in planning the 
Society’s programme of events, and will be greatly missed. 
 The Treasurer, Peter Watts, was unavoidably absent, and his report 
was read out by Paul Chennell.  He noted that the balance sheet showed a 
healthy position, and that the Society currently had available funds of 
c.£13,500; since the heavy expenditure of the 2012 anniversary year, the 
Society had been attempting to build up a small reserve.  He noted that an 
important element of the Society’s expenditure is the Delius Prize which 
has been organised for 18th May 2016. 
 In response to a question from the floor, the Committee apologised that 
the accounts had not been ready in time to be sent out in advance.  Every 
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effort would be made to resolve this for the 2016 AGM. 
 In his Membership Secretary’s report, Paul Chennell reported a small 
decrease in membership over the year, but said that the Committee was 
doing all it could to attract new members.  As always, he urged members 
to let him have their email addresses so that they can be kept up to date 
with the latest information, and that postage costs can be reduced. 
 Paul Chennell, Membership Secretary, Katharine Richman, Journal 
Editor, and Peter Watts, Treasurer were unanimously elected as Officers of 
the Society.  The Committee further proposed that Martin Lee-Browne 
should be appointed as a Vice-President and that John Bird should be 
granted Honorary Membership; both were unanimously approved. 
 Brian Radford was pleased to report that The Delius Society had 
renewed its membership of the Federation of Recorded Music Societies 
(FRMS), which provides indemnity insurance covering our UK meetings 
amongst other benefits. 
 Roger Buckley drew members’ attention to the 2016 Delius Prize, the 
public final round of which will follow a seminar entitled ‘Interpreting 
Delius’ organised by Professor Daniel Grimley at the Royal Academy of 
Music; and the 2016 AGM which will be held on Sunday 11th September at 
Madingley Hall, near Cambridge. 
 Tony Lindsey noted that there are now just two members still alive 
from the original Delius Society Committee:  John White and Charles 
Barnard.  He conveyed good wishes to the meeting from Charles, who is 
now paralysed and blind, but still enjoys very much having the Journal read 
to him as soon as it is published. 
 Proposing a vote of thanks to both Chris Green and Martin Lee-
Browne, Lionel Carley said that Chris had brought much common sense 
and knowledge of music to the Committee and the Society as a whole.  
Turning to Martin Lee-Browne, he spoke of the many ways in which Martin 
had contributed to the Society – as Journal Editor and Chairman – and 
thanked him profusely for all that he had done.  He also noted that Martin 
is working on a book on Jelka Delius, which is eagerly awaited, and 
conveyed the Society’s gratitude for his offer to act as Adviser in the future.  
The Committee had presented gifts to Martin and his wife, Diana, prior to 
the meeting. 
 
Katharine Richman 
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WEXFORD FESTIVAL OPERA’S KOANGA 
An interview with Stephen Barlow and Michael Gieleta 
Saturday 28th November 2015 at 4.00pm 
St Giles Conference Centre, London 
 
For a report of this event please see page 13. 
 

 
 
 
DELIUS PRIZE-WINNER’S RECITAL 
Thomas Ang, piano 
Wednesday 17th February 2016 at 6.30pm 
Steinway Hall, London 
 
An eclectic mix of British and Russian music 
was presented by pianist Thomas Ang, in his 
Prize-Winner’s recital at Steinway Hall.  The 
first half of the programme was framed by 
two items from his Prize programme:  Eric 
Fenby’s arrangement of Late Swallows and 
Thomas’s own arrangement of Quilter’s Go, 
lovely rose which Thomas described in his 
introduction as ‘one of the finest English 
songs ever composed’.  As with his winning 
performance in May last year, Thomas gave 
us a wide range of tone colour here, and the 
voicing in Late Swallows demonstrated his real affinity with Delius’s music. 
 Thomas is currently in his final year at the Royal Academy of Music 
where he has won prizes for his performances of the contemporary piano 
repertoire.  Searching in the college library, he has discovered several very 
interesting piano works (interesting and also in the case of tonight’s works 
very fine, but completely without box-office appeal) including the main 
work of the first half – the Sonata in F minor Op 8 by Howard Ferguson (1908-
1999) – and the Sonata No 11 Op 101 by the Russian composer Nikolai 
Kapustin (b1937).  Ferguson was himself a teacher at the RAM and probably 
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better remembered now for his Schubert editions than for his original 
compositions; he was extremely critical of his own work and for the latter 
part of his life focused instead almost entirely on musicology.  Inspired by 
the death of a friend, the Sonata in F minor is a striking and impassioned 
work with a sense of foreboding that permeates the first and last 
movements, both of which allowed Thomas to demonstrate his 
considerable technical ability.  In contrast, the slow central movement 
provided a lyrical interlude of great beauty. 
 Following the interval, during which the brother-in-law of our 
President took the opportunity to try out some of the many instruments in 
the showroom, we moved on to the most substantial work of the 
programme – the Sonata by Kapustin, a composer hitherto completely 
unknown to me and, I imagine, also to others.  This was the surprise of the 
evening – a work which sometimes without warning sounded exactly like 
a traditional jazz improvisation over a walking bass.  Thomas assured me 
afterwards that every note was written down and nothing improvised by 
the performer; this was a technically challenging work with strong rhythms 
pervading throughout, but Thomas negotiated the considerable demands 
with apparent ease and obvious enjoyment.  To end the Russian half of this 
programme were transcriptions by Earl Wild of two Rachmaninov’s best 
known songs:  Where Beauty Dwells and Midsummer Nights. 
 Responding to the very positive reaction of the audience, Thomas gave 
us the Prelude Op 10 No 5 by the Russian composer Leonid Sabaneyev (1881-
1968) as an encore. 
 I am sure that my fellow audience members would agree that the only 
disappointment of the evening was that we were relatively few in number, 
several regular attendees sadly struck down by seasonal coughs and colds.  
Hopefully we will have many more opportunities to hear this fine young 
pianist again in the future. 
 
Katharine Richman 
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MISCELLANY 
 

ERIC AND ROWENA FENBY IN STAINTONDALE 
 

Michael Lester writes: 
  

At the end of the war, following his army service, Eric Fenby and his wife 
Rowena returned to North Yorkshire and lived for a short time at Quarry 
House in Staintondale, which is just a couple of miles north from Cloughton 
Cliffs.  There as a young man he had wrestled with the problem of what he 
could possibly do to help the blind and paralysed Delius. 
 The present occupants of Quarry House are Mr and Mrs Peter Barron.  
She was a Miss Fenby before she married, but there has been no connection 
found between the two families. 
 An old church minute book has recently come to light, and Eric Fenby 
is mentioned as having a connection with St John’s, the local C of E church, 
which had been opened only in 1929.  He had abandoned his early leanings 
to Catholicism and in 1944 had married Rowena Marshall, the daughter of 
a Scarborough vicar.  In 1946 he was a member of the Parochial Church 
Council, and in April 1948 was present at the Annual Church Meeting when 
it was proposed ‘that Mr Fenby should be appointed People’s Warden’ and 
‘carried unanimously’.  We also read that 

‘The Vicar requested Mrs Fenby (who was not present) to be a member of 
the Council.  Fenby replied for Mrs Fenby that he felt sure she would be 
willing to be so elected.’ 

In 1949 he was thanked for his work as organist – the organ being a small 
harmonium as there was no electricity in the church at that time. 
 He was People’s Warden until he was replaced at the 1950 meeting, 
having left the area to live in Scarborough where he was soon to set up the 
first music department in the new North Riding Teacher Training College. 
 The Fenbys were in Staintondale during the disastrous winter of 1947 
when the area suffered huge difficulties, and the local railway from 
Scarborough had to be dug out by hand to get supplies through.  There is a 
story that Rowena struggled up the lane to the main road after a huge 
snowfall, and tripped over something.  It was the roof of the telephone box! 
 I wonder if any of the residents of Staintondale at that time had any 
idea about the remarkable background of their Church Warden? 
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DELIUS CROSSWORD 
 

Kindly supplied by Derek Schofield.  Answers on page 124 
 

 
Across 
2 Undesirable musical luminary when feeling ill – a dead cert! 
6 German gift found about 100 miles north of Grez 
7 Hardly a town for desperate comics 
9 Could end up happily ever after in Scandinavia 
10 With Charles, as unlikely shipmates aboard her 
12 Just four strings to carry a mythical ring of truth 
13 Both captivated and condemned those who fell for her charms 
 

Down 
1 Teacher who pulled out all the stops for the early Delius 
2 Champion, actually! – needed to take only the one 
3 Yet another painting? – not again! 
4 More than just a good friend to eponymous hero 
5 Unpleasant place for rural amusement in US lock-up 
8 A lake to welcome all Spanish bird-watchers 
11 She might shout at this particular model 
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DELIUS DESCENDANT 
 

From Derek Schofield: 
 

I attended the concert in All Saints’ Church, Eastbourne on Saturday 31st 
October 2015 (Aanna Collis Singers), and very much enjoyed the Delius 
(Légende), although I’m not qualified to make an informed judgement.  The 
concert was given in aid of the Alzheimer’s Society, and as a memorial to 
those associated with the choir who had succumbed to the disease.  One of 
these was Berwick Smith who happened to be the great nephew of Delius.  
However, it wasn’t until I was able to pay close attention to the programme 
on the way home that I realised his widow, Joanna, was one of the altos 
who’d taken part in the Mass which preceded the Delius, and the Mass 
which came after.  Had I known this earlier I should certainly have made 
her acquaintance. 
 

 
 
 
SIR GEORGE MARTIN (1926-2016) 
 

Bill Thompson writes: 
 

Sir George Martin, the legendary producer of The Beatles passed away in 
March.  He was a classically trained musician, and he included La Calinda 
by Delius on one volume of his ‘Sir George Martin Presents’ CD series. 
 In his audio commentary on the CD, here is what he had to say about 
the music of Delius: 

‘Delius as a person was different from Delius the musician, and I look at 
Delius as the musician and the music.  I always judge a person on what I 
hear, and the music is out of this world.  He wrote many sort of evocative 
things, to do with the English countryside, On Hearing the First Cuckoo in 
Spring, and all sorts of things.  This particular one is the music from 
Koanga, and it is very English, very gentle, very countryside-ish, very pop 
– very, you know, it’s good stuff, and very easy to listen to, and very good 
music into the bargain.’ 
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JOHN CRAVEN CHOOSES BRIGG FAIR 
 

Katherine Jessel writes: 
 

On 23rd December 2015 the well-known TV presenter John Craven, who 
spent 27 years on BBC’s popular Country File, was the guest of Bob Cowan 
on Radio 3’s Essential Classics.  John chose Delius’s Brigg Fair which was 
played in its entirety.  He gave a serious plug for Delius and said Brigg Fair 
summed up for him the English countryside.  John also mentioned Grainger 
and, during his time on Country File, made a film about Ralph Vaughan 
Williams. 
 

 
 
 
NIELS LYHNE 
 

Tony Noakes writes: 
 

Listening a few months ago to the CD of Fennimore and Gerda led me to 
purchase a copy of Jacobsen’s novel Niels Lyhne in the 2005 translation by 
Tiina Nunnally.  I was surprised to find that Fennimore only appeared on 
page 115 of a novel of only 187 pages.  I then played the CD again, and was 
also surprised to find that not much of the libretto of the opera was directly 
from the novel.  It seems to have been mainly Delius’s invention – there is, 
for example, no suggestion in the novel that Fennimore was ‘wild’ when 
young.  The English version of the libretto is attributed to Philip Heseltine.  
Was the composer’s original libretto in German or Danish?  Beecham had 
wished for a performance in Danish. 
 I have now enjoyed hearing the CD again, which brought back 
memories of the two staged performances that I have seen.  I can't help 
agreeing with Beecham and Warlock that a long, tragic act and a short 
happy one don't make for a balanced whole.  I rather wish that another 
short scene or two could have been added, covering Niels’s happy marriage 
to Gerda, and then the tragedy of the death of Gerda and their son, ending 
with Niels’ departure to the war.  Much of the novel is about how an atheist 
can cope with death and tragedy, no doubt a cause of the novel’s attraction 
for Delius, but there is little of this in the libretto.  Did he, I wonder, 
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contemplate a further act?  (I’m always annoyed by the final isolated loud 
chord; it seems like an admission of incompleteness.) 
 I wonder how many other Delius Society members have read Niels 
Lyhne; it would be interesting to hear their opinions. 
 

 
 
 
RADIO 3 BUILDING A LIBRARY 
Sea Drift was featured on Building a Library on Radio 3, Saturday 5th 
March.  Daniel Grimley, who is Professor of Music at Oxford University 
(currently on research leave on an AHRC Research Fellowship), awarded 
the recommendation to the recording by our Vice-President Bo Holten and 
his Danish forces, with Beecham’s 1954 RPO recording as a close runner-
up.  Daniel suggested that Holten takes us as close as it is possible to be to 
Delius’s intentions in this performance. 
 

 
 
 
SONG OF SUMMER DVD REISSUED 

Ken Russell’s film Song of Summer has recently been 
reissued on DVD/Blu-ray as part of a three-disc set 
entitled The Ken Russell Collection:  The Great Composers.  At 
time of writing, this was available to purchase on 
Amazon at £17.99.  As well as Song of Summer, the set 
includes Ken Russell’s films on Elgar and Debussy. 
 

 
 
 
  



 

124 DSJ 159 
 

CROSSWORD ANSWERS 
These are the answers to the Crossword on page 120. 
 
Across:  2 Beethoven; 6 Rosen; 7 Danville; 9 Eventyr; 10 Gallia; 12 Legende; 
13 Aphrodite 
Down:  1 Ward; 2 Beecham; 3 Nevermore; 4 Palmyra; 5 Brigg; 8 Ola; 11 Jelka 
 
Crossword-loving readers may also enjoy the following, sent in by Richard Packer: 
 

As I have previously informed readers of Miscellany, my heart usually sinks 
when I find a crossword clue involving several different entries in the grid.  
However, I had a head start when I found the following clue in the 
Guardian on 26th November: 

Hark! Chirping, cooing in tree and soft sun represented in this piece? 
(2,7,3,5,6,2,6) 

The solution, of course was our composer’s best-known work. 
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LETTERS TO THE EDITOR 
 

From Tully Potter: 
 

My attention has been drawn to Peter Adamson’s article in the Spring 2015 
issue of your Journal, entitled Rare and Anonymous:  The 1929 Decca recording 
of Sea Drift, in which he speculates on the identity of the conductor.  I am 
surprised that there is still any mystery about this matter as I put the facts 
into the public domain as long ago as 1998, in an article about the soloist of 
that recording, Roy Henderson, published in what was then International 
Classical Collector (No 13, page 8) and based on a long interview with him.  
Roy’s memory at the age of 98 was still exceptional and he had retained all 
his diaries.  Here is an excerpt from the article: 

‘But to chart his major contribution to recorded sound, we have to go back 
to the late 1920s when he was less than happy with Columbia.  “I was 
singing with Anthony Bernard and he said:  ‘There’s a new record 
company, Decca.’  I went to see them and I drove rather a hard bargain.  I 
said: ‘I’ll come if you’ll do Sea Drift.’”  The deal was struck and at a lunch 
at the Belvedere Restaurant in London 60 years later, on 17th July 1989, 
the company fêted Henderson, giving him a scroll with the words of Walt 
Whitman’s poem and calling him “the first Decca recording artist”.  If this 
was slightly rewriting history, at least he was their first artist of any 
consequence.  Sea Drift was recorded on 29th May 1929 with the New 
English Symphony Orchestra and Choir; and Henderson was the only 
featured artist, as the conductor Anthony Bernard could not be named for 
contractual reasons – he was working for Brunswick and the title of the 
orchestra concealed his London Chamber Orchestra.  Recording a choir 
and orchestra was an art still in its infancy and it was a courageous leap 
for Decca to make; but the review in The Gramophone, while paying tribute 
to the enterprise involved, was rather equivocal and indicated that the 
surfaces of the three 12-inch discs (Decca m S10010/2, 8/29) were 
“imperfect”.  Henderson says bluntly: “No one heard a word the choir 
sang and hardly a word I sang – there was only one microphone.”  The 
company made the most of having a choir and orchestra together by 
recording Elgar’s arrangement of God save the King halfway through the 
session (Decca m M30).  Even so, one wonders if they got their money 
back.  “I had to go on to ballads after that because it nearly broke them,” 
says a wry Henderson.”‘ 
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 The orchestra used would have been an expanded version of Anthony 
Bernard’s London Chamber Orchestra.  Rightly or wrongly, as Roy told it 
to me, Bernard felt that his contract with Brunswick prevented the use of 
his name or that of his orchestra.  Readers may also be interested in the 
following paragraph from the article, which was entitled Zarathustra speaks 
out: 

‘Aged only 25 and still a student, he sang the part of Zarathustra in A Mass 
of Life at a Royal Philharmonic Society concert in Queen’s Hall.  Percy 
Heming cancelled about a month before the performance and no 
substitute could be found.  Henderson thinks two of the committee 
probably remembered him from prizes he had won at the Academy when 
they were adjudicating – and Percy Pitt probably recommended him.  He 
was singing in Manchester when he got a telegram from John Tillett of 
Ibbs and Tillett offering him ten guineas to do the concert.  He found a 
copy of the score in the Manchester library and virtually lived with it, 
even taking it to bed with him. “Paul Klenau, the conductor, was very 
helpful to me,” he recalls.  On the great day – 2nd April 1925 – he sang 
from memory as his teacher Thomas Meux had always urged him to do, 
while all the other singers had their eyes anxiously on their scores.  He 
had sensational notices and sang in every British performance of the Mass 
until 1944.’ 

The following paragraph also deals with ‘Delius matters’: 

‘We must regret other Henderson specialities which were not recorded, 
especially his epoch-making Zarathustra – although his recollections of 
the concert hall do not favour the conductor you would expect.  “The best 
performance of A Mass of Life that I did was with Harty – with Beecham I 
felt I was one of the orchestra almost.”  Readers who know the Beecham 
discography may wonder about the “technical test” matrices of Delius’s 
Arabesque and Songs of Sunset which were cut with Henderson and Olga 
Haley at the 1934 Leeds Festival.  It turns out that the conductor was 
trying to record during rehearsal without having consulted his fellow 
performers or having arranged any payment.  “The orchestra objected so 
I spared my top notes and didn’t sing out,” says Henderson.  The records 
would therefore not be representative of him – and the last side of Songs 
of Sunset is missing.  “I sang all the Delius that I could.  I wasn’t too keen 
on the Arabesque but I did the first performance of the Idyll in 1933 with 
Dora Labbette and Henry Wood.  I rehearsed it with Beecham and Dora 
in her flat and Beecham was there for the rehearsals in the hall.  He never 
did a first performance of Delius but always let someone else make a mess 
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of it – then he did it.”  Henderson encountered Delius in person only once, 
when he sang in the performance of A Mass of Life at Queen’s Hall which 
closed the 1929 Delius Festival, attended by the blind, wheelchair-bound 
composer.  “I didn’t really meet him.  I arranged to see him but he wasn’t 
well.  I had some lovely letters from Delius, though.”‘ 

 Delius wrote to Henderson on 6th November 1929 (the letter is in 
Jelka’s hand): 

‘You were entirely in the spirit of the work and you sang so musically and 
with greatest understanding.’ 

Tully Potter 
 
 

Peter Adamson replies: 
I naturally welcome the extra information that Tully Potter’s interview with 
Roy Henderson provided back in 1998, and that his prior publication is at 
last registered within The Delius Society’s own Journal. 
 My article was not, however, ‘speculating’ on the identity of the 
conductor, which was already known to me from Henderson’s 1987 letter, 
and indeed known to others at that time.  I too had been surprised to find 
the matter apparently still unsettled, judging by The Delius Society’s own 
website and other sources and despite Henderson’s clear recollections, and 
so the other potential candidates needed to be explicitly discounted.  I am 
sorry that this was an occasion for my inadvertently overlooking Tully 
Potter’s own article that (at least for me) reiterated Henderson’s own 
recollection. 
 Nevertheless, I did set out further support for Henderson’s recollection 
available from other sources known to Delians, yet not — it must be 
emphasised — from the unexpectedly obliterated Decca ledger or indeed 
from the rare Decca 1929 catalogue.  A perhaps mistaken contractual 
difficulty reported by Henderson as ‘the reason’ for Bernard’s anonymity 
must, without corroborating evidence, remain unconfirmed – as in different 
ways both Tully Potter and I suggest. 
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From Marc Hofstadter: 
 

I have just read Lee-Browne and Guinery’s recent book on Delius and 
benefited greatly from the experience.  For one thing, although I spent many 
hours per day listening to Delius’s music some four or five years ago, I had 
listened to him little since, so the book – each section of which I read while 
listening to the music it analysed – helped reinvigorate my interest in this 
great composer, and gave me an excuse – as if one was needed! – to 
luxuriate in his music again.  For another, the book taught me a great deal 
about Delius and his music. 
 I could say many things about the book, but I think the most salient 
comment I could make is that it helped explain for me why Delius can be 
considered in some sense a ‘special’ composer.  I don’t have to prove this to 
you fellows, but I think it might be interesting to analyse the claim that 
Delius is ‘special’ into its component parts.  I find four. 
 First, Delius can be considered ‘special’ because he is 
underappreciated.  While a famous composer during the last years of his 
life, he is now neglected and rated a relatively minor figure in the history of 
music.  This underappreciation leads, I think, those of us who love his music 
to cherish it more than we would if he were as accepted as Bach or 
Beethoven.  We try to ‘make up’ for his neglect by valuing him all the more. 
 Another reason is the incredibly moving story of how Delius, late in 
his life, overcame paralysis and blindness, with Fenby’s help, to compose a 
number of great works of music.  I can’t think of any other composer who 
ever achieved so much against such odds.  Hence, ‘specialness’. 
 A third reason is that Delius’s music borders on sentimentality without 
ever falling into it.  It is highly emotional (in addition to being extremely 
sensual and technically brilliant) and such emotionality is something 
people crave, especially in music, that most emotional of arts.  How many 
composers can move their listeners as deeply as Delius can? 
 A final, related, reason is that Delius’s music embodies ‘beauty’, a 
quality in short supply in our modern world.  The twentieth and twenty-
first centuries have a produced many great composers – I would list 
Schoenberg, Webern, Stravinsky, Bartok, Shostakovitch, Carter, Boulez, 
Schnittke, Gubaidulina, etc – but how many of the works of such composers 
could be called ‘beautiful’?  Hardly any.  I think Beecham was right when 
he called Delius ‘the last apostle of beauty and romance in music’.  We 
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Delius fans want to experience a rare, precious, vulnerable beauty in a 
world of strife and ugliness, causing us to value it all the more. 
 I would be most interested to hear why (and if) you consider Delius 
‘special’. 
 
Marc Hofstadter 
mhofstad@ifn.net 
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FORTHCOMING EVENTS 
 

DELIUS SOCIETY LONDON BRANCH 
 

Wednesday 18th May 2016 2.00pm – 4.30pm 
Delius in Performance 
David Josefowitz Recital Hall 
Royal Academy of Music, London 
(nearest underground station:  Baker Street) 
Free, no tickets required 
 

Professor Daniel Grimley (University of Oxford) will lead a seminar on 
issues of history, realisation and interpretation with contributions by 
composer and leading Delius conductor Bo Holten, Dr Anthony Gritten, 
and Dr Joanna Bullivant. 
 
Wednesday 18th May 2016 6.30pm – 9.30pm 
The Delius Prize 2016 (final round) 
David Josefowitz Recital Hall 
Royal Academy of Music, London 
(nearest underground station:  Baker Street) 
Free, no tickets required 
 

Adjudicator:  Bo Holten, Vice President, The Delius Society 
 

The preliminary round, which is not open to the public, will have been 
held earlier and adjudicated by Professor Timothy Jones, Deputy 
Principal, Royal Academy of Music. 
 
Sunday 11th September 2016 
The Delius Society Annual General Meeting 
Madingley Hall, Madingley, Cambridge 
 

An all-day programme with the option to stay overnight at the Hall for 
those who would like to.  The cost is likely to be £37 per person, to include 
a three-course lunch, afternoon concert/talk, and refreshments.  Dinner and 
accommodation is available at extra cost for those that require it.  Further 
details to follow. 
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Tuesday 11th October 2016 (evening, start time to be confirmed) 
Lewis Foreman introduces his most recent book – 
Felix Aprahamian:  Diaries and Selected Writings on Music 
National Liberal Club, Whitehall Place, London SW1A 2HE 
(Nearest tube:  Embankment or Waterloo) 
 

Refreshments will be provided.  Supper afterwards (at own cost) at a 
restaurant to be confirmed. 
 
Full details of all events can always be found on The Delius Society 
website:  www.delius.org.uk/forthcomingevents.htm 
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OTHER EVENTS 
This section may include events which are in the past by the time the 
Journal is read; their inclusion is deliberate so that we have in print a 
complete record of all performances.  Venues of non-UK concerts are in 
upper case.  Before travelling to events listed here, you are advised to 
confirm the details with the relevant box office. 
 
Saturday 27th February 2016 at 7.30pm 
St James’s Church, Piccadilly, London 
Delius:  On Hearing the First Cuckoo in Spring 
Wagner:  Siegfried Idyll; Elgar:  Salut d’amour and Serenade for Strings; 
Vaughan Williams:  The Lark Ascending; Sibelius:  Valse triste; 
Mozart:  Symphony No 29 in A major 
Richard Milone violin 
Camerata of London / Richard Milone 
 

Saturday 27th February 2016 at 7.30pm 
St Andrew’s Church, Countesthorpe 
Delius:  On Hearing the First Cuckoo in Spring; Ibert:  Hommage à Mozart; 
Dvorák:  Czech Suite Op 39; Beethoven:  Symphony No 4 
Helix Ensemble / Toby Purser 
 

Saturday 5th March 2016 at 7.30pm 
St George’s, Great George Street, Bristol BS1 5RR 
Delius:  Brigg Fair 
Richard Strauss:  Brentano Lieder Op 68; Mahler:  Symphony No 4 
Hannah Sawle mezzo soprano 
Bristol Metropolitan Orchestra / Robert Weaver 
 

Saturday 5th March 2016 at 8.00pm 
CHARLES W EISEMANN CENTRE, 2351 PERFORMANCE DRIVE, 
RICHARDSON, TEXAS 
Delius:  Irmelin Prelude 
Schumann:  Symphony No 1 in B flat major 
Sibelius:  Violin Concerto in D minor Op 47 
Eleanor Dunbar violin 
Richardson Symphony Orchestra / Clay Couturiaux 
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Tuesday 5th April 2016 at 8.00pm 
CARNEGIE HALL, NEW YORK 
Delius:  A Mass of Life 
Conductor’s Notes Q&A at 7.00pm 
Bard Festival Chorale / American Symphony Orchestra / Leon Botstein 
 

Thursday 7th April 2016 at 7.00 pm 
Medical Music Society of London (concert open to non-members) 
Royal Over-Seas League, Park Place, St James’s Street, London SW1A 1LR 
Delius:  Sonata in B major (Op posthumous) 
Debussy:  Violin Sonata in G minor; Franck:  Violin Sonata in A major; 
Saint-Saëns:  Rondo Capriccioso Op 28 
Sophie Rosa violin, Benjamin Powell piano 
 

Saturday 16th April 2016 at 7.30 pm 
St Andrew’s Church, Linton Road, Oxford OX2 6UG 
Delius:  Irmelin Prelude 
Verdi:  Overture:  Force of Destiny; Ippolitov-Ivanov:  Caucasian Sketches; 
Brahms:  Piano Concerto No 1 in D minor 
Bethe Levvy piano 
St Giles Orchestra / Geoffrey Bushell 
 

Sunday 24th April 2016 at 3:00pm 
GERMAN SOCIETY OF PENNSYLVANIA 
611 Spring Garden Street, Philadelphia PA 19123 
Transcriptions of works by Frederick Delius including Appalachia, 
Finale from Koanga, North Country Sketches, Fantastic Dance, and 
Delius’s own transcription of Grieg’s Norwegian Bridal Procession. 
The Conwell Woodwind Quintet 
 

Saturday 14th May 2016 at 7.30pm 
Hull City Hall 
Delius:  A Dance Rhapsody No 2 
Chabrier:  España; Liszt:  Hungarian Rhapsody No 2; 
Gershwin:  Rhapsody in Blue; Ravel:  Rhapsody Espagnole; 
Queen:  Bohemian Rhapsody; Rachmaninov:  Rhapsody on a theme of Paganini 
Alessandro Taverna piano 
Hull Philharmonic Orchestra / Andrew Penny 
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Saturday 14th May 2016 at 7.30pm 
St James’s Church, Piccadilly, London 
‘Sir Malcolm at his Club’ – English music for strings by Malcolm Arnold 
and fellow Savile Club members 
Delius:  Légende 
Vaughan Williams:  Fantasia on Greensleeves; Elgar:  Serenade for Strings; 
William Alwyn:  Love Scene from ‘The Fallen Idol’; Malcolm Arnold:  Five 
Pieces for Violin and Strings and Concerto for two violins; Stanford:  March from 
‘Becket’; Walton:  Two pieces from ‘Henry V’; Parry:  Lady Radnor’s Suite 
Maya Iwabuchi violin 
Chamber Ensemble of London / Peter Fisher 
 

Saturday 14th May 2016 at 7:30pm 
The Capstone Theatre, Liverpool 
Delius:  On Hearing the First Cuckoo in Spring; 
Mozart:  Overture to Così fan tutte; Elgar:  Serenade for Strings;  
Vaughan Williams:  The Lark Ascending; Saint- Saëns:  Havanaise; 
Beethoven:  Symphony No 6 in F, ‘Pastoral’ 
Auguste Janonyte violin 
Liverpool Mozart Orchestra / Maxime Tortelier 
 

Tuesday 17th May 2016 at 7.30pm 
Kensington & Chelsea Music Society 
Leighton House, 12 Holland Park Road, Kensington, London W14 8LZ 
Delius:  Légende 
William Shield:  Overture to The Poor Soldier; 
William Boyce:  Symphony No 1; John Ireland:  Cavatine and Bagatelle; 
Clive Jenkins:  Sinfonietta; Elgar:  Serenade for Strings; 
Harold Darke:  Meditation; Britten:  Simple Symphony 
Chamber Ensemble of London / Peter Fisher 
 

Friday 20th May and Saturday 21 May 2016 at 8.00pm; 
Sunday 22 May 2016 at 8.00pm 
ORCHESTRA HALL, 3711 WOODWARD, DETROIT, MICHIGAN 
Delius:  On Hearing the First Cuckoo in Spring 
Stenhammar:  Serenade in F; Beethoven:  Piano Concerto No 5 ‘Emperor’ 
Jeremy Denk piano 
Detroit Symphony Orchestra / Andrew Davis 
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Wednesday 25th May 2016 at 7.30pm 
St John’s Smith Square, London SW1P 3HA 
Delius:  The Walk to the Paradise Garden (in the revised orchestration by 
Tony Summers, which is closer to Delius’s original than the Beecham 
version that is normally played.  A full explanation of the differences can 
be found in DSJ 144, p 129) 
Tchaikovsky:  Hamlet Fantasy Overture; Walton (arr Palmer):  Henry V Suite 
Salomon Orchestra / Graham Ross 
 

Friday 27th May 2016 at 7.30pm 
Dorchester Abbey, Dorchester-on-Thames, Oxfordshire 
English Music Festival 
Delius:  Three Small Tone-poems: Summer Evening; Sleigh Ride; 
Spring Morning 
Paul Lewis:  An Optimistic Overture (world premiere); 
David Matthews:  Norfolk March (world premiere); 
Vaughan Williams:  The Fat Knight 
Pre-concert talk, given by Founder-Director Em Marshall-Luck, Dorchester 
Village Hall at 5.00pm:  Aims, origins and successes of the EMF 
 

Sunday 29th May at 2.15pm 
Silk Hall, Radley College, nr Abingdon, Oxfordshire 
(mini bus transfer from Dorchester-on-Thames available) 
English Music Festival 
Delius:  Caprice and Elegy 
Ian Venables:  In Memoriam IBG, At Malvern and It Rains; 
Gurney:  Sonata for Cello and Piano; John Frith:  Eden; 
Alwyn:  Mountain Scenes; Hurlstone:  Sonata for Cello and Piano 
Richard Jenkinson cello, Benjamin Frith piano 
 

Saturday 18th June 2016 at 7.30 pm 
St Andrew’s Church, Linton Road, Oxford OX2 6UG 
Delius:  Florida Suite 
Duparc:  Lenore; Bruch:  Canzone; Tchaikowsky:  Rococo Variations 
Jacqueline Johnson cello 
St Giles Orchestra / Geoffrey Bushell 
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Friday 1st July 2016 at 7.30pm 
Hoddinott Hall, Cardiff 
(Centenary of the first day of the Battle of the Somme) 
Delius:  Requiem 
Butterworth:  A Shropshire Lad; Gordon Jacob:  Symphony No 1 (slow 
movement); Howells:  Elegy for string quartet, viola and orchestra; Roussel:  
Pour une fête de printemps; Francis Purcell Warren:  Ave Verum 
Philip Dukes viola, Elizabeth Watts soprano, Christopher Maltman baritone 
BBC National Orchestra and Chorus of Wales / Adrian Partington 
 

Sunday 3rd July 2016 at 7.30pm 
St Mary Magdalene Church, Windmill Hill, Enfield, Middlesex EN2 7AJ 
Delius:  Cello Concerto 
Butterworth:  A Shropshire Lad; Elgar/Payne:  Symphony No 3 
Daniel Benn cello 
Southgate Symphony Orchestra / Adrian Brown 
 

Saturday 9th July 2016 at 7.30pm 
Metropolitan Cathedral of Christ the King, Liverpool 
Delius:  A Song before Sunrise; On Hearing the First Cuckoo in Spring; 
Summer Night on the River 
Mendelssohn:  Excerpts from A Midsummer Night’s Dream; 
Saint-Saëns:  Les fleurs et les arbres; Berlioz:  Les nuits d’été; 
Vaughan Williams:  In Windsor Forest 
Liverpool Metropolitan Cathedral Cantata Choir 
Orchestra of Liverpool Metropolitan Cathedral / Richard Lea 
 

Wednesday 27th July 2016 at 12.30pm 
Floral Pavilion Theatre, Marine Promenade, New Brighton 
Wirral CH45 2JS 
Delius:  Sonata for Cello and Piano 
Bridge:  Sonata for Cello and Piano; Four Pieces for Cello and Piano 
John Paul Ekins piano, Liubov Ulybysheva cello 
 

Saturday 10th September 2016 at 8.00pm 
St Peter’s Church, Wallingford, Oxfordshire 
Delius:  String Quartet 
Elgar:  String Quartet in Em Op 83; Fauré:  String Quartet in Em Op 121 
Villiers String Quartet 
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Monday 10th October 2016 at 1:00pm 
The Music Room, Philharmonic Hall, Myrtle Street, Liverpool L1 9BP 
Delius:  Sonata for Cello and Piano 
Bridge:  Sonata for Cello and Piano; Four Pieces for Cello and Piano 
John Paul Ekins piano, Liubov Ulybysheva cello 
 

Monday 10th October 2016 at 8:00pm 
Luton Music Club, Central Library, St George’s Square, Luton LU1 2NG 
Delius (arr Warlock):  On Hearing the First Cuckoo in Spring 
Delius (arr Heseltine):  Dance Rhapsody No 1 
Warlock (arr Wilschau):  Capriol Suite; Rachmaninov:  Symphony No 2 
Parnassius Duo:  Simon Callaghan and Hiroaki Takenouchi pianos 
 

Saturday 12th November 2016 at 7.30 pm 
Cornerstone, Didcot OX11 7NE 
Delius:  The Walk to the Paradise Garden 
Prokofiev:  Romeo and Juliet Suite No 2; Gounod:  Romeo et Juliette Ballet 
Music; Tchaikowsky:  Romeo and Juliet Fantasy Overture 
St Giles Orchestra / Geoffrey Bushell 
 

Saturday 26th November 2016 (time tbc) 
St John’s Evangelical Church, Oxford 
Supported by the Delius Trust 
Delius:  Violin Sonata Op post;  
Debussy:  Violin Sonata in Gm; Franck:  Violin Sonata in A major; 
Saint-Saëns:  Introduction and Rondo Capriccioso Op 28 
Sophie Rosa violin, Sholto Kynoch piano 
 
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: 1st June 2016 
Delius Society Journal: 1st August 2016 
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