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EDITORIAL
Welcome to the spring issue of the Journal – although it is certainly far from
spring-like as I write this!
I am very grateful, as always, to those who supply interesting material
for these pages. John France, who writes and lectures regularly on British
music, examines the reception of Delius’s Dance Rhapsody No 1 (page 7), and
I am very pleased to have been given permission to reproduce an article
from the Journal of Medical Biography by Dr Stanley Wainapel on Delius’s
health (page 25) – many thanks to Hugh Torrens for alerting me to this.
Both Stephen Lloyd (Charles Groves centenary) and Lewis Foreman
(Felix Aprahamian) have kindly provided written versions of the talks they
gave to the Society last autumn. Where such events take the form of a
scripted lecture, I hope you will agree that it is very well worth including
the whole text – it certainly allows those who live too far away to attend
meetings to experience what was said on the day, albeit without the many
recorded music examples which are enjoyed by those present.
This issue carries tributes to four Delians who sadly passed away in
recent months, and whose contributions to the cause have been significant:
founder member Charles Barnard, long-standing member Cynthia
Seabrook, the tenor Thomas Round, and Arthur Ridgewell, executive
producer of SOMM Recordings’ Beecham Collection. Thank you to all
those who have provided obituaries.
On a lighter note, I hope that you enjoy the ‘puzzle corner’ – this
edition’s Miscellany (page 99) includes both a crossword and a quiz, the
former compiled once again by Derek Schofield and the latter reprinted
with permission from the Sunday Telegraph. Neither will give you too much
problem, I suspect, but I hope you find them entertaining.
Please do keep your articles, letters, and other contributions coming in
(and do, please, note my new landline number, below; the old one has been
disconnected!). The copy deadline for DSJ 162, to be published in October
2017, is 1st August.
Katharine Richman
journal@thedeliussociety.org.uk
Tel 01276 516945 or 07940 888508
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COMMITTEE NOTES
Discussion of the changes outlined in the January Newsletter (No 43), in
order to ensure that the Society is financially viable into the future, has
occupied much of the Committee’s time over the past months. Central also
to our discussions has been the need to provide a selection of interesting
and entertaining events for members and the Committee would welcome
any suggestions on this subject.
Committee members have been working hard at their various roles.
Treasurer Jim Beavis has, after much painstaking and lengthy dialogue with
our bank, moved us firmly into the 21st century with online banking. This
allows Committee members to view the Society’s account, but all payments
from the account require authorisation from two Committee members.
Paul Chennell continues to work hard on the twice-yearly newsletters and
manage the membership, and Katharine Richman, Secretary and Journal
Editor is on the constant look out for interesting material for these pages.
Roger Buckley has kindly taken on the tasks of organising both the
Delius Prize and the AGM / Annual Lunch (see page 111 and the enclosed
leaflet for full details). We hope to see as many of you as possible at one or
other – or preferably both – of these events.
And, of course, Karen Fletcher continues to work hard on all other
Society events. Tony Summers will have given his talk on Delius and
Strauss by the time this Journal is published, but we have both the Delius
Prize (28th April) and the Villiers Quartet performance, with a talk by
Professor Daniel Grimley (24th May) to look forward to.
Contact details for members of the Committee are given at the front of
the Journal. Please do get in touch – your comments are always welcome.
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THE RECEPTION OF FREDERICK DELIUS’S
DANCE RHAPSODY NO 1
John France became interested in classical music after performing as a ‘pirate’ in a
Grammar School production of The Pirates of Penzance in 1971. After hearing
Down Ampney at church he discovered the world of Ralph Vaughan Williams
and the then largely ‘undiscovered’ country of British Music. Usually, he has been
most sympathetic towards the lesser-known composers. He regularly contributes
reviews and articles to MusicWeb International and a variety of musical journals
and magazines, and has written programme notes for several concerts. He has
lectured on Gustav Holst, John Ireland and William Lloyd Webber. Recently, he
has had articles published on Humphrey Searle, Arthur Butterworth and Ralph
Vaughan Williams. Currently he maintains a British Music Blog – The Land of
Lost Content http://landofllostcontent.blogspot.com/
Introduction
I once heard Frederick Delius’s Dance Rhapsody No 1 described as a tone
poem written by a Yorkshireman looking at Ilkley Moor but remembering
a recent holiday in Tunisia. Certainly, there are hints of both English folksong and ‘Middle Eastern’ sunshine in this work. Alternatively, some
commentators have detected an Iberian temperament deriving from the
composer’s residence in Florida.
Christopher Palmer (1976, p143) wisely insists that he has
‘no intention whatever of allowing [himself] to be caught in the peculiarly
thorny thicket of Delius’s Englishness: for in the last analysis it is all
entirely a matter of subjective reaction.’

It is a lesson we all ought to learn. On the other hand, some works do seem
to have their inspiration in the English landscape. Some feel that A Song of
Summer (1918/31) was probably influenced by Flamborough Head or Filey
Brigg in the East Riding of Yorkshire, both boyhood haunts of the
composer. Delius instructed his amanuensis Eric Fenby to
‘… imagine we are sitting on the cliffs of heather and looking out over the
sea…’

It is not unreasonable to assume that the North Country Sketches (1913-14)
were inspired by the Yorkshire Moors and Dales. Palmer (1976, p144) has
proposed that these may be ‘draft preliminaries’ for Delius’s projected
DSJ 161
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opera, Wuthering Heights (Emily Brontë). Conversely, the ‘North Country’
could be Norway. Listeners often associate On Hearing the First Cuckoo in
Spring (1912) with England, but the ethos of this work is most certainly
inspired by Grez-sur-Loing in France. Nearer the mark is Brigg Fair (1907)
which does at least have a genuine English folk-song as its basis.
Contrarywise, Thomas Beecham (1959, pp166/7) felt that this work was
inspired by a ‘Virgilian Eclogue’ (pastoral) rather than the Lincolnshire
countryside.
It is Brigg Fair that the present Dance Rhapsody No 1 most resembles in
formal design. Both works are conceived as a series of variations on a
theme.
This essay will investigate the response to the premiere of the Dance
Rhapsody No 1 as well as examining selected critical reaction over the past
108 years. It will include a brief look at reviews of two early recordings. I
do not propose to provide a technical analysis of the work, however, in the
‘Appendix’ I include a transcript of the ‘printed slip given with the
programme’ at the premiere, as well as Rosa Newmarch’s Prom
‘programme note’ for information. Peter Warlock’s description of the work
finds its place in the ‘Critical Studies’ section. The essay concludes with a
bibliography.
The Dance Rhapsody No 1 was not given its ‘number’ until 1916, when
the Dance Rhapsody No 2 was completed. In this essay, I have given the full
current title, except where cited as Dance Rhapsody in a contemporary letter
or review.
Composition
Delius wrote to Granville Bantock on 24th April 1909. He explained that Dr
George Robertson Sinclair (1863-1917) of Hereford had asked him for a
short orchestral work and
‘In reply, I proposed my Dance Rhapsody, just finished.’

Delius added:
‘I suppose this is your doing again & I can tell you that I appreciate it most
thoroughly.’

He concluded his letter by asking Bantock
‘What is the new Suite for Hereford.’

8
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The answer was the ‘Old English Suite’ based on music by Gibbons,
Dowland, Byrd et. al.
The Dance Rhapsody No 1 was dedicated to the Swiss composer and
conductor Hermann Suter (1870-1926). Suter had given performances of
several of Delius’s works including the Mitternachtslied Zarathustras (Basel,
June 1903), the second performance of Sea Drift (Basel, March 1907) and
Appalachia (Basel, 12th & 13th December 1908) (Lewis Foreman, Delius
Society Journal 86, April 1985).
It is not possible to discover details about the inspiration or
composition of the Dance Rhapsody No 1. It would appear to have been
completed during the early part of 1909 and was written in pleasant
surroundings at Grez-sur-Loing, France. From a compositional point of
view, the only music written during 1909-10 was the present Rhapsody and
ongoing work on the opera Fennimore and Gerda. The opera was not
completed until 1911 and would be revised two years later.
In September 1909, Delius returned to England for two major
engagements. He was due to conduct his Dance Rhapsody No 1 at the Three
Choirs Festival in Hereford and subsequently to attend the Music League’s
Festival in Liverpool.
Unfortunately, illness prevented this latter
engagement. Delius returned to London with Jelka, complaining of a ‘very
bad bilious attack.’ (Carley, 1988, p2). After recuperation, the couple
returned to Grez-sur-Loing.
The score of the Dance Rhapsody [No 1] was published by F E C.
Leuckart, Leipzig in 1910.
The Premiere
The concert at the Shire Hall, Hereford during the Three Choirs Festival on
Wednesday, 8th September 1909 was a diverse one. The London Symphony
Orchestra was conducted for much of the programme by Dr George
Robertson Sinclair. Herbert Brewer, Granville Bantock, Edward Elgar and
Frederick Delius were present to conduct their respective offerings. Some
of the reviews examined in this section of the essay were also explored by
Stephen Lloyd in his excellent study of ‘Delius as Conductor’ in The Delius
Society Journal 46, January 1975.
The programme featured:
Wolfgang Amadeus Mozart: Symphony No.39 in E flat major K.543
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A Herbert Brewer: Two Pastorals, 1 A Shepherd’s Dance, 2 Welcome,
Sweet Pleasure, John Coates (tenor), conducted by the composer;
Carl Maria von Weber: Song ‘Deceived One’ from Euryanthe, Agnes
Nichols (soprano);
Granville Bantock: Old English Suite (arranged for small orchestra)
conducted by the composer;
Frederick Delius: Dance Rhapsody [No 1] for orchestra, conducted by the
composer;
Hector Berlioz: Song ‘Absence’, from Les nuits d’été, Op 7, Agnes Nichols;
Edward Elgar: Overture: Cockaigne, conducted by the composer;
Wolfgang Amadeus Mozart: Song ‘Qui sdegno’ from The Magic Flute,
Robert Radford (bass);
Richard Wagner: Scene between Sieglinde and Siegmund from Die
Walküre, Agnes Nicholls and John Coates.

Two days later, The Times (10th September 1909) gave a muted opinion of
the Dance Rhapsody. An unsigned correspondent, possibly J A Fuller
Maitland, considered that Delius ‘has done so many better things’ and that
it was a ‘pity’ to have presented this piece ‘in a place where his work is very
little known.’ More problematic was Delius’s ability (or lack of) as a
conductor:
‘In the hands of an experienced conductor the contrasted tempi, the rich
orchestral colouring, and the fantastic harmonic variations which
decorate the theme would no doubt produce a vivid effect. But the
performance last night under the composer’s direction only served to
impress the mind with the second-rate and second-hand character of the
tunes.’

The critic, not unsurprisingly, noted the problem caused by the
heckelphone (bass oboe) which was to form a theme in the criticism of the
work, and the unfortunate lady who had agreed to play it at the last
moment ‘struggle[d] to produce the notes in any way possible.’ He felt that:
‘…the prosaic dance tune and the still more commonplace pendant to it
were emphasized without one gleam of humour or rhythmic lightness in
the phrasing: and only in the last section … when the tune is played very
slowly by a solo violin, was there any compensating beauty of tone.’

10
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He concluded: ‘It is really unkind to allow a composer to dissect his score
in public.’
The Daily Telegraph (10th September 1909) was more enthusiastic. The
reviewer felt that:
‘the composer has utilised not only the full ordinary orchestra after his
wont, but has added thereto a heckelphone, which if I am not in error, was
played by Miss Bell, a local inhabitant, once well-known as an oboe player
in London, and a sarrusophone.’

As for the music’s progress, he thought that:
‘we are quickly removed from what the analyst describes as the
“mysterious, idyllic atmosphere” of the opening, and are bustled and
hustled along breathlessly in this splendid music and superb Rhapsody.’

He was less generous towards Delius’s conducting skills:
‘the performance which was but fairly good, suffered not a little, no doubt,
from the known fact that the composer … was so far from well that at one
time during the day there was a doubt as to whether or not he would be
able to take his place.’

In mitigation, Stephen Lloyd (op cit) quotes Delius as saying
‘I had little talent for conducting and, to make matters worse, I caught a
severe chill and had my wallet stolen just before the concert!’ (Eric Fenby,
‘Delius’ in Faber’s series ‘The Great Composers’ pp63-64).

The most glowing report of the premiere was given in the Manchester
Courier (9th September 1909). The Dance Rhapsody is:
‘full of vigour, drama and unfailing invention. Its rhythms appeal at once,
its colour fascinates, and its hot, turbulent climaxes assure one that the
composer is a man of unusual individuality.’

No comment was raised about the performance save to note that the
‘composer himself conducted and a most brilliant interpretation was the
result.’

It concludes:
‘Even the most conservative among the audience were compelled to
acknowledge that in sheer technique, and for ingenuity of resource, the
work has few equals among modern compositions.’

DSJ 161

11

‘F B’ (possibly Ferrucio Bonavia) writing in The Manchester Guardian (9th
September 1909) was less enthusiastic: beginning by noting that Bantock’s
English Suite was ‘not…difficult for the performers’ and was ‘well rendered
by the orchestra …’. Regrettably, the same could not be said about the
Dance Rhapsody. He wrote:
‘This work is of unusual difficulty, and although tonight’s rendering
showed much good-will on the part of the players it was yet far from
being ideal.’

The two ‘unusual’ instruments (heckelphone and sarrusophone) are not
indispensable for a successful performance of the work and the writer
would rather have heard a bass clarinet ‘of impeccable intonation to the
doubtful pitch of the heckelphone we heard tonight.’ He conceded the
‘distinct timbre’ of that instrument in the hands of a good heckelphone
player ‘will prove to be all that the composer meant it to be ...’ Sadly, the
reviewer understands that ‘good heckelphone players [are] rare.’
As for the stylistic parameters of the work, ‘F B’ considers it to be
‘an extremely brilliant piece of modern, but not ultra-modern, orchestral
music.’

He concludes by saying that the Dance Rhapsody
‘was warmly applauded, and Mr Delius … had repeatedly to bow his
acknowledgement to the audience.’

Local newspapers were typically enthusiastic about this new work. The
Cheltenham Chronicle and Gloucestershire Graphic (11th September 1909)
reported that:
‘Mons. Delius … attended the concert to conduct his new Rhapsody based
on dance measures, a notable example of the orchestral methods of the
modern French school.’

The work ‘was received with enthusiasm’: no mention was made of any
difficulties in the performance.
The unsigned comment in Musical Opinion & Music Trade Review
(October 1909) noted that the two novelties (Delius and Bantock) presented
at the Wednesday evening concert: ‘both exhibit masterly orchestration …’.
It considered that ‘Mr Delius’s work received a very flattering reception.’
After pointing out that it is scored for ‘anything but a small orchestra’ the
critic explained that the ‘heckelphone is a sort of very aged, almost ghostly
12
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oboe’ which ‘… was bravely tackled by a performer who had to learn it for
the occasion.’ As to the form of the Dance Rhapsody the reviewer stated that
‘in the sort of series of variations … almost every instrument … had to
essay a performance of the very folk-tuney dance melody on which the
work is founded.’

‘C D G’, writing in the Monthly Musical Record (October 1909), felt that
‘Mr Delius calls to his aid the whole range of colour provided by the
modern orchestra.’

Like nearly every commentator, s/he mentions the heckelphone
‘… which is utilised in an excessively mournful introductory duet with a
cor anglais.’

The dance-tune which forms the basis of the variations is ‘rather
commonplace…with an old-world flavour.’ The critic thinks that it
‘is remarkable that such unpromising material should give rise to so many
new, and in some cases, beautiful ideas.’

‘C D G’ concludes by reminding the reader that
‘Mr Delius has not a particularly inspiring beat, and the performance did
not do the work full justice.’

In conclusion
‘a word of praise should be given to the lady who made a performance
possible by undertaking at very short notice the important part for the
heckelphone, an instrument, apparently, of somewhat uncertain temper.’

The Musical Times (October 1909) pointed out that Delius’s Dance Rhapsody
No 1 is
‘as much in the style of the present day as Mr Bantock’s Suite is in that of
three hundred years ago.’

The critic thinks that its success
‘is secured from fresh colour derived from the use of the heckelphone …
and the harmonic scheme is new and striking.’

The general opinion is that the work’s ‘grace and charm expressed in
modern idiom is great.’

DSJ 161
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The Proms Premiere
The Promenade Concert on Tuesday 15th October 1912 was a long event.
Music from a diverse group of composers included a wide range of genres
(arias, songs, overtures etc.). Another Proms premiere that evening was
Mozart’s Piano Concerto No 22 in E flat major, K.482. The soloist was
Frederick Kiddle. Other composers featured were Peter Cornelius, Claude
Debussy, Giacomo Meyerbeer, Luigi Boccherini, Richard Strauss, Richard
Wagner, Giuseppe Verdi, Johan Svendsen, Henry Balfour Gardiner,
Montague Phillips, Liza Lehmann, and Gioachino Rossini.
The daily newspapers and music journals did not seem to generate
much enthusiasm for this Proms Premiere of Delius’s Dance Rhapsody. The
Globe (16th October 1912) considered that:
‘…it is impossible to believe that a work possessing such conspicuous
merits as Mr Delius’s Dance Rhapsody should have to wait three years for
performance at a Promenade Concert, unless it were crowded out by
numbers of absolute novelties demanding and deserving a first hearing.’

The reviewer concluded by insisting that it was
‘a very beautiful piece of music, thoroughly British in character (had they
been listening?) and fully worthy of the composer who wrote the splendid
[Piano] Concerto that was played by Señor [Theodor] Szántó last week.’
(10th October 1912).

The Musical Standard (26th October 1912) simply printed that this ‘pleasant
and cleverly scored’ work was ‘heard for the first time under ‘Prom’
conditions …’.
The Dance Rhapsody No 1 has subsequently had a successful career at
the Proms, having been featured at a total of 49 events. The most recent
performance was on 30th July 1974 (43 years ago!): John Pritchard
conducted the BBC Symphony Orchestra in an all-British programme
including works by Edward Elgar, Benjamin Britten, Malcolm Williamson
and Gustav Holst.
Sir Thomas Beecham’s Thoughts
It is not possible to consider the reception of Delius’s Dance Rhapsody No 1
without reference to Thomas Beecham’s thoughts on the subject. In his
biography of the composer (Beecham, 1959, p166), little is said about the
work. Considering the four orchestral pieces composed between 1907 and
1908 he insists that neither Brigg Fair nor the Dance Rhapsody No 1 are
14
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‘equal in inspiration and individuality to the two others [Songs of Sunset
and In a Summer Garden] ...’

Beecham thinks that they sound
‘a little like excellent and occasionally beautiful tours-de-force and both
suffer from some over-repetition of the principal theme utilized in each
instance.’

Then again, he recommends that the scores of these two works should be
‘in the hands of students in every academy, as text books on the art of
harmony in its most advanced stage of ingenious development.’

Finally, Beecham acknowledges that the tune in the Rhapsody is ‘original’
and for that reason was better liked by Delius than Brigg Fair.
In his delightful autobiography, A Mingled Chime (1943) Thomas
Beecham reminds the reader that Delius deigned to conduct his own music
on two occasions, the first being a performance of Appalachia. In fact, Delius
conducted on three (known) occasions. The third was the premiere of In a
Summer Garden at the Queen’s Hall, London on 11th December 1908 (Lloyd,
op cit). Beecham continued:
‘The only other time he dared venture to appear in this role was at a Three
Choirs Festival concert at which I was unable to be present, much to my
relief. But I was afterwards told by several who were there that the
performance (the first anywhere) of his Dance Rhapsody, sent shivers of
excitement running down the backs of everyone sitting in the massive
nave of the Norman cathedral.’ (p129)

Beecham got the venue wrong. It was, as noted above, the Shire Hall. He
continued:
‘How the piece ever came to be played at all in a sacred edifice [not in fact
true] remains a mystery to this day; nothing except possibly the anarchic
operations of a swing band would have been less appropriate. Then the
composer chose to incorporate into his score an important solo part for an
instrument, which like Lucy there were few to praise and very few to love,
the bass oboe [heckelphone]. As if these two errors of judgment were not
enough, he must needs be persuaded into accepting the services of a
young lady of semi-amateur status who had volunteered at short notice
to see what she could do with it. Now the bass oboe, like certain other
members of the single and double reed families, is to be endured only if
manipulated with supreme cunning and control; otherwise its presence in
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the orchestra is a strain upon the nervous system of conductor and players
alike, a danger to the seemly rendering of the piece in hand, and a cause
of astonishment and risibility in the audience.
A perfect breath control is the essential requisite for keeping it well in
order, and this alone can obviate the eruption of sounds that would arouse
attention even in a circus. As none of these safety-first precautions had
been taken, the public which had assembled in the sombre interior of an
eleventh century basilica, in anticipation of some pensive and poetical
effort from the most discussed musician of the day, was confounded by
the frequent audition of noises that resembled nothing so much as the
painful endeavour of an anguished mother-duck to effect the speedy
evacuation of an abnormally large-sized egg. Had the composerconductor not been a figure of renown, of middle age, and of outward
sobriety, I have often shuddered to think what might have happened.’
(p130)

Critical Studies
Peter Warlock has given a somewhat overblown view of the Dance Rhapsody
No 1 in his biography of the composer. This has been used as the basis of
programme notes at home and abroad:
The first Dance Rhapsody which dates from the same period as Brigg Fair
is almost exactly similar in form. After a quiet prelude, the chief dance
theme is announced by the oboe, and save for a middle section, which is
yet pervaded by echoes of the main theme, the whole work consists of
repetitions of this one melody with harmonic variations that are
kaleidoscopic in their ever-changing tones and colours. The listener’s
grasp of the unity and formal flow of the work depends very largely on
the conductor’s skill in dovetailing one variation into another by means
of a rallentando so slight that it does not break in upon the rhythm of the
whole. Here again, though the outward form of the work is of the crudest
and simplest character, its spiritual curve, so to speak, is wholly
satisfactory.
The climax of the work is not dynamic, but comes at the music’s ebb, a
metamorphosis of the dance theme played by a solo violin against a
background of divided strings, an indescribable passage, ‘wonderful,
causing tears,’ perhaps the most intense and exalted moment in all
Delius’s work.
It has a wounding beauty which is all the more poignant for its
evanescence – and which blinds one to the fact that the tumultuous coda,

16
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though completely satisfying in conception, does not and cannot ever
quite come off in performance. (Warlock, 1923/1952, pp116/7)

Robert H Hull included a discussion of the Dance Rhapsody No 1 in his
Musical Times article ‘The Quintessence of Delius’ (June 1927). For much of
this, he leans on Peter Warlock’s description. He recognises that the formal
structure is like Brigg Fair, and notes the quiet introduction to both works.
Hull thinks that the opening theme to the Dance Rhapsody No 1 is ‘angular’
and
‘at first sight would not seem to suggest many possibilities as regards
interesting harmonic treatment.’

The truth is different: with this tune Delius ‘does wonders’: ‘his shifting
harmonic background’, and ‘his remarkable capacity for handling the
woodwind’ lead to the listener’s interest being maintained, despite the
theme being ‘stated and restated.’ Hull agrees with Warlock that the apex
of the work is when the solo violin plays against a background of divided
strings and approves Warlock’s contention that this is ‘the most intense and
exalted moment in all Delius’s work.’ He states that the coda of the Rhapsody
does not ‘come off’ in performance: ‘it is startling, and upsets the reflections
induced by the contemplative nature of the climatic passage.’
Arthur Hutchings, in his study of the composer (1949, p88), denies to
the work any suggestion of a ‘background of wild nature.’ He holds that it
is ‘hard to form a very high opinion’ of either of the Dance Rhapsodies.
Hutchings concedes that the ‘earlier one … is the more popular because of
its bewitching tune.’ Like many commentators, he thinks that at first glance
‘we are to have another Brigg Fair.’ Some of the
‘presentations of the tune are rather like some of the treatments of the
Lincolnshire folk-tune, but the whole is of much inferior quality.’

Hutchings gives reasons: the dislocation between variations [in the Dance
Rhapsody No 1]
‘cannot be manipulated by even the best conductors to produce an effect
of complete cohesion.’

He acknowledges that the Rhapsody does possess ‘enchanting passages’
which seem to ‘have roused enthusiasm when Delian technique was a
novelty.’ Unlike Hull, he does not agree with Warlock’s enthusiasm for the

DSJ 161

17

‘most intense and exalted moment in all Delius’s work.’ Hutchings never
found it ‘wonderful, causing tears.’
Martin Lee-Browne and Paul Guinery in their recent Delius and his
Music (2014) have provided the most detailed analysis of the Dance
Rhapsody No 1 to date. After observing that Delius never wrote a full-length
ballet, they insist that both Dance Rhapsodies give an
‘encouraging indication of what he might have accomplished for the
stage.’

They submit that the present work’s introductory bars
‘foreshadow … [Hassan’s] sinuous texture and “oriental” melodic
intervals‘

further reflecting that the opening two main themes
‘produce a deliciously reedy sound, as if they have strayed from a NorthAfrican souk or middle-eastern bazaar.’

Clearly,
‘Delius has been eavesdropping on that wily story-teller Scheherazade and
has picked up a few tips from Rimsky-Korsakov …’

After a technical analysis of the music, Lee-Browne and Guinery finish by
suggesting that some listeners will wish that the composer had concluded
the Dance after the end of the solo violin/divided strings episode, rather
than provide
‘fourteen additional bars, scored blaringly for the full orchestra (including
triangle) …’

They acknowledge that
‘it finishes the piece with a bang and doubtless stimulates applause in the
concert hall, but it tends to come across as gratuitous and somewhat
crass.’

This echoes the consensus initiated by Warlock, that the coda
‘does not and cannot ever quite come off in performance.’

On Record
Analysing the response to the seven (or more) recordings made of the Dance
Rhapsody No 1 would demand a considerable essay. I note only the earliest
by Sir Henry Wood and Sir Thomas Beecham. Other versions of this work
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have been issued by Sir Charles Groves, Norman del Mar, Richard Hickox
and Sir Charles Mackerras.
The first commercial recording of Frederick Delius’s Dance Rhapsody
No 1 was made by Sir Henry Wood and the New Queen’s Hall Orchestra in
London during May 1923. It was released on 78 rpm discs on Columbia
L.1505-06. The Western Morning News (13th December 1923) reported that
Wood had ‘achieved a new success with the record.’
It has been subsequently issued on CD (BEULAH 1PD3, 1993). Robert
Cowan’s review of this CD in The Gramophone (January 1994) deserves
quotation:
‘Wood was something of a gramophone pioneer; in fact, the Dance
Rhapsody No 1 was the first-ever recording of a work by Delius, although
– to be fair to Beecham and the best of his successors – you need to bear
that in mind when listening. I played its opening to a fellow Delian and
he didn’t even recognize the music! Squawky, blatant winds, emaciated
strings and cavalier phrasing are about as far from Beecham’s aromatic
wistfulness as Delius is from Sousa – but there’s life later on in the piece,
the “dance” upstaging the “rhapsody” many times over.’

In the 1940s Beecham made two recordings (6th November 1946 and 4th
May 1948) with the Royal Philharmonic Orchestra (RPO) of the Dance
Rhapsody No 1; neither were issued commercially. The first attempt was
released on Dutton Labs CDLX7028 (1998).
Four years later, Thomas Beecham and RPO made their only definitive
recording of the Dance Rhapsody No 1, coupled with the ‘Intermezzo’ and
‘Serenade’ from Hassan. This recording was made at the EMI Studio No 1,
Abbey Road on 29th October 1952, and was released on two 78 rpm discs
(G.DB 9785-6). This has subsequently been released on the first volume of
the ‘Delius Centenary’ (1862-1962) album (HMV ALP 1889) and on CD
(Naxos, 8.110984, 2005). The violin solo was played by David McCallum
who was leader of the RPO at that time.
The Gramophone (February 1953) explained that this version had been
recorded under the auspices of the Delius Trust. A R (probably Alec
Robertson) cites the musicologist Cecil Gray (A Survey of Contemporary
Music, 1924) as having written that
‘nothing could be more English than such things as the Dance Rhapsody No
1 or In a Summer Garden.’
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A R wisely demurs. The opening of the Rhapsody
‘might well be mistaken … for a bit of the Hassan incidental music, so
“oriental” is it in flavour.’

On the other hand, he feels that the
‘jolly dance tune and its variations correspond to ‘Gray’s description.’

A R recalls Wood’s recording and reasons that it is good to have this new
edition. He thinks that it is a
‘pity that the string tone is not more ingratiating: and the slow meditation
on the third side is robbed of some of its beauty by the solo violin being
too near the microphone. The woodwind and brass are, however
excellent.’

The Record Guide (1955) presents the received view that:
‘The Dance Rhapsody No 1 bears a generic resemblance to Brigg Fair, being
a loosely connected set of variations with a dreamy slow section
(distinguished in this recording by a beautiful solo violin) and certain
turns of phrase that derive from Russian composers like RimskyKorsakov. The piece is, as we should expect, most enjoyably played: but
the recording is fierce and would not suit small gramophones.’

Conclusion
A stated in the ‘Introduction’, it is futile to try to decide if Dance Rhapsody
No 1 is English, Middle Eastern or Hispanic in mood. It is a striking work
that has remained in the repertoire for many years. Latterly, its popularity
has dropped off a little: the recordings in the current Arkiv CD catalogue
are fewer than half in number those of Brigg Fair, and it seems to be rarely
heard in the concert hall. Yet, this remains a thought-provoking orchestral
work. It may not possess ‘the most intense and exalted moment in all
Delius’s work’ (Warlock) but the quality of the melody, harmony and
orchestration is never in doubt. I agree with Robert Hull (op cit) that the
final coda
‘is startling and upsets the reflections induced by the contemplative
nature of the climatic passage.’

But who is going to rearrange a Delius score some 108 years after it was
completed?
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Appendix (Programme Notes)
I have included a detailed description of Delius’s Dance Rhapsody No 1
which was printed in the Gloucester Journal on Saturday 11th September
1909. It purports to be a copy of a ‘slip of paper’ issued with the
programme. I have not seen the original of this note, so I am unable to
confirm the text. Although it is written in a style no longer deemed to be
helpful in music analysis, I include it for interest:
‘Mr Delius was given a very hearty reception on taking the baton to
conduct his Dance Rhapsody, now performed for the first time, and it
proved so quaint that some description may be given. That is so well done
on the printed slip given with the programme that we take the liberty of
adopting it:
M. Delius’s Dance Rhapsody (dedicated to Hermann Suter) was composed
in December 1908 at Grez-sur-Loing as a relief to the heavier labours of
an opera upon which he has been for some time engaged. It is scored for
3 flutes (including piccolo). 1 oboe, cor anglais, heckelphone [actually bass
oboe], 3 B flat clarinets, bass clarinet, 3 bassoons, sarrusophone, 6 horns,
3 trombones, bass tuba, drums, percussion, 2 harps etc., and the usual
strings.
The form of the work is simple, but, as those who know the composer’s
work will expect, the most modern resources of music are largely drawn
upon in the course of its treatment. A prominent constructive feature is
that of a continually fresh and imaginative presentation of the succinct
and characteristic theme, with which, after a short introduction – itself
based upon the same matter – the Rhapsody commences. Although in one
notable instance – to be referred to later – the rhythm and character of this
theme undergo a radical change, the varied lights in which it appears are
mainly due to a constantly and subtly changing setting, sometimes
moving below it, now woven about it and varying continually in its
harmonic basis, its type or rhythm. The introduction is formed upon
duet-like weavings of figures between the heckelphone and cor anglais,
continued by the heckelphone and clarinet, all resting upon divided
‘cellos and basses. The mysterious idyllic atmosphere of this is suddenly
broken off by two fortissimo chords from the full orchestra, and the oboe
then commences with the principal theme in A major, accompanied by a
curiously bare pizzicato figure in octaves (lower strings, bassoon, and
sarrusophone – which instrument takes the place of the more usual
double bassoon).
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Five bars of codetta-like material follow, and the main theme again
appears, this time in the clarinet, supported by smoothly-flowing
harmonies in the remaining wood-wind and horns, followed this time by
four bars of codetta, slightly differing from the first. The theme – in a
related version – is then transferred to the ‘cellos and basses, bristling
along with amusing vivacity, the material of the codetta here receiving
greater amplification. The key changes to F sharp major, and a quieter
variation (molto tranquillo) ensues.
With the passing of the melody from the violins to the wind, however, it
again reaches something of its usual animation, and we are then brought
to a complete change of matter (piu vivo) with a vigorous subject given
out in octaves by the violas, ‘cellos and basses. This is considerably
developed, with much fertility of resource, and ultimately the music
gradually sinks down into the earlier tempo. Flute and clarinet in octaves
play the dance tune, the triplet figure of which is set off by harmonies
smoothly moving in duple rhythm in the strings. We then have several
further presentations of the theme, the music gathering in animation and
force as it proceeds, the treatment still varying from that of the first part
of the work, of which, in form, the present section is a recapitulation.
A return is gradually made to a quieter mood, and we come to the very
complete metamorphosis of the theme earlier referred to. Moving at a
slower rate, and in duple instead of triple rhythm, the melody is softly
played by the solo violin, accompanied by the remaining strings, pp, and
muted. With a phrase on the clarinet, followed by a characteristic figure
murmured by the heckelphone, the atmosphere of the introduction is
recalled for a moment, but the full orchestra suddenly bursts out with
greater energy than ever, and in a few bars, brings the Rhapsody to a
sonorous close.
The performance was all that could be desired, and Miss Bull deserves
special word of commendation for her mastery of the heckelphone which
plays so important a part in the scoring. The heckelphone, we should
explain, is a kind of bass oboe, which is evidently difficult to manage.’
[Miss Bull was in fact playing a bass oboe, not a heckelphone.]
Gloucester Journal, Saturday 11th September 1909

Rosa Newmarch (1930, p 97) provided a less detailed programme note of
the Dance Rhapsody No 1 for the Promenade Concerts:
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‘This work was first performed at the Hereford Festival of 1909, having
been written the previous year. It is scored for a large modern orchestra,
including a heckelphone.
It opens with a short Introduction (Lento), in which the cor anglais, bassoboe (or heckelphone), and horn foreshadow some of the subjects to come.
The first of these is given by the oboe in “easy dance movement”. The
second, a brief two-bar phrase for the flute, returns from time to time. The
first theme is repeated by clarinet, and the second by cor anglais. These
materials are developed by various instruments with much that is
charming and original in the scoring and harmonization.
A change of tempo to “Vivo” (“almost twice as quick”) brings a fresh
theme, introduced by the basses (strings and wind); a second being given
later by the violins in octaves. Both these motives are now discussed, oboe
and cor anglais dealing with them as solos. A figure presented by the
‘cellos and double-basses, and echoed by wood-wind, is afterwards
developed and emphasised by trumpets and horns. Further on two of the
subjects are worked in combination.
A diminuendo and rallentando lead to the recapitulation of the first
principal subject, in slower time, by flute and clarinet in octaves, with
accompaniment for strings, and afterwards repeated in a more rapid
tempo by first violins and violas. This is also treated by other instruments,
trumpets included, and a vigorous climax is built up.
In a section headed “Molto Adagio” a solo violin next presents a
rhythmically modified version of the subject, accompanied by muted
strings only, which are sub-divided. This is followed by quotations of
other thematic material by clarinet and bass-oboe. There is now a return
to “Molto vivo”, and the principal theme is given out by the strings with
great energy, the brass having an equally vigorous accompaniment. The
melodies used strike one as being thoroughly English in character, while
their treatment is that of a musician versed in all schools and imitative of
none.’

I find it hard to believe that Newmarch did not discern the anything-butEnglish mood of the main theme of this work.
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FREDERICK DELIUS: THE MAN, THE
COMPOSER, THE PATIENT
This article, by Dr Stanley F Wainapel, appeared in the Journal of Medical
Biography 1993, and was discovered recently by Delius Society member, Hugh
Torrens. Whilst much of the biographical information will be familiar to many
readers, the observations on his health, from a medical professional, will hopefully
be of interest.
In the autumn of 1928 a young musician from Scarborough was inspired by
the compositions of a fellow Yorkshireman who was then living in France
and unable to continue his work because of a disease that had left him blind
and paralysed. Moved by the 66-year-old composer’s plight, this 22-yearold man volunteered to serve as an unpaid amanuensis. The musician was
Eric Fenby, the composer was Frederick Delius, and the result of their
meeting was a collaboration unique in musical history for its total fusion of
two intellects. Fenby’s poignant and illuminating memoir of Delius’s final
six years, Delius as I knew Him1, is a classic of its genre, and Ken Russel’s
much-admired 1968 BBC film biography, Song of Summer, is based primarily
on this work.
But both Fenby and Russell have unintentionally fostered an image of
a blind paralytic Delius, as indelible as that of the stone-deaf Beethoven. In
actuality Beethoven was not totally deaf until the last ten years of his life,
before which most of his compositions were completed. Similarly, Delius –
as Fenby knew him – was a composer whose most important works had
already been completed, and it was only in his final decade that he became
the helpless figure that evokes such compassion in Russell’s film and
Fenby’s book. Until the age of 48, Delius lived an adventurous and
vigorous life that was remarkably free of illness. The crucial exception is
that he contracted a syphilitic infection and, as will be described later, his
final illness can be attributed to the various clinical manifestations of
tertiary syphilis on his central nervous system.
The years of health and productivity (1862-1910)
Fritz (he did not adopt Frederick as his first name until 1903) Theodore
Albert Delius was born on 29 January 1862 in the industrial Yorkshire city
of Bradford. His parents were German immigrants and his father, Julius,
had built a prosperous career as a wool merchant. Julius was also a musical
DSJ 161

25

enthusiast, playing first violin in the family string quartet and later helping
to bring the famous Hallé Orchestra for subscription concerts in Bradford2;
but his support of musical activity was based on its avocational value rather
than its vocational potential, as his son was soon to discover. Fritz showed
an early attraction to and talent for music, beginning violin lessons at the
age of seven and performing capably as second violinist in quartet
performances with his father. Julius encouraged Fritz to enter the family
wool business, dispatching him to Germany and to Sweden as well as to
other communities in England, and, although Fritz showed some shortlived potential, his interests were elsewhere. It was during these years of
the early 1880s that he discovered two of the most lasting inspirations for
his spiritual and musical development – the rugged scenery of Norway, and
the German philosopher Nietzsche’s book Also Sprach Zarathustra.
By 1884 the young Delius had come to the conclusion that he was not
temperamentally suited to the family trade, being far more drawn towards
a career in music – much to his father’s disapproval. As a compromise to
this father-son conflict, Fritz sailed to America with his friend Charles
Douglas and assumed responsibility for the management of Solano Grove,
a small orange plantation on the St Johns River near Jacksonville, Florida.
He proved quite inept as a manager, but the luxuriant sub-tropical setting
and the songs he heard sung by the local Negro population were to haunt
his imagination for many years, influencing a number of his early
compositions such as the Florida Suite, the operas Koanga and The Magic
Fountain, and his more mature orchestra-choral masterpiece Appalachia.
Musically, too, his sojourn in Florida proved fruitful: a Jacksonville
organist, Thomas Ward, became one of the few teachers who earned his
respect in later years; and another local friend introduced him to the music
of Edvard Grieg several years before the celebrated Norwegian composer
was to befriend the young Delius when he was a music student in Leipzig.
In 1885 Delius left Solano Grove and took a position as a violin teacher
in the prosperous Virginia town of Danville. Apparently he had
maintained his considerable abilities as a virtuoso on this instrument, and
his performance of the Mendelssohn Violin Concerto provided a
triumphant entry into Danville society. His financial success as a teacher to
the daughters of wealthy landowners finally convinced his father that a
musical career was a viable option for his son, and the following year Fritz
entered the Leipzig Conservatory for two years of formal study. He was
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not overly impressed by his professors and was not a particularly good
student, though he did obtain his diploma in 1888. He was more positively
influenced by his friendship with Grieg, and many of Delius’s earliest
compositions show his indebtedness to the Norwegian master.
After Leipzig, Delius embarked upon a decade in the antithesis of the
disciplined conservatory atmosphere of Leipzig: Paris at the time of the rise
of Impressionism, with its pleasure-loving Bohemian lifestyle. The friends
he found here were a distinguished artistic and literary circle, including the
painters Paul Gauguin and Edvard Munch, and playwright August
Strindberg. He also made the acquaintance, in 1896, of a young woman
painter named Jelka Rosen, and she was to become his intimate companion
for the remainder of his life.
The Delius of the Paris years is something of a paradox. The face that
we see in portraits from that time confirms Jelka’s initial impression of a
‘tall, thin man of aristocratic bearing’, an elegant, handsome man of 30 who
tended towards fastidiousness in his dress. Yet Beecham4 also describes
him as having a ‘decided preference for low life’ that witnessed him
frequenting all sorts of dubious quarters while dressed in his shabbiest
clothes. Beecham’s delicate phrase for these haunts is ‘Les Mystères de Paris’,
but we may well read between the lines that Delius was visiting
establishments with prostitutes as part of his exploration of this side of
Parisian life. Considering the fact that syphilis was rampant in fin-de-siècle
Paris, it is not surprising that Delius’s primary syphilitic infection dates
from these years5. It is tempting to ascribe his ‘slight setback in health’4 in
early 1889 to such a cause, but this is at best conjectural. We can refer,
however, to Beecham’s discreetly allegorical description of the ultimate toll
of these Paris years:
‘He had suffered a heavy loss of his favourite goddess Aphrodite
Pandemus who had returned his devotion with an affliction which,
although temporarily alleviated, was to break out again inexorably some
twenty years later.’4

Delius the seeker after pleasure was considerably in advance of Delius the
composer. Had he died in 1899 at the age of 35 (Mozart’s age at the time of
his death), practically none of the works for which he is now known would
have been produced. Indeed, the last year of the century saw the first of his
masterworks, the orchestral nocturne Paris, the Song of Great City, which
marked the turning point of his life as a composer. At about the same time
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other events in his life indicated a period of transition. In 1897 Jelka Rosen
bought a house in Grez-sur-Loing, a riverside village about 70 kilometres
southeast of Paris, where Delius became a frequent visitor, and it ultimately
became his home for more than 35 years. In 1903 he and Jelka were married
and he changed his first name to Frederick. The turbulent 15 years since his
voyage to Florida were now followed by 15 tranquil years amidst the
beauties of the French countryside. It is this period of emotional stability
and physical health that witnessed the steady production of his greatest
works, the ones for which his name is celebrated today: A Village Romeo and
Juliet (1901), Appalachia (1902), Sea-Drift (1903), A Mass of Life (1904-5), Songs
of Sunset (1906-7), Brigg Fair (1907), In a Summer Garden (1908), Summer Night
on the River (1911), and The Song of the High Hills (1911-12). Each of these
works bears the uniquely Delian imprint, and never again was his creative
genius to be at this level of consistent inspiration.
Delius was also at the peak of his physical powers at this time. All his
adult life he was a tireless walker, and he had hiked and climbed some of
this most rugged terrain in Norway during his periodic trips to that
country. In the summer of 1909 he was accompanied on one of these
strenuous walking tours by the young conductor (and later ardent
champion of his works) Thomas Beecham. The 30-year-old Beecham was
glad to be in good physical condition at that time as Delius, his senior by 17
years, led them staggering up mountains or slithering down glaciers4. But
all this was soon to change, and the robust hiker was about to begin an
insidious deterioration that would ultimately deprive him of his mobility,
his vision and, for all practical purposes, his capacity to compose his music.
The years of illness and disability (1910-1928)
In February 1910, Delius began to experience a number of distressing
symptoms that included severe headaches, back pain, nervous indigestion,
and a ‘severe bilious attack’. He visited the German sanatoria at Dresden
and Wiesbaden and made some improvement there, but his appearance
showed evidence of fatigue and weight loss5. The Deliuses returned to their
home in Grez and Frederick resumed his composition, producing North
Country Sketches and Eventyr, both of which are ambitious and lengthy
works for large orchestra, before the outbreak of World War I [Delius
actually began work on Eventyr after the War had started – Ed]. Grez lay in
the path of the advancing German army, so the Deliuses had to leave their
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home and flee to England, where they remained in exile until the end of the
war in 1918. Although he was experiencing symptoms of blurred vision,
numbness of his hands, headaches and back pain during these years in
England and in the post-war period up to 19216, Delius remained
ambulatory and was able to compose without assistance. His works during
this period tended towards traditional forms (concerto, sonata) rather than
the descriptive pieces that had marked his previous style; they included
concertos for violin, cello, and both instruments together, a sonata for
violin, a cello sonata, and a string quartet. With the exception of the Violin
Concerto, the works of these years have failed to win much critical or
popular success. One wonders if it was illness or the absence of his beloved
Grez that accounts for this relative lack of inspiration.
The pleasure of returning to their home after the war was short-lived,
for in 1921 Delius began to show more serious signs of physical decline that
included weakness and pains in the arms and legs. By January 1922 he had
sought treatment at a sanatorium in Wiesbaden. He remained unsteady in
his gait throughout 1922 and 1923. In August of the latter year Jelka Delius
reported in a letter that she had had to write music scores for him because
he was unable to do so himself due to difficulties in holding a pen. This
episode probably refers to the incidental music for Hassan, a play for which
Delius composed music in 1920 and which opened a very successful
London run late in 1923. In August 1924 the ailing composer entered the
German spa of Wilhemshöhe where he experienced significant
improvement under the ministrations of a Dr H, whose treatment regime
included electrotherapy. On their return to Grez, Jelka wrote,
‘Delius is much better in every way, can walk better, eat better, play the
piano better, looks much better. He does not wear ordinary glasses any
more, only ones for reading, and weaker than he has had for five years’.

His improved vision seems to have been of short duration, for by November
his eyes were beginning to bother him; but as late as 20th December 1924
he had enough hand control to write a letter himself rather than dictating it
to Jelka, as was his customary procedure since becoming ill. But in early
1925 his condition rapidly deteriorated. By that summer he was totally
blind, unable to walk, unable to feed himself, and until his death he was to
require the services of his wife and a male nurse for his most basic needs.
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The Fenby years (1928-1934)
On his arrival at Grez in October 1928, young Eric Fenby encountered a
Delius unchanged from the helpless invalid he had become three years
earlier. In that interval Delius had remained mentally alert as ever, but he
had ceased all composing since 1924, and had it not been for Fenby’s
dedicated service as amanuensis there is no doubt that Delius’s
compositional life would have been over in that year. The task faced by the
young musician was a daunting one. Delius could not see the scores he
might want to revise, he could not play his music on the piano, and, as
Fenby amusingly recalls, his ability to sing his ideas was almost impossible
to decipher. By a combination of musical intuition born of his total
absorption in the composer’s sound world and sheer hard work, Fenby and
Delius forged a working method that has no parallel in musical history.
Through this extraordinary meeting of creative minds a number of new and
revised older works emerged, including A Song of Summer, Prelude to
Irmelin, A Late Lark, the third violin sonata, and Songs of Farewell. The last
of these, for double chorus and full orchestra, must have been a particular
challenge to composer and collaborator. By 1931 Fenby’s work was done,
but he continued to live with or be in close contact with the Deliuses.
In 1929 Delius’s fame in his country of birth was cemented by an
ambitious series of six concerts of his music organised by Sir Thomas
Beecham. Although he was in frail health at the time, Delius and his wife
made the trip from Grez to London to attend the festival, and at long last
the 67-year-old composer received the accolades of the public and musical
community. He was never to see his native land again.
Eric Fenby has given us many invaluable glimpses of Delius’s
compositional methods, his personality (often anything by genial) and
(most significantly for this article) his physical state. We learn that Delius
was not paralysed in the usual sense, but rather had a combination of motor
control problems and some degree of weakness. Here is Fenby’s
description of Delius’s walking exercises:
‘This could only be done when there were three of us present – one to
support him on either side and the other to follow behind him with a chair
and air-cushion. He could not sit in a chair without arms. At a given
signal he was lifted up on to his feet, and held up gently by his arms …
limp and unsteady … and so the pathetic process began. He kicked out
sideways with his left foot, with no sense of direction or control, and the
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right foot did likewise. After five or six yards of this stumping along, he
cried “Be ready with the chair, Eric”. Then when he was unable to totter
a step farther, they lowered him gently into it, panting for breath.’1

Elsewhere, Fenby also demonstrated that Delius could move his upper
limbs, particularly in the excitement of composition. Although he had to
be carried upstairs over the strong shoulder of his male nurse in order to
enter the music room, once he had been deposited in his chair and started
to work
‘… he had changed from the paralysed figure propped up beside me to
an upright, excitable, gesticulating fighter as he felt himself deeper and
deeper into the music.’2

Delius’s leg pains were amongst his most difficult symptoms. They were
often of excruciating severity, unpredictable in their onset and duration,
and associated with hypersensitivity of the overlying skin. They were only
helped by certain homoeopathic remedies1. His blindness was occasionally
interrupted by momentary periods of partial visual return. There was also
a period of several weeks – during and following the visit of a Scotsman,
Erskine, who treated the composer with hypnosis – when Delius was briefly
able to walk with considerably less support (even going up a step) and to
sit unsupported while playing the piano.
Except for these brief periods of remission, his condition remained
stable until his terminal illness, which began in early 1934 when his
shooting pains became even more severe, eventually requiring morphine
injections at four-hourly intervals. Delius’s suffering was also increased
when Jelka became ill and had to enter a hospital to undergo surgery.
Despite Fenby’s hasty return to assist in his care, the composer became
weaker and by 7th June he was almost stuporous – the first time any
clouding of his mentation had occurred during his years of illness. He died
four days later, on 10th June 1934, and was temporarily buried in the church
yard at Grez, but in accordance with his instruction his body was exhumed
and reinterred in a church yard in Limpsfield, Surrey, on 24th May 1935.
Jelka died four days later.
The case for tabes: a medical view of Delius
Delius was a vigorous and healthy man for much of his life. Starting in 1910
he developed symptoms of back and abdominal pain (the latter apparently
rather sudden and violent) and some of the symptoms continued for the
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next decade, but it was only in 1921-22 that he began to show the
progressive loss of motor control that led to his dependent state by 1925.
Based on his wife’s reports, his vision may have begun to deteriorate a few
years earlier, around 1919 or 1920, and he had become totally blind by 1925.
Delius’s most prominent symptoms in his last decade were:
1) Shooting pains of great severity in arms and legs, associated with
cutaneous hyperpathia;
2) Extreme lack of control of leg function, with a gait pattern that most
closely approximates a sensory ataxic gait;
3) Inability to hold small objects in his fingers, associated with at least
partial ability to control his proximal musculature;
4) Hypotonia rending him unable to sit unsupported in a chair
without arms;
5) Total blindness.
Prominently absent from the above listing are bladder or bowel dysfunction
and cognitive impairments. The entire constellation of symptoms began
about 15-20 years after a syphilitic infection, which probably occurred
between 1889 and 1897 in Paris.
All of these findings, their history of onset and nature of progression
are compatible with a diagnosis of tabetic neurosyphilis, as outlined in the
classic text by Merritt, Adams and Solomon7. First described by Romberg
in 1840 and later by Duchenne in 1858 (who named the condition
progressive locomotor ataxia), well before its spirochaetal aetiology had
been identified, tabetic neurosyphilis (tabes dorsalis) is pathologically
characterised by atrophy of the posterior columns of the spinal cord as well
as of the posterior nerve roots. The resultant loss of proprioceptive input
produces the characteristic slapping gait and motor control problems so
accurately described by Duchenne. The age of onset for tabes is usually
between 40 and 59 years (Delius was 48), and the interval between the
original infection and tabetic symptoms is usually 10-25 years (in Delius’s
case it was 15-20 years).
The commonest manifestations of tabes are
1) lancinating pain in the limbs (75%);
2) ataxia (42%);
3) bladder or sexual dysfunction (33%);
4) paraesthesiae (24%);
5) gastric or visceral crises (18%);
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6) optic atrophy (16%);
7) rectal incontinence (14%).
Delius clearly had five out of these seven cardinal symptoms; only bladder
or bowel dysfunction are not mentioned by his biographers, and it is
possible that the innate delicacy of Beecham and Fenby led them to delete
such a humiliating symptom from their portraits of a composer who had
excited their admiration as well as sympathy. The ‘severe bilious attack’ of
1910 sounds very much like a gastric crisis, which is characterised by
abdominal pain associated with nausea and vomiting. Fenby’s description
of Delius’s walking is highly typical of severe tabetic involvement, and his
comparison of the composer at work to a gesticulating fighter sounds like
the pseudoathetosis which occurs in cases of cervical tabes. Most
convincing of all are Delius’s agonising limb pains, which are almost
pathognomonic of tabetic neurosyphilis.
Conclusions
Beethoven’s deafness did not end his creative life; it moved him into new
and unexpected directions, and perhaps without it we would have been
deprived of his sublime late quartets. The case of Delius is different; he
ceased composing entirely as a result of his double disability, and it was
only through the unexpected aid of Eric Fenby that a final flowering of his
musical genius could take place. Luckily for him – and us – his pre-tabetic
legacy of musical treasures will enrich the spirits and beguile the ears of all
those attuned to his unique world of sound.
Stanley F Wainapel
The author gratefully acknowledges the editorial assistance of Ms Shirley Milton in the
preparation of this article.
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SIR CHARLES GROVES:
A LATE CENTENARY TRIBUTE
What follows is an extended essay adapted from the talk given by Stephen Lloyd to
members of the Delius Society on Saturday 5th November 2016.
2015 saw the centenary of the birth of that much loved and respected
conductor Sir Charles Groves who died in 1992. To mark the occasion
Warner Classics released a 24-CD set that represents Sir Charles’s most
significant recordings for EMI of British music.1 While this issue recognised
his very considerable contribution to British music, his centenary did not
otherwise receive the attention it deserved, so an appreciation of Sir
Charles’s life may be appropriate here, especially for his devotion to the
music of Delius.
For many Delians, their first awareness of Charles Groves as a
champion of Delius came in November 1965 when he resurrected the
Requiem, a performance in Liverpool that was not broadcast live but did
receive two subsequent broadcasts, and the performance was much later
‘unofficially’ issued and for a while available on the CD label Intaglio
(together with Norman Del Mar’s A Mass of Life). The Liverpool forces
dearly wanted to record the Requiem, but Sir Malcolm Sargent was to have
given a London performance in December 1966 (with Jacqueline Du Pré
playing the Delius Cello Concerto) and record the work afterwards.
However, illness intervened and the concert was changed.2 Meredith
Davies eventually took over the London performance of the Requiem in
February 1968 and he it was who recorded it with the Royal Choral Society
and the Royal Philharmonic Orchestra that same month.3 Sir Charles was
at least in charge of the work’s first (and to date only) Prom performance
that September.4
It is sad that it was felt at the time that regional forces like the Liverpool
Philharmonic did not command enough sales ‘clout’ to make a recording
with them a worthwhile proposition, and although they did record other
slightly smaller Delius works (Songs of Sunset and Arabesque), the Requiem
and the first stereo recording of the Mass did not come their way.
Nevertheless, their performance of the Requiem was a considerable
achievement which helped establish what had until then been an almost
unknown work.
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Charles Barnard Groves was born in March 1915 in London, the only
child of Frederick and Annie Groves. As he told Alan Blyth in an interview
for Gramophone in 1972,5 he was orphaned when very young. His father
died in 1921 as a result of the 1914-18 war and his mother died of
pneumonia in 1925 when he was only ten. She was very musical, playing
the piano for Sunday school at the church where he sang as a small boy, she
encouraging the young Charles to sing solos which he enjoyed, and as he
much later said himself, he was sight-reading music almost before he could
read books, and it is his mother whom he chiefly credits for his interest in
music. With his future uncertain at his father’s death, on the advice of his
father’s employer, he successfully applied as a pupil at St Paul’s Cathedral
Choir School (where there is a house named after him) and he sang in the
Cathedral choir. Although he was exempt from the school fees, his mother
still had to pay for the expensive school uniform. Then, after the second
tragic blow of his mother’s death, he was put in the care of his aunts. But
music was now his absorbing interest. ‘I had a season ticket for the Proms
when I was 13,’ he recalled, ‘and I went every night. I did that for three or
four years.’ When he was 13 he studied the piano and organ. In 1930 he
progressed to Sutton Valence School in Maidstone, Kent. ‘Although my
aunts were all very kind to me,’ he said in that interview, ‘I loved going
back to school and getting back to the music and the sport. I used to play
for chapel services occasionally.’ (The school’s Groves Hall is named after
him.)
In 1932 he entered the Royal College of Music. The organ was his
principal study and he became an Associate of the Royal College of
Organists at the age of 19. He then changed to the piano, but on his own
admission he became rather lazy with his piano studies and gave up an
early ambition of becoming a concert pianist. He was, however,
particularly interested in accompanying Lieder, and he also became
involved in student opera productions as répétiteur. He performed in a
good number of College concerts: in June 1933 he was one of four students
sharing the conducting of the College’s Third Orchestra in Debussy’s Petite
Suite, he guiding them through the first movement En Bateau; in November
as organ soloist he played the last two movements of Mendelssohn’s Second
Sonata; and that same month in the Senior Conducting Class he shared the
conducting of Variations on an Original Theme by student Pamela McKenna
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with another fellow student Alan [G] Melville6 who, like Groves, was to
have a significant career at the BBC.
Most often in the College concerts Groves accompanied singers, but on
21st June 1934 he accompanied another student in Delius’s Third Violin
Sonata. The date of this recital is not insignificant with Delius having died
only 11 days earlier, and the following week Beecham was to conduct three
memorable performances of A Village Romeo and Juliet 7 at the Royal College
with student forces. The previous June Beecham had given three
performances of Vaughan Williams’s opera Hugh the Drover, also with
student forces, and Groves was involved in both productions, playing in
the orchestra. ‘I think I played bass drum or something,’ he half
remembered.
At the BBC
On leaving the RCM he was for a while a free-lance accompanist,
having been, as he said, ‘beaten to a BBC job by that marvellous
accompanist John Wills,8 a much older man than me’. His contemporaries
at the Royal College included Benjamin Britten, Stanley Bate9 and Reginald
Goodall, and when in 1936 Goodall became conductor of the amateur
London Handel Society, Groves was his rehearsal accompanist. He did
quite a few jobs for the BBC before joining the Corporation in 1938 as chorus
master for its Music Productions Unit under Stanford Robinson. In 1936
and 1937 he had attended the London Music Festivals conducted by
Toscanini of which he retained vivid memories, and when Toscanini came
again in October 1937 for two BBC concerts which included the Brahms
Requiem at the Queen’s Hall, for Toscanini’s two days of rehearsals with the
BBC Chorus and Choral Society (whose conductor was Leslie Woodgate)
Groves was the rehearsal pianist. Much later in life he looked back on
Toscanini, Beecham and Furtwängler as his ‘absolute idols’. Bruno Walter
was another conductor he much admired.
Groves’s two particular strengths were the ability to read even
complex scores at the piano and to play them at sight (this he attributed to
the teaching of Aylmer Buesst at the RCM), and a remarkable memory so
that he could if necessary conduct much of the classical standard repertoire
without a score.
His first broadcasts in November 1937 were short half-hour
programmes in which he conducted the BBC Singers, and then in 1938 it
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was as trainer of the BBC Theatre Chorus that he became much involved in
opera broadcasts conducted by Stanford Robinson. The first of these in
January 1938 was a broadcast of Massenet’s Manon with Maggie Teyte,
Heddle Nash, Dennis Noble, Norman Walker and Roy Henderson the
soloists.10 This was followed over the coming months by broadcasts of
Puccini’s La Rondine, Gounod’s Faust, Cornelius’s Barber of Baghdad, and in
October the first broadcast of Vaughan Williams’s Hugh the Drover, repeated
in November, with Webster Booth as Hugh. Groves’s familiarity with this
work made him an ideal choice as conductor when 40 years later EMI
wanted to record it.
In December 1938 he was at the Theatre Organ for a broadcast of
Johann Strauss’s operetta Queen’s Lace Handkerchief, and the following year
there were more opera broadcasts, Lakmé, Pagliacci, Il trovatore, and Rutland
Boughton’s Bethlehem (with such familiar names as Joan Hammond, Lisa
Perli and Norman Allin). He was also involved in programmes of much
lighter fare. There was Chu Chin Chow (conducted by Mark Lubbock), Ivor
Novello’s Glamorous Night (with the original leads Novello himself and
Mary Ellis as soloists, and another popular Novello star Elizabeth Welch,
Stanford Robinson conducting), and even the closing scene of Hassan
(February 1940) in a programme called ‘Reverie’ and described in Radio
Times as a ‘programme of soft and gentle music [that] ends tonight with the
departure of the merchants for Samarkand’, their lines spoken by members
of the BBC Repertory Company. In all of these Groves trained the BBC
Theatre Chorus.
On the outbreak of the Second World War, Groves was evacuated with
the BBC’s Music Department to Evesham in Worcestershire (the BBC
Symphony Orchestra being stationed in Bristol), and then, after the heavy
bombing of Bristol, he followed when in 1941 the BBC moved to the safer
area of Bedford. As the war progressed Groves was soon showing his
versatility by conducting the BBC Singers, the BBC Revue Orchestra, and
even appearing a number of times in a two-piano double act with Donald
Edge who had made his first broadcasts in 1934 described as a ‘syncopated
pianist’.11 Much of the music he conducted at this time was musical
comedy, variety and vaudeville, with occasional excursions into operetta,
ranging from music for The Kentucky Minstrels black-faced minstrel show
(on radio!)12 to an adaptation of Weill’s Lady in the Dark with Gertrude
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Lawrence, Groves conducting the BBC Revue Chorus and Orchestra. He
was also involved in variety shows.
In 1943, when Mansel Thomas was called up, Groves replaced him as
conductor of the BBC Revue Orchestra. ‘A marvellous opportunity,’ he
recalled. ‘We did a lot of light music.’ But his real opportunity came in
September 1944 when, only 28, he was appointed to Manchester to take
over the BBC Northern Orchestra.13 ‘I was really thrown in the deep end,’
he said. ‘There were no guest conductors. I had to do the lot.’ He gave
about five concerts a week in the Home Service and General Forces
programmes. Up to 1946 many of these broadcasts were given before
workers and troops in factories and camps in the North of England as part
of ENSA. In November 1944 he gave the first broadcast of Moeran’s
Overture for a Masque specially commissioned for ENSA.
By May 1947 the orchestra (leader Reginald Stead) numbered fifty
players and gave about six broadcasts a week. It was reckoned that Groves
had by then conducted some six hundred concerts from the North Region
in addition to guest engagements with the Liverpool Philharmonic, City of
Birmingham, Hallé, and BBC Symphony orchestras. He also frequently
conducted for the Third Programme that began broadcasting in September
1946. ‘He has a great sense of adventure in music and is keenly interested
in new composers and their works,’ it was noted in Radio Times. With now
such rare works as Ethel Smyth’s Mass in D, Julius Harrison’s Mass in C and
Stanford’s Stabat Mater featuring in his programming (in conjunction with
Northern choral societies), and a broadcast of Bantock’s music in November
1946 after the composer’s death the previous month, the frequent inclusion
of works by Bax, Benjamin, Bliss, Berkeley, Moeran, Rawsthorne, Rubbra,
Cyril Scott, Phyllis Tate and Vaughan Williams showed Groves’s particular
fondness for British music. He programmed In a Summer Garden in 1947,
and the following year North Country Sketches and the Piano Concerto, with
Leslie England as soloist.14 Another predilection throughout his career
would seem to have been for the symphonies of Haydn. And while Groves
was in Manchester he met Hilary Barchard, a BBC balance control engineer,
whom he married in 1948.
Bournemouth
By 1951 he felt the need to get out of the more studio-bound world of
broadcasting so he was delighted when in September he was offered the
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conductorship of the Bournemouth Municipal Orchestra. In August he had
impressed as guest conductor with a performance of the Walton
Symphony. But had he known in advance the problems that faced him one
wonders whether he would have accepted the post so readily. As the editor
of Bournemouth’s Winter Gardens Society Magazine put it so bluntly in its
first issue since his appointment:
It takes a man of courage to tackle a job such as Mr Groves is taking on.
He finds himself faced, first, with a deficit on the orchestra’s working of
more than £20,000 a year. ... He will find his work constantly impeded by
opponents of the orchestra who would prefer to spend the money on
bandstand music, or on continental beer-gardens on the seafront, or on
indoor bowls. He is bound to feel a little perplexed by the attitude of such
dangerous enigmas as the powerful Councillor … who at the July meeting
of the Town Council declared that he yielded to no one in his admiration
of the orchestra, and then, in the next month, coldly and soberly proposed
abolishing it altogether.15

The orchestra generally gave three concerts a week: a symphony concert
on Thursdays or Fridays, and two weekend concerts of more popular and
lighter fare with much of which he would have been already familiar from
his broadcasting years. There were also occasional concerts in other towns
in the South-West, and they regularly broadcast from the Winter Gardens.
Groves was replacing Rudolf Schwarz who had been offered the
conductorship of the City of Birmingham Symphony Orchestra. Schwarz
had done much to raise both the Bournemouth orchestra’s standard and its
name, but he was handing over a band that had been much demoralised
after a strike the previous year, a strike that had concerned more the
Bournemouth military band than the Municipal Orchestra. But this dispute
had provided ammunition for those on the council who considered the
orchestra an expensive toy enjoyed by a small proportion of Bournemouth’s
population. The threat of reducing the orchestra in size or abolishing it all
together had often been part of its darker history. Within less than a year
of Groves’s appointment there were plans to amalgamate the Bournemouth
and Birmingham orchestras (the latter also facing a similar if somewhat
smaller financial crisis), the new orchestra playing at Birmingham under
Schwarz from September to April and at Bournemouth under Groves in the
summer months. This idea, which had come from Birmingham, was
rejected by the Bournemouth council which seemed determined to reduce
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the orchestra from about 65 to 35
players. But the orchestra’s fame
was its saving grace and people
like
Barbirolli,
Boult
and
Beecham weighed in with their
support. An appeal fund was
launched and typically Groves
was one of many to be seen
rattling collection tins in the town
centre and raising money by
whatever other means elsewhere.
Attendances at concerts had
dropped considerably since the
strike and every effort was made
to increase the numbers, for
Groves to win a new audience,
choosing
interesting
programmes, even at times
Sir Charles Groves in 18th C costume
conducting the Bournemouth Symphony
introducing the works himself
Orchestra in Handel’s Water Music on a
(as he had earlier done in
barge on the Avon at Bath.
broadcasts) in ‘youth concerts’
[Bournemouth Daily Echo]
and in the ‘Listener’s Guides to
the Orchestra’ intended for a wider audience. Such was the appeal’s
success that the council agreed to reprieve the orchestra for a further year.
In March 1953 the Winter Gardens Society Magazine still painted a bleak
financial future of the orchestra fighting for its life. But in May it reached
its sixtieth anniversary, and to mark the occasion it gave the première of
Malcolm Arnold’s Second Symphony, dedicated to ‘Charles Groves and the
Bournemouth Municipal Orchestra in celebration of their Diamond Jubilee’.
In 1951 Groves had given the first broadcast performance of the first set of
Arnold’s English Dances which he had immediately taken a liking to and,
though not knowing Arnold personally, he had contacted him and asked if
he would provide a work for the Orchestra’s Diamond Jubilee. Arnold
offered the symphony that he was working on, as a result of which, as
Arnold’s biographer Paul Jackson has written, Groves became
‘Arnold’s most devoted orchestral champion, and – along with his wife,
Hilary – a devoted friend, who would stick with Arnold during his
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darkest periods, both artistically and personally’.16

In 1981 Groves gave the first English performance of the Eighth Symphony
in a studio broadcast nearly two-and-a-half years after its American
premiere. But when the Ninth Symphony was finished in 1986 those who
saw the score, with its sparse long last movement, thought that Arnold had
finally ‘lost it’. Groves was one of the few who believed in the work. He
tried to interest the Bournemouth, the BBC Scottish and the Royal Liverpool
orchestras in a first performance, but to no avail. In 1988 he arranged a
private performance with a largely student orchestra, and Arnold and a few
friends were present. Then in April 1992, six years after the work’s
completion, Groves conducted its first professional performance – a studio
broadcast with the BBC Philharmonic in Manchester, with the composer
present. At Bournemouth Groves repeated the Second Symphony several
times, and almost every season afterwards included at least one Arnold
work.
After the Bournemouth Orchestra’s Diamond Jubilee celebrations, the
battle of finances and politics came to a head. In March 1954, the
Bournemouth Council decided to pull the plug on the orchestra. By 44
votes to five, they gave members of the BMO four weeks’ notice and Groves
three months’ notice terminating his contract. Things had come to a head
by the Musicians’ Union’s demand for an increase in the players’ salary.
Fortunately, the Winter Gardens Society, a sort of supporter’s club of
concert-goers and music lovers, undertook to pay the musicians the
difference between their salaries and this new demand so the orchestra
could continue. After further discussions with the Corporation and the Arts
Council, it was agreed that the Bournemouth Corporation would make an
annual grant, the Arts Council made an initial grant, and a new company
known as The Western Orchestral Society Ltd took responsibility for the
orchestra and managed its affairs. With the appointment as general
manager of Ken Matchett, a skilful administrator, the BMO was reformed
as a regional orchestra, much strengthened by its links with the Welsh
National Opera Company and, under its new title of the Bournemouth
Symphony Orchestra, it gave its inaugural concert in October 1954 with a
programme that was shared between Groves and Beecham.17
Beecham’s participation was almost certainly arranged by Groves who
knew Beecham (probably when he went to conduct the BBC Northern while
Charles was its chief conductor), and he agreed to conduct on two
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conditions: the hire of a Daimler (he was then staying just outside nearby
Leamington) and that he would be provided with a case of Coca-Cola. This
association with Beecham continued the following May when the BSO was
engaged by him for performances of Grétry’s Zémire et Azor at the Bath
Festival18 (his last operatic performance in this country). During the second
act of this opera a small off-stage ensemble was required, and when
Beecham’s assistant conductor Denis Vaughan took over for one evening
from an indisposed Beecham, Groves was the back-stage conductor.
Groves also gave two concerts with the BSO as part of the Bath Festival, and
one evening, with orchestra and conductor dressed in 18th century
costume, he conducted the BSO seated in a barge moored on the River Avon
in Handel’s Water Music.
Unfortunately the formation of the Bournemouth Symphony
Orchestra had not ensured its financial security, and in June 1956 its
existence still seemed as bleak as Holst’s Egdon Heath which was ironically
programmed that month. In the printed programmes notices of appeal
would appear, such as: ‘The future of your orchestra is in jeopardy - £15,000
needed by 30th September’. Special fund raising concerts were held, even
chamber concerts, with Groves at the piano. (It was Sir Charles’s similar
sense of action and justice that would find him amongst the picket lines for
the BBC Orchestra’s dispute in 1980.) In July there was a ‘Help the
Orchestra’ Ball, and July programmes announced a competition in aid of
the ‘Save the Orchestra Fund’. A year later the Orchestra was ‘still faced
with serious financial problems’.19 It was only with the formation of the
Western Authorities Orchestral Association in 1958 that at last the
orchestra’s finances became steadier, with grants being promised by over
50 councils in the south-west. In consequence the Orchestra was able to
increase in size to 85 players.
The continuing uncertainty of the Bournemouth Orchestra’s future
must have put a considerable strain on Groves, and he was allowed a
‘sabbatical’ to conduct the Cape Town Orchestra for four months in 1957-8.
But by 1961 he was ready for a change that was fortunately offered by
Welsh National Opera. His link with Welsh National had begun in October
1952, conducting Il trovatore (which he would have known from his BBC
days under Stanford Robinson) at Cardiff with the BMO which was to
become the orchestra of WNO. The following April Welsh National went
to Bournemouth for the first time with a week of varied operas, Groves
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again conducting the BMO in Il trovatore as he was to do later that year in
Manchester and Cardiff. And so the association was cemented.
If Dan Godfrey was the founder of the Bournemouth Orchestra,
Charles Groves can surely be regarded as its saviour. No-one else would
have put up with such a thankless task, living as it were perpetually on the
precipice. At the time of Groves’s appointment, the Bournemouth
Municipal Choir was conducted by Roy Henderson, a familiar name to
many Delians as the young singer who had made his name in A Mass of Life,
taking the principal role in most British performances of that work in the
‘twenties and ‘thirties.20 He retired from Bournemouth in 1953 to give more
time to the teaching of singing, and he was replaced by Groves who was
always happy with choral forces, large or small. Amongst the larger works
he conducted with the Municipal Choir were A Sea Symphony, The Kingdom,
Hymnus Paradisi, Belshazzar’s Feast, Gerontius, Elijah, B minor Mass, St
Matthew Passion, Verdi’s Requiem, Britten’s Spring Symphony, Israel in Egypt,
Bliss’s Pastoral, Missa Solemnis, and a concert performance of Cavalleria
Rusticana.
His predecessor Rudolf Schwarz had upheld the Orchestra’s tradition
of championing British music (more often than not with works unfamiliar
to him that he had to learn), and with his broader knowledge Groves
maintained this tradition admirably, introducing some Delius whenever
possible. Henderson, in his last season, had conducted Sea Drift (the solo
part of which on occasions he had sung himself), and over the years Groves
had included In a Summer Garden, the Violin Concerto (with Jean Pougnet),
Paris, the Piano Concerto (twice), Eventyr, Brigg Fair, Over the Hills and Far
Away and Appalachia, in addition to familiar shorter works that appeared in
most seasons. It would require more space than is available here to do
justice to Groves’s repertoire during his ten years at Bournemouth. Suffice
it to say that his programming was always enjoyable and refreshing and
often showed extraordinary enterprise even if for financial reasons it could
not be too adventurous. But the outcome of his stay can be gauged from
the programme he took to London in his last year21 which was more
challenging and uncompromising than anything the Orchestra had offered
before:
Anthony Milner’s Variations for Orchestra (first London
performance), Berg’s Violin Concerto (André Gertler), Francis Burt’s Iambics
and Stravinsky’s Symphony in Three Movements.
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Welsh National Opera
In 1961 Groves resigned from Bournemouth to become the first fulltime musical director of Welsh National Opera and he moved with his
family to Llandaff. In May he took the WNO to Sadler’s Wells. Oddly
enough he hadn’t totally severed his links with Bournemouth as besides
making welcome return visits he remained conductor of the Municipal
Choir until 1968 when he was succeeded by Bernard Keeffe. He took over
a performance of Gerontius in 1963 that Silvestri was to have conducted for
the Orchestra’s 70th anniversary, and as well as less familiar works such as
Bloch’s Sacred Service, Bliss’s Morning Heroes and Dyson’s The Canterbury
Pilgrims, in May 1966 he gave the first performances in the region of
Britten’s War Requiem in Salisbury and Exeter Cathedrals.22
He had two fruitful years at Cardiff, one of his finest achievements
being with their production of Lohengrin, once he had convinced the
company of the importance of having Wagner in its repertoire. But then by
chance the conductorship of the Liverpool Philharmonic, a job he had
secretly long wanted, became available. He had mixed feelings about
leaving so soon, but his decision was most likely steered by the desire to
return to the symphonic repertoire under more stable conditions than
Bournemouth had offered. As Richard Fawkes has written, he
‘had been immensely popular both within the company and with
audiences [and] his skill as a choral conductor had helped raise standards
to heights others had only dreamed of.’23

His last appearance as musical director was at Llandudno in August 1963
conducting Lohengrin and Tosca. He was succeeded by Bryan Balkwill.
Liverpool
His Liverpool appointment in 1963 where he was replacing John
Pritchard must have seen in many ways an ideal move as it offered him the
opportunity of a much wider scope and a more adventurous repertoire. At
his interview he was asked if he had any projects in mind, and, having
conducted Mahler’s Symphonies 4 and 5 and Das Lied von der Erde at
Bournemouth for the Mahler centenary, he suggested programming all of
the symphonies, and over the course of a few years the RLPO became the
first British orchestra to do this under the same conductor. The peak of this
series was the Eighth Symphony, first in Liverpool Cathedral in May 1964
and then at the Proms in August (its first Prom performance). A keen
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listener to his Mahler at Liverpool was a young Simon Rattle who also
remembered Groves’s performance of Messiaen’s Turangalîla as
‘one of the most thrilling experiences ... I was so lucky growing up in
Groves’s time there because we really heard a lot of adventurous music’.24

At Liverpool, in strong contrast to Bournemouth, the Orchestra was well
supported by the City council, even having a special purpose fund that
made possible extra rehearsals for demanding works. Groves spent nine
months of each year with the RLPO and his achievements may be assessed
by listing some of the British composers whose works received a first
performance: Philip Cannon, Gordon Crosse, Edward Cowie, David Ellis,
Benjamin Frankel, Anthony Gilbert, Jonathan Harvey, Daniel Jones,
Wilfred Josephs, John McCabe, David Morgan, Edmund Rubbra (in 1971
Groves broadcast all the current symphonies), Malcolm Williamson and
Hugh Wood. For the Liverpool Philharmonic Society’s 125th anniversary
concert in March 1965 (Brigg Fair, Belshazzar’s Feast) he included
Rawsthorne’s Third Symphony. ‘Such a difficult work was a controversial
choice for a celebratory occasion, despite a magnificent performance,’ wrote
his biographer, John McCabe, calling Groves ‘one of Rawsthorne’s most
devoted interpreters’. The composer drily commented afterwards:
‘The Liverpool concert went well, I think. The hall was packed, but mostly
with mayors, all rattling their chains and applauding in the wrong
places.’25

Delius was rarely absent from his programme planning at Liverpool: the
Requiem was followed by An Arabesque, Songs of Sunset, Cynara, Appalachia,
Sea Drift, A Mass of Life, Lebenstanz, North Country Sketches and Idyll. In
January 1973 he gave a Delius birthday broadcast that included Over the
Hills and Far Away, the Violin Concerto, and Florida Suite, and to that year’s
York Festival in the Minster he took Havergal Brian’s Festival Overture,
Delius’s The Song of the High Hills and Sea Drift (both of which he recorded
for EMI in the Philharmonic Hall two days later) and Elgar’s Second
Symphony, almost a signature programme. He received his knighthood that
year.
Freelance
Groves took the RLPO on tours of Germany, Switzerland and Poland,
and for six years he was a sympathetic conductor for the Leeds
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International Piano Competition.26 Then in 1977, after a memorable 14
years, he left Liverpool (succeeded by Walter Weller) to become musical
director of English National Opera. There his repertoire ranged from The
Seraglio, The Marriage of Figaro, Rigoletto, Verdi’s The Two Foscari and The
Force of Destiny to Duke Bluebeard’s Castle, Gianni Schicci, Weber’s Euryanthe,
and Manon that must have reminded him of his early days at the BBC. But
this was not to prove a happy period, whether from administration
problems that were dogged by industrial disputes or because of difficulties
of dealing with and pleasing different personalities, and he resigned after
one season to become a freelance conductor. He was to have happier
associations with the Royal Philharmonic Orchestra, the English Sinfonia
(of which in 1987 he became president and music adviser), and the National
Youth Orchestra of which he was President for 15 years. He was also
principal conductor of the Guildford Philharmonic and musical director of
the Leeds Philharmonic Society.
To mark his 70th birthday he was given a broadcast in which he
conducted all four BBC orchestras. Described in Radio Times as ‘the most
genial maestro you could wish to meet’, when asked for his happiest BBC
memory, it was meeting a young lady named Hilary way back in 1944.
For 25 seasons Sir Charles was a familiar figure at the Proms, making
in total 52 appearances. He was in charge of three Last Nights, and he
introduced many British works to the Proms audiences of which many
years ago he had himself been a keen member. In his first two Proms, in
September 1955 with the Bournemouth Orchestra, he brought Brigg Fair and
the première of Gordon Jacobs’ Cello Concerto, and over the next five seasons
he was to conduct such diverse works as Bruckner’s Symphonies 3 and 5,
Mahler’s Symphony No 8, Simpson’s Symphony No 3, Messiaen’s Turangalila27
and Delius’s Requiem (all Prom premières), and Belshazzar’s Feast. In the
1967 Proms season, when Sargent was too ill to conduct, Groves took over
without any alteration an all-English programme of Vaughan Williams,
Walton, Elgar’s Violin Concerto and Appalachia,28 and in 1970 he was equally
at home with a Prom ‘In memoriam John Barbirolli’ that was to have been
Sir John’s which included In a Summer Garden and Vaughan Williams’s
Eighth Symphony.
Tributes
In February 1992 Sir Charles had a stroke and died in London four
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months later at the age of 77. On his death there were many deserving
tributes. Vernon Handley stepped in with an all-English Prom that was to
have been Groves’s, and it was dedicated to his memory: Walton’s Scapino,
Delius’s Double Concerto, and Vaughan Williams’s A Sea Symphony. Before
the last work Sir John Drummond (then Director of the Proms) gave a
moving tribute to Sir Charles. As well as outlining Groves’s great
contribution to British music and British music-making, he told the packed
audience how at the Last Night of the 1989 Proms, when a very ill Sir John
Pritchard was conducting, Groves, in evening dress, had been sitting in the
back of a box ready to take over if necessary. After the concert he slipped
away, wanting no acknowledgement and wanting no fee – it had just been
a gesture for a colleague. Equally eloquent was a short tribute that another
much missed conductor, Sir Edward Downes, gave that same month in a
broadcast with the BBC Philharmonic from the Lichfield Festival. Before
dedicating to him a performance of Elgar’s Second Symphony, he spoke of
Sir Charles being ‘a fine musician, but he was also something which is much
rarer, he was a great and kind gentleman.’
Amongst other tributes was a musical one from Sir Peter Maxwell
Davies who had been a close friend. When only 12 he had introduced
himself to Groves, then conductor of the BBC Northern, and shown him a
small piece he had composed and, as he later told his biographer Mike
Seabrook, he remembered being given a benevolent pat on the head.29
Groves went on to conduct several works by Maxwell Davies, including the
premiere at the 1977 Proms of St Thomas Wake, not forgetting his pioneering
recording in 1972 with the New Philharmonia of the Second Taverner
Fantasia that was generally thought to be unplayable, and when Groves
died Max wrote a short piece called Sir Charles – His Pavan based on the
theme for piano he had shown Groves forty-six years earlier. (This work
was an appropriate addition to last year’s Proms when it was played by the
BBC Philharmonic in memory of Sir Peter who had himself died in March.30)
A Mass of Life
As Lady Groves has written, ‘Charles loved Delius passionately.’31 At
some time in his career he conducted all the works for chorus and orchestra,
and almost all Delius’s orchestral output. To those already mentioned one
should add the three stage performances of Koanga at Sadler’s Wells as part
of the 1972 Camden Festival which he recorded for EMI the following
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year,32 the Songs of Farewell at the Royal Festival Hall in 1983,33 and the first
professional public performance of the melodrama Paa Vidderne at the 1984
Cheltenham Festival.34
But there is one work to which Groves seemed especially devoted, and
that was A Mass of Life. As he himself commented: ‘We’re always up
against the ghost of Beecham.’ He admired ‘the poetry and the strength’ of
Beecham’s Delius conducting but at the same time felt it important to go his
own way. He did not, for example, follow the small cuts that Beecham
made in the first movement of the Florida Suite. He would try at all times
to be faithful to the score, and this applied to A Mass of Life. He was not
worried about the imbalance between the two halves of the work. He
didn’t, as Sargent did, move the interval or, as Beecham on occasions did,
take one movement from the second half and put it in the first half to even
out the work.
A Mass of Life was a work which Groves conducted more than any
other, exceeding even Beecham’s tally by one.35 His first performance was
in Liverpool in 1970, of which Michael Kennedy wrote in the Daily
Telegraph:
‘The outstanding feature of this memorable performance was its
revelation of the beautiful clarity of the scoring. ... Mr Groves also
achieved the almost impossible feat of making the chorus’ la-la-la-ing and
tra-la-la-ing sound natural and un-embarrassing. He did this by careful
balance and attention to rhythm and dynamics, and the Liverpool
Philharmonic Choir, who sang magnificently all the evening, followed his
lead to perfection.’

They followed this performance ten days later by another in the Royal
Festival Hall, after which Sir Charles wrote:
‘I heard before the concert that many people were anticipating not
enjoying the evening but in the end all seemed to be well, and judging by
the reception both in Liverpool and London we scored a hit. For my part
I want no medals for the privilege of being able to prepare properly and
give two performances of this great work and I am happy if a few more
converts are made.’36

Another performance in London in 1971 (in Martin Cooper’s words
‘scrupulously prepared and enthusiastically executed’), this time with the
London Philharmonic Choir and Orchestra, was a prelude to the recording
a month later for EMI, with Benjamin Luxon standing in at short notice for
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Dietrich Fischer-Dieskau who, it had been hoped, would give the recording
some international appeal. (Thomas Hemsley had previously been
Groves’s Zarathustra). In all, Groves gave eleven performances of the
work, three of them abroad (which Beecham never did): in addition to the
three already mentioned there was Bradford (1976), the Festival Hall again
(1978), the Lucerne Festival (1982), Leeds (1984), Utrecht, Holland (1985), at
the Proms (1988), in Tokyo (1989) and Leeds again (1991). After an earlier
visit to Japan he had been invited back to conduct the Mass in Tokyo, its
first professional performance there.37 He always performed the work in
German, and in the memorable performance at the 1988 Proms he gave the
work without an interval.38
* * *
Sir Charles has fortunately left a large recorded legacy and one can
pick at random between fine recordings of Vaughan Williams’s Hugh the
Drover, Elgar’s Caractacus, Delius’s A Mass of Life and North Country Sketches,
CDs of Frank Bridge, Grace Williams, Daniel Jones, Eric Coates and Arthur
Bliss, to name just a few. Not to be overlooked is a DVD of a televised
performance in Preston dating from 1977 with Sir Charles and the RLPO
accompanying a young Martha Argerich in Tchaikovsky’s Piano Concerto
No 1,39 and a charming interview – or chat – between the two from the
original television broadcast can be seen on YouTube.
He received many awards and honours mirroring the great respect in
which he was held by those of his profession and beyond. Aside from
music, Sir Charles was a keen reader, especially of the Brontes, Thackeray,
Dickens and Jane Austen, and he had a special interest in churches and
cathedrals. There is a stone to his memory in St Paul’s Cathedral.
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Alan G Melville (1911-1998) was BBC chorus master from 1950 until 1971. At the RCM he
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REMEMBERING FELIX APRAHAMIAN
This article, by Lewis Foreman, is based on his talk given to the Delius Society at
the National Liberal Club on Tuesday 11th October 2016, marking the publication
of Lewis and Susan Foreman’s book Felix Aprahamian: Diaries and selected
Writings on Music (The Boydell Press, 2015), reviewed in DSJ 159, p97.
Inevitably the article covers some ground included in Lewis’s obituary of Felix in
The Independent on 18th January 2005.
In writing a celebration of that familiar character and long-time friend of
the Delius Society, Felix Aprahamian, I am describing someone who all
members of the Society knew to a greater or lesser degree. In an age of
larger-than-life characters Felix stood out for more than half a century, and
while he was a friend and colleague of many of us I would like to start for
those who didn’t know him with a brief reminder. In preparing our book
on Felix for publication, my wife Susan and I were very fortunate that our
favourite portrait of Felix, one of June Mendoza’s two remarkable portraits
of him was notably suitable, and we have to thank June for making them
available. You can see it on the following page and on the dust jacket of our
book. June’s other portrait is on the cover of this Journal.
Like many of you, I suspect, I met Felix at the early meetings of the
Delius Society. When Susan met Felix later, she was suitably impressed
when he became the only man ever to have greeted her by kissing her hand!
And once one was on Felix’s radar, one constantly bumped into him at
concerts when he increasingly greeted one like an old friend.
As a music critic Felix Aprahamian was an extraordinary self-made
man, an amateur who became a professional, whose wide influence in
musical circles was deeply founded in his practical experience of promoting
music in London, principally of music composed by French and British
composers. He always described himself as an ‘autodidact’, underlining
that he had had no extended formal musical education, but nevertheless as
an organist he had enjoyed a good local teacher. Felix long aspired to write
his autobiography, and indeed he was informally assured of publication by
the publisher John Murray, but without a contract or, more importantly, a
deadline, he never got round to it. Nevertheless, he was enormously proud
of this prospect – ‘Byron’s publisher’ he would tell one, but sadly despite
the prompting of many friends it remained a dream.
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Felix Aprahamian, in a painting by June Mendoza
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However, Felix’s story of a life in music over three quarters of a century
is worth telling for its own sake, for the light it throws on music and musical
life – particularly in London – over these years and for the unique insights
he brought to those composers in which he specialised, many of whom he
had known, or at least met, personally.
The son of an immigrant Armenian family – his father, Avedis
Aprahamian (who had been born Hovhanessian), was naturalised at the
turn of the century – Felix lived all his life in the family home in Muswell
Hill, to which they moved on 1st January 1919, after Felix had recovered
from diphtheria.
Felix attended the local Tollington High School and, becoming
interested in the organ, had lessons from Eric Thiman, whom he assisted at
Park Chapel, Crouch End, which is alas no more. Felix would explain, halfjokingly: ‘I failed Matriculation because I discovered music’, and he
otherwise only acquired formal education from evening classes, notably at
the Working Men’s College in Crowndale Road, where he later lectured.
On leaving school, he was compelled to accept the position in the City
found for him by his father, and became an office boy in Fenchurch Street
and Mincing Lane. He had no interest in the metal exchange or the produce
markets and spent all his spare time developing his musical interests by
constant concert-going, and by moonlighting with various organisations.
We remember Felix for his concert reviews in the Sunday Times and
record reviews in Gramophone; for his apparent huge authority on those
subjects – Delius, British and French music, the organ – which he claimed
as his own, and for his immediately familiar voice on the radio, on the Third
Programme, later Radio Three, and the World Service. As an example of
the variety of his specialised knowledge he appeared on Michael Oliver’s
Music Magazine programme on Sunday morning 20th January 1980 when
Felix’s subject was ‘Henry Rabaud and the Cobbler of Cairo’.
Felix was born in 1914 and died in January 2005.
Viewed
retrospectively we can see that his life fell into five periods – the first up to
the outbreak of the Second World War, a sort of self-taught apprenticeship
as he developed his musical interests, with remarkable nightly attendance
at London concerts. He began to be accepted as a critic and musical
journalist and wrote his journals which we discuss below. It was a period
dominated by his initial service as Honorary Secretary of the newly formed
Organ Music Society, where he quickly knew a wide circle of eminent
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organists who seem to have accepted him almost from the outset, although
he was still in his late teens. Not least of these was John Stuart Archer, the
organist of the Third Church of Christ Science in Curzon Street, Mayfair.
(Quite a few of the celebrated London organs on which Felix developed a
career and expertise were lost in the war or after, and are no more.)
Representing the society he was soon in correspondence with the leading
French names of the day ‒ André Marchal, Charles Tournemire, Maurice
Duruflé and the young Olivier Messiaen and even in his teens we find him
arranging their visits to London. When the society announced a series of
improvisations in London, Felix wrote to a wide range of leading
composers of the day asking them to write themes, his respondents
including Jean Sibelius, Benjamin Britten, Albert Roussel, William Walton
and Constant Lambert.
Felix’s second period was his wartime service with the London
Philharmonic Orchestra, at first as general dogsbody, soon as wartime
Concerts Manager. The outbreak of the Second World War in September
1939 came as a shock and gave Felix the problem of whether to serve.
Ingratiating himself with Tom Russell, effectively Managing Director of the
London Philharmonic, he became Russell’s secretary and jack-of-all trades,
and soon he was styled Concert Director of the Orchestra at their office in
Welbeck Street where he shared an office with Bertha Geissmar, onetime
private secretary to Wilhelm Furtwängler. This involved him in an
extensive touring programme which took him round the country with the
orchestra by train. On these occasions Felix doubled as organist when an
orchestral work required it.
Faced with the issue of his call-up Felix became a conscientious
objector. In his pocket diary for 1939 we find against Friday 20th and
Monday 23rd October the ominous word ‘Tribunal’, with merely the
comment ‘wonderful defence’. Presumably his objection was allowed, but
in April 1940 the issue was raised again, making one wonder if he had to be
reheard every six months. Felix’s further hearing took place in August 1940,
and in this he was supported by the Rev N A Turner-Smith, the Minister of
the Park Hill Chapel, Crouch End, Felix’s old organ-playing stamping
ground. It is far from clear how Felix established the non-combatant role
which he maintained throughout the war, but he did.
Thirdly Felix’s involvement with French music, first with the wartime
Concerts de Musique Français, gave him an enormous status with French
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government and artistic contacts, and after the war he worked for United
Music Publishers promoting French music.
After such an amazing twenty-year apprenticeship to the music
profession, Felix’s fourth period came as for over 40 years he enjoyed
celebrity and an active career that took him across Europe as a music critic
on the Sunday Times and elsewhere, and a regular broadcaster with the BBC.
Finally came the long sunset after Felix left the Sunday Times in 1989,
when he continued to enjoy considerable celebrity and received a variety of
honours, but suffered serious illness for the first time since his childhood.
* * * *
Early in the war Felix had made the acquaintance of a very young John
Amis, also a non-combatant, when Amis worked at EMG, the celebrated
record shop at 11 Grape Street, behind the Palace Theatre. Amis was
attempting to do what Felix appeared already to have done: to find a role
in the music business in wartime without formal qualifications or business
contacts. One can well imagine Felix provided a very attractive role-model
and that this was a status that Felix could not resist embroidering, saying
‘if you ever need a job come and see me’. All too soon Amis was fired by
EMG and he turned up at the LPO office. ‘I wish you’d given me a little
notice’, Felix expostulated. ‘I did, with Felix’s connivance, infiltrate the
LPO without being on the staff’, wrote Amis. It seems likely that this was
exactly how Felix had joined them a couple of years before.
This period also saw Felix organising concerts of French music in
London, at first under the auspices of the French Committee of National
Liberation, and later under the patronage of the French Ambassador.
Felix’s sympathy for, and knowledge of, French music led him in 1942 to
become the organiser of the very influential wartime Concerts de Musique
Française for the Free French in London, working with Tony Mayer,
Conseiller Culturel from the French Embassy, which gave him access to all
the leading French performers and composers of the day. The wartime
series ran from 25th June 1942 and effectively ended with the 52nd concert
on 14th December 1947. In 1942 there were five concerts, in 1943 eleven, in
1944 six and in 1945 eleven. In fact the concerts continued after that, though
they became less frequent and more occasional in their character.
This led to his appointment promoting French music at UMP where he
worked from 1946 to 1964. Founded in London in April 1932 by three
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leading French music publishers, it was later joined by more, and the
‘Centre de la Musique Française’ was launched by the French Ambassador
with a reception at UMP’s London office. It was disbanded during the War,
but re-launched when peace returned, and it was this revived Company for
which Felix was recruited.
Felix succeeded by sheer cheek, by a quickly assembled expertise aided
by a remarkable memory, and by his skill in inveigling himself into a wide
variety of musical circles. Though he was never on the Sunday Times
salaried payroll, he enjoyed a 41-year by-line but only received a fee and
expenses for each contribution. This is very fortunate for us because it
means that Felix’s Sunday Times copyrights remain with his estate and do
not belong to the newspaper.
Another strand of musical life in the 1930s that introduced him to a
wide circle of leading musicians was the emergence of an active London
Contemporary Music Centre as the English branch of the ISCM, which held
its concerts in the Cowdray Hall of the Royal College of Nursing in
Cavendish Square. Felix attended every event until the outbreak of war in
September 1939. There was also an even more fruitful forum: the Study
Circles, which became established a year after the launch of the centre, and
which provided an arena in which even an enthusiast as young as Felix
could meet artists and composers on almost equal terms, and once his
knowledge and keyboard ability was recognised he could prosper despite
his youth and complete absence of academic credentials. That they should
have taken Felix seriously set the seal on his teenage aspirations and
expertise.
This brings us to Felix’s diaries. He kept a long run of his
appointments diaries, complete from 1929 – so we can see where he went
and whom he met for most of his life. However, for a brief period in the
1930s he kept an amazingly detailed diary which started in January 1933
and ran until June 1935, with a couple of odd entries for later years. What
a pity he did not keep it up for longer. In Susan’s transcription of Felix’s
longhand in our book they make 160 pages, and present us with a uniquely
detailed view of the richness of London musical life in the 1930s, including
all those details that tended not to be documented elsewhere, of music
study circles, of cafes and restaurants, of second hand music shops, and the
BBC and Queen’s Hall concerts. They start when Felix was 18 and end
when he was 21 and are remarkable for their knowledge and authority, as
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The page from Felix’s Diary for 8th August 1933 describing meeting Delius

well as being invaluable for their sheer obsessive documentary detail and
for their objective honesty in describing the good and the great, including,
of course a detailed account of his visit to Delius at Grez.
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Felix (in the shadows) with Jelka and Peggy Delius and Felix’s lifelong friend
Ernest Chapman, 8th August 1933

If one could ask Felix a question which he had not been asked about
before, his memories could be fascinating and amazingly detailed – Felix
had wonderful recall. However, in later years he tended to rely on the
diaries to refresh his memory, and his accounts became oft-told stories,
frequently polished in the telling. Felix could make a slim reminiscence go
an enormously long way.
The BBC briefly dropped the Proms after the outbreak of war and this
took Felix to visit Keith Douglas, who for two years (1940 & 1941) ran the
Proms on behalf of the Royal Philharmonic Society from the Victoria Hotel,
Rickmansworth, unfortunately recently demolished.
After the liberation of Paris, in 1944, Felix found himself with a wide
circle of outstanding French musicians and composers, including Francis
Poulenc, Messiaen, Pierre Bernac and Pierre Fournier, many of whom
became personal friends. Later from 1946 to 1964 at United Music
Publishers he promoted French music in the UK, from a delightful office in
Bloomsbury lined with photographs of the greatest French artists of the day
inscribed to himself, and dominated by a piano piled with music. His
energy at this time was prodigious, one former colleague describing him as
‘effervescent’.
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As we know, the music of Frederick Delius was an enthusiasm that
remained with Felix Aprahamian throughout his life, and it was the
chamber music that first made a particular impression on him. Felix
reminisced:
‘Curiously enough, Delius’s music made an even greater impact me [than
Elgar] at the time, and in a much more modest work. I was having some
lessons in musical theory from Eric Thiman, and, arriving early for my
first lesson in counterpoint, I was invited to divert myself with his
gramophone records until he arrived home. I put on Delius’s Cello Sonata,
played by Beatrice Harrison and Harold Craxton. It was musical love at
first hearing ... it was only a gramophone record but it was one of the most
powerful musical experiences I had had up to that time. It constitutes a
landmark in my musical memory, for it led to many things.’

Felix claimed his first contribution to the musical press was in 1931 and his
first in the newspapers in 1937. He had his first by-line as a critic when he
was asked by the Daily Express to review a concert he had not attended
and, by managing to find a way of evoking Fauré’s Ballade which he
described as ‘evergreen’, without actually describing the performance,
found himself a working critic.
He made his name as Deputy Music Critic on the Sunday Times where,
for 41 years from 1948 to 1989, he was required reading, notable for his
literate and humane commentary, and for his desire to cover the breadth of
London music-making rather than always the plums, and for his
championship of the British and French music of the early 20th century at a
time of serial extremes. Bearing in mind how he started, his end as a critic
was piquant indeed. It came when he published a review of a Gennady
Rozhdestvensky concert on the night Rozhdestvensky was taken ill.
Two years after André Marchal’s death in 1980, the French organist’s
two-manual and pedal chamber organ was brought from Hendaye Plage in
the Basque country and installed at Muswell Hill specifically for Felix’s
protégé, David Liddle. Felix built an extension to his music room, matching
the bricks and the floor-tiles to give the impression of the rooms being
integral. He also built in shelving, including an enormously long plank he
had acquired of a fine wood – the search for someone who could machine
it to fit was the all-encompassing subject of Felix’s conversation for some
time.
Felix was celebrated for the brilliant detail of his recall. Lady Bliss did
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not rate Felix, but I was there when Felix converted her. When engaged in
conversation with Trudy on the subject of her new-found enthusiasm for
butterflies he impressed her and everyone present with his knowledge of
the Latin names of all species mentioned. Thus, when he suffered a stroke
in 1993, his characteristic tap of a finger on his temple with the remark ‘The
old clockwork’s still OK’ was so reassuring.
Felix Aprahamian was a showman, an autodidact and a complete oneoff. He helped many young musicians develop their careers and was
associated with many associations and musical organisation, perhaps being
most proud of his presidency of the Delius Society. In 1996 he was
appointed Officier de l’Ordre des Arts et des Lettres in recognition of his
contribution to French culture.
The experience of playing the organ introduced Felix to another great
theme that would run throughout his life, his championship of that great
Victorian white elephant, Alexandra Palace, which was within walking
distance of his home in Methuen Park, Muswell Hill. It was in 1929 that
Felix’s lifelong love of the sound of the organ had taken root. ‘That year’ he
wrote
‘I already had the use of a “Father” Willis instrument in the neighbouring
London suburb … and piano practice was neglected in favour of
exploring the colours of the King of Instruments.’

This was at the Park Chapel at Crouch End, now Hornsey.
‘In December 1929, an important organ event took place locally, the Lord
Mayor of London was able to perform the reopening ceremony of the
restored Alexandra Palace organ.’

Felix was already in thrall to this enormous instrument, writing:
‘It was quite thrilling for those who remembered its sound in pre-1914
days [before Felix was born] to hear it once again, and no less for me who,
at a fund-raising Fair had been showing visitors around the gutted
instrument at sixpence a time in aid of the organ fund.’

The Great Hall was crowded and among those who took part in the
ceremony was the Palace organist of pre-war days G D Cunningham who,
a few months later, recorded the first movement of Elgar’s fine Organ Sonata
on the restored instrument.
Felix reported that at the Wigmore Hall
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‘it was standing-room only for the Peter Warlock Memorial Concert in
1931. It was an unforgettable event, with a remarkable list of patrons,
including Bernard Shaw, Augustus John, whom I saw there, and Madame
Lopokova, whom I later knew as Lady Keynes. . . . The piano accompanist
was − Arnold Bax. Knowing his piano-playing from the Sunday evening
concerts at the Working Men’s College it was no surprise to find that he
played Warlock as well as he played Bax. He was a superlative
accompanist.’

The amount of time that Felix spent at musical performances is remarkable,
especially when young. Up to the Second World War he appears to have
been at something almost every night. And as London is so rich in musical
events, he was often dashing from the first half of one concert to catch the
end of another nearby. Having enjoyed eight solid weeks of orchestral
music at the Proms in the autumn of 1931 he took out a subscription to the
winter season of BBC Symphony Concerts. In those days catching the
broadcast was looked upon very much as second-best.
Felix’s 1932 season brought him the first of the London Contemporary
Music Centre Study Circles on 17th May, meetings which survived until the
outbreak of war in 1939 (though by then they were called ‘Studio
Meetings’). Felix recalled
‘there must have been about twenty of us at that first Study Circle, Edwin
Evans was there, and Alan Bush … in those days he was black bearded.’

One can sympathise with the young Aprahamian whose passion was music
but whose life was ruled by genteel poverty. Until he went out to work he
could not even afford to attend the Proms and what little money he did
have was devoted to purchasing second-hand music – at which he quickly
became an expert. His knowledge of the many second-hand music dealers
of the day was remarkable, though in the 1930s in particular he seems to
have frequented Foyles second-hand department in the Charing Cross
Road most persistently, certainly several times a week, constantly on the
lookout for bargains, mis-pricings and unrecorded composer annotations.
Over a lifetime of such activity he accumulated the unique library which
survives him. His initial objective, apart from learning the music and
keyboard skills, seems to have been acquiring the sort of authority as a
reviewer which would give him access to a wide variety of halls at little
cost.
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The Peter Warlock Memorial Concert
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Gradually Felix began to have reviews and articles accepted for
publication. Initially these appeared in the organ press and the monthly
journal Musical Opinion. At first he dealt with Musical Opinion by post, but
soon began to call at their editorial office on the top floor of an old building
in Chichester Rents near to Lincoln’s Inn. He was soon gratified to receive
a cheque for 10/6 – the beginning of a professional career as a critic. Felix
remarked on the
‘benign, bow-tied, elderly gentleman who accepted my copy when I
called in person. Then when I looked in to correct proofs he would give
me a hand with them. It was some time before he revealed himself to me
as Havergal Brian. Totally neglected at the time as a composer, he earned
a meagre living at Musical Opinion, writing editorials and looking after
humble contributors like myself.’

Half a lifetime later Felix went to greet him at the Albert Hall performance
of Brian’s immense Gothic Symphony on 30th October 1966, and was
extremely moved by the length of time for which Brian held his hand. ‘I
should have realised’ remarked Felix ‘that I was probably his longest
acquaintance in the hall on what must have been for him a great occasion’.
A glance at Felix’s pocket diary for 1945 reveals a great tide of musical
activity with a notably French accent. Who could not but envy Felix, say,
the week of 11th November, when the list of phone calls he had to make
seemed to include many of the leading figures in French music.
With his contacts generated at the LPO and his enormous personal
knowledge of individual artists, especially those from France, for a while
Felix found himself acting as an agent for them. This involved writing to
the BBC and to orchestras and halls seeking dates and then making
bookings and all the consequential arrangements, which must have been
doubly difficult at a time of shortage and disruption after the war. As a de
facto agent Felix found himself arranging the artists’ payment, even to the
extent of signing their cheques.
Felix was at the height of his literary powers between the end of the
War and the late 1970s, most notably during his forty-one year service as
the second critic on The Sunday Times. For a year or so in 1966 and 1967 he
was the music editor of The Listener, and subsequently produced an
anthology of pieces from that journal that he admired, by hands other than
his own.
DSJ 161

65

In his later years as a critic he found it increasingly difficult to meet
deadlines. His relationship with Gramophone magazine from 1964 until 1975
is typical. There, working for the leading British record reviewing
magazine of its age, his copy would often be time-urgent because of
agreements between the magazine and the issuing companies. Felix’s
reviews were wonderfully fluent and strong on history and personal
knowledge of the background, erudite, well-judged and beautifully
expressed. However, all too soon his delivery of copy began to become
erratic and Malcolm Walker described to the present writer how when he
was Editor and needing urgent copy from Felix for an important release, he
would find himself round at Felix’s house in Muswell Hill standing over
the reviewer as he wrote the piece into the night, sometimes into the small
hours. For Tony Pollard, then owner of Gramophone the time came when
eventually Felix was more trouble than he was worth.
Felix’s career on The Sunday Times brought him to the attention of a
wide non-specialist readership and, together with his radio broadcasts,
made him a national figure. In a sense the style that Felix had developed in
the compilation of his diaries and early published articles in the 1930s was
the essential apprenticeship that allowed him to appear on a national stage
with a mature and elegant style, particularly when he was required to cover
a variety of disconnected events. He made a speciality of ensuring that the
less high profile but deserving promotion received coverage, as for example
when composer Betty Roe’s chamber opera Gaslight was seen at the
Jeannetta Cochrane Theatre in Theobold’s Road, Holborn, and was not
covered by the remaining national press.
Felix’s BBC radio career turned on his developing a characteristic and
immediately recognizable delivery, itself the outcome of his careful
stressing of his broadcast scripts, on his ability in the early days of coping
with live broadcasts without fluffing, and on his sheer availability once he
had been tried out. Thus Felix would be required for French music, to give
accounts of visiting French performers and interview them, for Delius and
certain British composers, for record reviews and later he became a regular
for any diary programme, such as ‘Concert Calendar’ which required him
to be able to string together long lists of works to be played while
incorporating interesting and personal background. This started with the
‘Music Magazine’ programme on Sunday mornings, and the weekly
‘Record Review’, but quickly he also became a regular in the BBC World
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Service where he developed his own style of record programme in which
recorded music was spun on a thread of his narrative, reminiscence or
autobiography. Not all of these scripts have been traced either at the BBC
or in Felix’s own files. Occasionally Felix would appear on the BBC Home
Service, later Radio 4, for example talking about Albert Schweizer on the
arts programme ‘Kaleidoscope’ in January 1975.
In 1965 Felix made a cameo appearance in John Schlesinger’s film
Darling with Julie Christie and Dirk Bogard, for us a permanent reminder
of his physical appearance then. In the film he played the rôle of a dodgy
art gallery owner, though there was little ‘acting’ – he just played himself.
Among Felix’s longstanding roles was adviser to the Delius Trust
which he served from 1961. He was never a Trustee but was a very active
presence, attending events on behalf of the Trust in the UK and,
particularly, in Jacksonville, Florida where he was very warmly welcomed.
Helen Faulkner recalls
‘I travelled with him on his last trip there in 1997 and remember being
amazed by his ability to look dapper at all times from the contents of one
rather small suitcase’.

Felix came into his own in 1996 when a fuss erupted about Richard Hickox’s
announced performance of Delius’s A Mass of Life at St Paul’s for the City of
London Festival. A letter appeared in The Times protesting at a pagan work
being given in the Cathedral, and Richard Hickox phoned Felix fearing it
would provoke an ecclesiastical interdict on the work. Felix’s diplomacy
not only smoothed any troubled waters in London, but also was so
successful at the succeeding Three Choirs Festival performance that verses
from the Nietzsche text were used as a prayer before the performance. Both
performances were memorable. Felix was enchanted.
Felix was particularly concerned with the promotion of Messiaen and
Poulenc, and later became associated with the organist Jennifer Bate,
facilitating arrangements for the London premiere of Messiaen’s Livre du
Saint Sacrement and playing host to Messiaen and his wife. When in
waggish mood, he would take one to the door of his house and point out a
large plane tree by the gate against which, in a moment of emergency,
Poulenc had relieved himself. Smiling he would observe: ‘That tree
deserves a blue plaque’.
Felix died on 15th January 2005 at the Whittington Hospital,
DSJ 161

67

Hampstead and his funeral, which was a remarkably life-affirming
celebration, musical but not religious, took place at St Marylebone
Crematorium, East Finchley, on Friday 28th January, before a large
gathering. The proceedings were led by John Amis who, as we have seen,
had known Felix since the early days of the war, and consisted of his
wonderfully fluent mixture of reminiscence and the introduction of various
speakers, friends and family. The tone of celebration was set by Felix’s
coffin arriving to the tumultuous sounds of Delius’s A Mass of Life giving all
present an indelible musical association: we all remembered how when
Felix had been on Desert Island Discs he had chosen two excerpts from
Delius’s masterwork. It was Bach (Cello Suite No 6) for the committal and
all left after a remarkably affirmative 50 minutes to the sound of Ravel’s
String Quartet.
Lewis Foreman
I have to thank again the artist June Mendoza for her wonderful paintings of Felix
Aprahamian and her generous permission to use them. All other copyright material
including photographs has been used by the permission of Oscar Rook representing
the Arabesque Trust and the Aprahamian Trustees. LF
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DELIUS AS IMPRESSIONIST AND
EXPRESSIONIST
Following the death of Jean Gibson, widow of founder member Roland Gibson
(1917-2001) last year, the Society received from his family some typescripts of
Roland’s lectures and articles. The following, written in 1987, has never, as far as
I can tell, appeared in a Delius Society Journal.
In this twenty-fifth year after the founding of the Delius Society in the
Delius Centenary year, it seems not inappropriate to make some remarks
about his music in its historical context.
At the time of the Delius Centenary Festival, Peter Heyworth wrote in
the Observer that Delius was ‘romantic to his fingertips’. But Delius was a
late romantic, as had been pointed out by Heseltine:
‘As Beethoven is the sunrise and Wagner the high noon so Delius is the
sunset of that great period in music known as the romantic.’

However, ‘romantic’ can be taken in two opposite senses. In Delius’s 19th
century cultural background the development of an art form was broadly
characterised by two contrasted but not sharply separable tendencies,
represented in music by Wagner and Brahms as polar opposites, though
others such as Liszt and Schumann, might be mentioned in this connection;
and Delius’s music was conditioned by both tendencies, each of which was
at once progressive and regressive, reflecting emancipation versus
nostalgia.
The fundamental ambiguity implicit in romanticism gradually became
explicit as the contrast between styles broadly characterised by
‘impressionism’ and ‘expressionism’.
This article is concerned with Delius’s mature music regarded as
exemplifying the conflicting impressionist and expressionist tendencies of
various art forms in their early 20th century development.
That each art reflects the prevailing cultural background or, more
generally, the prevailing social context is shown by such terms as
‘impressionism’ and ‘expressionism’ being used with respect to two
successive stages of the evolution of music, of painting, and of literature,
although other terms are used, for example ‘symbolism’ as roughly
equivalent to impressionism in poetry, the drama and the novel. By
DSJ 161

69

analogy with the development of painting, impressionism came to be used
for music of nebulous tone-colouring, and expressionism for hypersensitive
ultra-chromatic music.
Admittedly the terms impressionism and
expressionism, used to cover generally a great deal of late 19th and early
20th century development in the arts, are vague but they evoke ambiguities
rooted in the historical context, social ambiguities or contradictions with
which philosophers are at bottom concerned.
As the classical ‘final cause’, defined implicitly by substantive
property, becomes explicit as the post-Renaissance ‘differential coefficient’,
defined by functional dependence, which in modern society is recognised
as a ‘frequency distribution’ in a context of statistical interpretation, so
musically the modal dominant tonic, limited by a context of melodic
phrasing, gives way to the minor/major key system, of harmonic
counterpoint, which becomes explicit as the developmental motive on the
one hand and the chordal sequence on the other. Correspondingly, in
painting, local colour in linear composition gives way to tone/value in aerial
perspective which becomes explicit as the fleeting motif on the one hand
and as outline emphasis on the other; while in literature the syllabic letter
in verse wording gives way to the clause/sentence in prose co-ordination,
in turn recognised as a subject of discourse defined by a contextual
interpretation.
In each art the fleeting motif or diffuse impression or effect is
contradicted by the compressed expression or expressive emphasis,
concentration or distortion.
The ambiguities of impressionism vis-à-vis expressionism are
interpretations of the developing contradictions of society, as are the
internal monologues or the multiple historical cross references of streamof-consciousness novelists, though late symbolism or impressionism is not
sharply separable from early expressionism in literature. These two
contracted movements arose out of the 19th century conflicting tendencies
generally characterised as ‘realism’ versus ‘romanticism’. This was the
cultural climate in which Delius grew up, expressed in musical terms as
harmonically inspired polyphony versus chromatic harmony. Delius was
preoccupied with a fluid chromaticism expressing that haunting charm
which makes most of his music ‘Songs of Sunset’ but the fluidity ebbs in
some works, as a note added to a diatonic chord giving it flavour without
movement. A well-known expression of Delius’s regression or nostalgia is
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the unresolved opening chord of On Hearing the First Cuckoo in Spring
formed by adding the seventh to the major triad, another is the nostalgic
added-sixth chord at the ‘backward tracings’ opening of Songs of Farewell.
Burnett James regarded Delius’s music as having the sunset glow of
the end of an era. Delius himself might not have agreed with this, although
Nietzsche, whom he admired, seemed to be acutely sensitive to the sunset
of civilisation as we know it. In spite of his chromaticism, in some works of
Delius a melody ‘rides over its setting in defiance of clutching harmonies’
(Arthur Hutchings). The homophonic aspect of Delius’s style, from his
tendency – under the influence of Grieg – to harmonise folk songs or similar
melodies chromatically, let to his using short leitmotif elements mosaically
for impressionistic effect through repetition, transposition and rhythmic
flexibility as for example in Summer Night on the River and In a Summer
Garden.
On the other hand, in contrast with his serial-motive
impressionistic tendency, Delius’s added-note technique led him towards
the expressionistic chordal sequence (ie flow as ‘following’ not
‘progressing’, rhythmic rather than accentual). Delius the romantic, taking
his cue from Wagnerian chromaticism, moved in the direction of
expressionism in a way somewhat reminiscent of Corot’s apparent
anticipation of impressionism by his muzzy rendering of trees and
landscapes in soft grey-green tones. Delius’s music did not always remain
‘just within the tonality’ as Heseltine asserted. The excruciating harmonic
distortion at the opening of one tableau in Fennimore and Gerda reminds one
of the harsh opening chord preceding the death of Lulu in the final section
of Berg’s opera. Further, once cannot help comparing the almost surrealist
Tristan interpolation in Berg’s Lyric Suite with Delius’s first-cuckoo
intrusion. (Berg’s very chromaticism is already ‘about’ Wagner! And the
special significance of Delius’s piece is already sustained by its chordal flow
context!)
An earlier musical expressionistic touch occurs as the seemingly
chaotic juxtapositions in the climaxes of Brigg Fair and the expressionistic
trend appears more clearly later in the chromaticism in the entry of the
wordless chorus in The Song of the High Hills, and also in A Song Before
Sunrise with its ‘many-voiced chordal flow’ (Fenby).
Delius’s expressionistic trend is more marked in parts of his Requiem.
Of his manner in that work Fenby has written that ‘there is a sudden
astringency in his harmonic thought’ and has noted the difficulties of
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performance associated with ‘the angular phrases of the baritone parts’.
Some passages in Section II, with their heightening of tension through wide
leaps, are suggestive of musical expressionism’s inclination to distort the
normal inflexions or accentuation of words of a language. There is even a
hint of Sprechgesang in the brooding beginning and desolate epilogue of
Delius’s most sophisticated work, An Arabesque, a work which ‘inevitably
takes Delius into a post-impressionistic world’ (Rachel Lowe). In its very
concentration, of astringent harmonic dissonance matching the sharp,
colourful contrasts in the poem, An Arabesque tends towards musical
expressionism. As regards the literary text, although Jacobsen was not an
expressionist, in spite of his influence on Rilke, his naturalism was in
harmony with Delius’s atheism and Nietzschean sympathies.
Delius’s link with musical expressionism becomes clearer if one
compares An Arabesque with Schönberg’s Book of the Hanging Gardens.
Again, Stefan George was not an expressionist poet but is usually classified
as a symbolist or a neo-classicist. However, after Jacobsen, he was a
forerunner of literary expressionism in the ramified allusiveness of his
work. Nevertheless, that Schönberg set to music poetry both of George and
of Jacobsen, who was one of Delius’s favourite authors, leads one to expect
something beyond symbolism common to George and Jacobsen. For their
exaltation of the moment of sensual passion heightened by the sense of its
transitoriness, it is interesting to compare some lines of Jacobsen’s Arabesk:
It is this flower I have gazed on
As a lover.
She was like the Jasmin’s sweet-scented snow,
Red blood of poppies circled in her veins,
Her hands so cold and white as marble
In her lap reposed
Like water-lilies in deepest lake.
And her words they fell as softly
As petals of appleblossom
On the dew laden grass;
From the poisonous lilies dazzling chalice
Drank she to me
Now all is past!
In the ground all snow-bestrew
In the bare brown wood
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Stands a lonely thornbush
The black winds they scatter its leaves!
One after another
One after another
Shedding its blood reddened berries
In the white cold snow (translated by Peter Heseltine)

with some lines of George from his Book of the Hanging Gardens:
My waiting eyes rest on the lovely flowerbed
all bordered round with blackly purple thornbush
through which thrust calyxes with dappled spurs
and velvet feathered softbending fernfronds
and tufts of asters, watergreen and round,
and in the middle bellflowers white and soft the fragrant perfume of her moistlipped mouth
When hidden behind the flowergrown gate
at last alone and breath to breath,
was our felicity quite what we dreamed?
Speak no more
about the leaves
thieved by the wind
Nor the tread
of winter’s vandals
down the year (translated by E Wolf)

Delius was well aware of the fleeting transient nature of sensual passion
and when Heseltine wrote of the ‘purple patch’ as a symptom of decadence
in art, he was referring to something which is, paradoxically, fundamental
to progress – the decay of art in the scientific age, when the sacred name of
an originally immediate object is now recognised as having meaning only
within its general context.
Delius as an expressionist yet impressionist realised in his ‘sense of
flow’ that form is the means of an artist’s expressing himself. To the extent
that he was concerned with contextual interpretation he was really modern,
able to express musically the Nietzschean ‘I honour the man who dies
alone’.
Roland Gibson
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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 1917.
At the beginning of 1917 Delius was keen to travel to the USA to have
his new works published and performed there, but due to the uncertainty
over performances of A Mass of Life and A Village Romeo and Juliet in the USA
and the expense of living there, Jelka sought Marie Clews’ opinion of what
they should do. She also mentioned the ‘wonderful new orchestral piece’
Delius was then working on.1 This is the first letter to refer to this
composition as Eventyr, surely one of Delius’s finest orchestral pieces. Jelka
told Marie Clews that she was waiting to hear from Mrs Lanier, a prominent
patron of music in New York at that time,2 about a possible performance of
A Mass of Life, and was frustrated at having had no reply from Beecham to
her request for the score of that work.3 Jelka also told her that they had been
invited to spend the summer of 1917 with Lloyd Osbourne and his wife in
California.
In May Delius wrote to Philip Heseltine and mentioned that he had
done a lot of work over the winter and had been at Grez for most of the
time. He also said that he had rewritten his String Quartet adding a Scherzo,
and had heard the work performed in Paris. Later in May Delius visited his
friends Henry and Marie Clews.
In January 1917 Beatrice Harrison had written to Delius from New
York and thanked him for his introduction to Mrs Lanier. Beatrice
mentioned in her letter that there was much interest in Delius and his music
in New York. She particularly talked of interest in the Double Concerto and
asked Delius to send over the score of this work as there was the possibility
of it being performed in the following year. The Boston Symphony
Orchestra had also expressed interest in the work.
Having been shown some compositions by C W Orr, Delius replied to
Orr’s letter in April 1917, telling him that he had
‘what to me is the most important quality in music “emotion”‘.4

The older composer recommended that Orr should devote himself to
composition and work very hard, going on to give his opinion of Debussy
and Ravel. His advice to Orr can be summed up thus:
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‘Trust your own ears and try to express your emotions in any way you
can’.

Earlier that year Delius had replied to a query from Orr:
‘You asked me whether I found composing difficult when I began – it is
rather a difficult question to answer. I found learning theory very difficult
& sterile … I always found intense pleasure & satisfaction in composing
…’

Later in this letter Delius says that he may come to England in the summer
of 1917 and hopes to see Orr then. However, due to a period of
deteriorating health, Delius did not travel to England until early 1918.
In February Delius wrote to Philip Heseltine and was rather sceptical
of the likelihood of success with regard to Heseltine and Cecil Gray’s
attempt at this time to obtain performances of music by Bernard Van
Dieren, because of his own experience of such ventures.5 In this same letter
Delius told Heseltine that he had no desire at present to cross the Atlantic
because of the threat from submarines: this thwarted his plans to visit the
USA, and he was never to visit the country again. In the summer of this
same year Delius needed medical help to deal with a crisis in his physical
health.
Paul Chennell
Delius A Life in Letters 1909-1934 Lionel Carley, Scolar 1988 p176
Ibid p177
3 Ibid p178
4
Ibid p178
5 Frederick Delius and Peter Warlock A Friendship Revealed, edited by Barry Smith, OUP 2000
pp240-241
1

2
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OBITUARIES
CHARLES DOWNING BARNARD (1930-2016)
Former Delius Society Secretary and founder member Anthony Lindsey writes:
With the death of Charles Barnard on 30th September 2016, the Society
sadly lost one of its most charismatic and long-serving members. Following
his express wishes, he was cremated at Hastings at a simple humanist
service. Just a small number of the friends, who had cared for him in his
last years were present. Arrangements will be made, at some future date,
for his ashes to be interred in the grounds of his Oxford College.
Charles was one of our earliest members and in late 1961, he answered
founder Dr Roland Gibson’s original convening letter in the Radio Times.
He also attended a number of the Bradford Delius Festival concerts in the
spring of 1962 and was present at the Society’s inaugural meeting, held in
London’s Lancaster Hall, on 14th April. Charles was elected onto Roland’s
first Society committee where he quickly proved to be an industrious and
innovative influence, during those very early days. You will read more
about these activities in his friend John White’s tribute, which follows this.
Charles was born at Leytonstone on 19th August 1930; his father was
a senior architect for what was then the Middlesex County Council. His
mother, Doris, was a descendent of Sir George Downing, Foreign Office
diplomat and Charles II’s Treasury Secretary. Sir George had been largely
responsible for developing the well-known London street from which
Charles gained his second name. Together with his elder sister, Nina, the
family moved to Finchley where Charles entered the prestigious University
College School at Hampstead, but as he told me, his outspoken views on
how the school should be run did not endear him to the headmaster.
Consequently, when the time came in the sixth form, he was not
recommended for an Oxford scholarship. This did not impress his mother,
particularly when she heard that Charles’s friend, the captain of rugby and
cricket, had been so recommended! She therefore suggested that Charles
might like to keep his friend company on the interview journey. Charles
relates that his friend was programmed last on the Wadham College
interview list and, as he emerged looking a little crestfallen, the college
porter looked at Charles and, much to his surprise, ushered him into
interview saying ‘come along young sir, you’re last up and time is getting
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Charles Barnard on his 80th birthday
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on!’ One week later, Charles received a letter offering him a place, but his
friend had sadly failed; the headmaster never spoke to Charles again! A
little later, it emerged that Wadham had been looking to bolster their chapel
choir and Charles, with his Grade 8 piano and school choral background,
had just fitted the bill.
With the introduction of National Service after the war, it was
necessary for him to complete this commitment first. He entered the Royal
Navy as an Able Seaman (Writer) and, after his basic training, he saw
service on the cruiser HMS London. Charles enjoyed this broadening
experience and particularly remembered the good comradeship and rough
humour of his lower deck companions; a completely new experience, after
his rather sheltered background! He went up to Wadham College in 1949
and always considered that his three year education and PPE degree was a
most stimulating and rewarding experience; for the rest of his entire life he
continued to be a loyal and substantial college benefactor, regularly
attending the annual garden parties, right up until his last illness.
After an unsuccessful attempt to become a schoolmaster, he sought
employment in the banking sector, joining the Overseas Department of
Barclays Bank and, after initial training, he was posted to Alexandria. This
sojourn in the sun ended rather violently with the Suez crisis, when amidst
the RAF bombing and imminent threat of allied landings, he and other
members of the British staff were roughly held under house arrest by the
Egyptian Police! His next posting was to the islands of St Lucia and St
Vincent, but he soon became bored with the business inactivity and the
indolent ex-pat life style. Returning to England, he joined the Westminster
Bank and he very much enjoyed a busy life at the main Liverpool branch,
where he was able to attend regular concerts and other cultural pursuits.
When an opportunity came to join the British Travel Association, (later
the British Tourist Authority) at their Regent Street headquarters, in
keeping with his love of the sun and overseas travel, he jumped at it.
Moving rapidly up the ladder, he was soon promoted to Chief Economist.
It was a responsible job forecasting travel trends and following closely the
fluctuations in the International Balance of Payments; he frequently
represented Britain at international conferences, for which his friends and
colleagues felt that he received little public recognition. However, Charles
took it all in his stride, thoroughly enjoying his overseas detachments, with
the chance to explore foreign restaurants and their wine lists. When in the
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London office, he always made the workload seem quite effortless,
compared with the main problem of the day – where to have lunch and with
whom! Even if it was just a sandwich and a good bottle of Chablis in the
sunshine of Green Park, Charles always enjoyed someone to chat to. He
was at the same time both a private person and an amusing and gregarious
companion. Charles was a great raconteur and had a wonderful sense of
humour; I remember with particular pleasure his many visits to our Sussex
home, with his friend Robert Threlfall – there was never a dull moment!
Charles had a broad general knowledge and could talk with authority
about history, geography, meteorology, architecture, politics and much
more. He loved exploring on foot and by car, discovering new countryside,
beaches, medieval churches and Georgian mansions, but his strongest
enthusiasm was always reserved for music. His tastes were quite focussed;
he had no great interest in German composers, with the exception of the
operas of Wagner, but he did enjoy the continentals: Chabrier, Falla,
Granados, Debussy and Ravel. Most of all, his first love was for the music
of the English School: Elgar, Bax, Gerald Finzi, and particularly his
favourite – Frederick Delius.
Charles never married and, when in the mid-1950s his parents had
moved to Woking, he continued living in the family home well into his
retirement. Following the death of his parents, he moved from Woking to
a delightful apartment in an Elizabethan stately home in Sussex. Sadly, this
was to be short lived for in 2010 he suffered a massive debilitating stroke,
which left him totally blind and 80% paralysed. No longer able to live
independently, his last years were spent in high dependency nursing
homes. Whilst he bore this bravely, having experienced such a interesting
and stimulating lifestyle he found great difficulty coming to terms with
being unable to read or move unaided and having to rely totally on other
people. His greatest pleasure in these last months was his talking books,
Radio 3 and his vast collection of CDs. On my visits to him, when the
weather was fine, he loved to be pushed out into the gardens where, with
his broad brimmed white panama hat on he would lay in his wheelchair
staring sightlessly at the sun. It reminded me so much of another elderly
man in a wheelchair and another summer garden all those years ago. A
great and loyal friend has gone out of our lives and he will be sadly missed
by all his many friends.
Anthony Lindsey
DSJ 161

79

Founder member John White writes:
In the early days of the Society Charles and I were not known to one
another, and at the Bradford Delius Festival in 1962 I cannot remember any
arrangement for meeting other members: Charles would have been merely
a member of the audience. But ‘merely’ is quite the wrong word. His
debonair manner and appearance, rather high voice and air of being at ease
in society – which I certainly was not – must have made an impression on
me then, and did so even more when I joined him on the first Society
committee.
His friendliness and wonderfully irreverent sense of humour saved
me, to some extent, from the earnestness that can afflict people with a
‘mission’, although I do remember writing a number of bad-tempered
letters to anyone falling short in their appreciation of Delius. The early days
of the Society were somewhat fraught, but with the reign – there is no other
word to describe it – of Rodney Meadows as Chairman, and the fortunate
acquisition of the wonderful Estelle Palmley as Secretary, matters settled
down.
Charles was much involved with the Newsletter, which eventually
became the Journal, and most particularly with Society meetings, which
were held in a spacious room in Holborn Library. He organised AGM
dinners, usually at an Italian restaurant just off Tottenham Court Road, and
although these were excellent, there were the usual grumbles and he then
left the choice of venue to the committee. I prefer not to dwell on some of
the meals that we experienced in subsequent years.
Committee meetings were held in Rodney’s office in British Rail
Headquarters near Kings Cross; a forbidding-looking building suggestive
of a department of MI5 and equally difficult to get into. These meetings
were always very amiable, but the rivalry between Charles and Rodney
(Charles being an Oxford man and Rodney a graduate of Cambridge) gave
the rest of us considerable amusement. By comparison, the Boat Race was
friendliness itself!
From time to time with Charles’s help and advice, the committee
would arrange a weekend away (at our own expense, I hasten to add), and
on one occasion this was held at Clare, a beautiful village in Suffolk. We
had Felix Aprahamian staying with us as our guest and it was decided that
Rodney would drive us to Aldeburgh the following day. However Charles,
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an ardent follower of Sir Nikolaus Pevsner, preferred to visit a church
which was on the way, and asked to be left there, and then to be collected
on our way back. We happened to pass a very interesting-looking
antiquarian bookshop on our return journey and Felix disappeared into its
interior for some while, eventually emerging with a large parcel, muttering
that he had spent much more than he should have done. When we
eventually picked Charles up, he had been waiting in the church porch for
well over an hour and was understandably enraged. It was evident to me
that Rodney was thoroughly enjoying the situation.
Despite this, Charles could be very accommodating: he was once at a
concert with Robert Threlfall – no doubt including Delius – but was hurried
away at the interval even though he wanted to hear the final work. This
was by Benjamin Britten, who was not at all Robert’s ‘cup of tea’! I am
reminded that when a recording was made of various orchestral pieces
including several by Delius, and all conducted by Britten, Charles wrote to
him on behalf of the Society. He received a charming reply, in which Britten
said that there were many works by Delius that he admired greatly.
It was Charles who provided me with the best Delius story I know. He
was at a concert with Mr and Mrs Fenby at which Sir Charles Groves was
to conduct The Song of the High Hills. As he commenced, Eric said, very
audibly: ‘Too slow; too slow!’ At once, the gentleman in front turned round
and glaring at him said: ‘Oh, and what do you think you know about it?’
I would describe Charles as a free spirit; a connoisseur who expected
the highest standards but was never in any sense a snob. Indeed, he
regarded ‘the great and the good’ as objects of ridicule and I remember how
he enjoyed Sue Townsend’s novel in which the Royal Family are reduced
to living in a council house! Always excellent company, he sought the good
things in life and spoke little about his private concerns, although I know
there were tragedies. Above all he loved music and, like Delius, he loved
the sun. Whenever he could, he would escape from our dreary winter
weather and head for Florida or Australia; in fact for anywhere where there
was life and warmth.
His last years were terrible to contemplate and extremely sad. I am
indeed fortunate to have known him for so many years and to have had the
privilege of his friendship. I do recall that he wanted Rodney’s bequest to
the Society to be spent on an enormous meal for the membership so that we
could then ‘shut up shop’, having achieved all that we had intended to do.
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I am glad (and relieved) that this did not happen but, apart from this being
a last thrust at his old adversary, Charles was right, in a way. Delius is
about celebration. And so I lift a glass to Charles Downing Barnard (I think
he would have disliked the political overtones of that middle name): a dear,
delightful and unforgettable friend.
John White



CYNTHIA SEABROOK (1922-2016)
‘People who love Delius are different. They are born with something in
their brains that is incomplete until they hear his music for the first time.
Then a circuit is completed and they are in thrall to Delius forever.’

This memorable remark came from Cynthia Seabrook in conversation at
one of the New Cavendish Club meetings of the Society, which she so much
enjoyed until illness immobilised her a few years ago. Another unexpected
and intriguing comment was made on entering the ballroom of Harewood
House in the course of the Society’s 2009 Yorkshire Weekend:
‘I nursed here. This was my ward during the War. There were lines of
beds for my patients.’

It transpired that she had indeed been seconded there as a Red Cross
volunteer.
Cynthia Seabrook, who died two weeks short of her 94th birthday last
October, was for many years a familiar figure at Delius Society meetings.
Her niece, Mrs Zabeth Gilbert, has kindly provided the biographical detail
that Cynthia was too modest to mention.
Cynthia’s parents, Hugh Rayner Seabrook and Mary Spencer
Seabrook, were land-owning first cousins who lived at the family seat of
Berden Priory in Essex. Hugh, a Captain in the Royal Engineers, was a
gambler and deserted his family, leaving Mary to bring up Cynthia and her
three siblings (a boy and two girls). When Mary died in 1947, the youngest
child, Jane, was just 17 and Cynthia, who had moved to London, took her
in.
In London, Cynthia worked at the HMV store in Oxford Street,
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developing a taste for classical music. She later carried out market research,
sometimes for the government, travelling all over the country by train and
conducting interviews. In the 1970s and until her retirement she worked as
a Lady Almoner at Charing Cross Hospital. Her base in London for 30 years
was Kensington Court, after which she moved to Pembridge Square. Her
life concluded at a care home near the Chelsea and Westminster Hospital.
Cynthia did not marry. She had little use for the conventions of
modern life, never possessing a passport, a driving licence, or a television
set (yet in the last year of her life she enjoyed tennis on the wide screen in
her care home). Latterly, when she clearly needed a hearing aid, she
preferred to manage without one.
Principled, affectionate and loyal, Cynthia was a popular member of
the Society. Her unshakeable determination led her to brave the flood
waters in Cheltenham to attend the 2007 AGM, and to make nothing of it.
As to her privileged background, most fellow-members remained unaware,
since it was never mentioned. Her exquisite manners caused her to write
appreciatively, in her characteristic large hand and broad felt-tip, to the
organisers after every Society event. She will be remembered with much
affection and we shall miss her kindly and gentle presence.
Roger and Lesley Buckley


THOMAS ROUND (1915-2016)
The tenor Thomas Round, who took the role of Nils in Beecham’s staged
performances of Irmelin at Oxford in 1953, died in October last year shortly
before his 101st birthday.
He had shown an early interest in singing, and while a member of the
Lancaster City Police Force was known as the ‘singing bobby’. He entered
two competitive music festivals, in Morecambe and Lancaster, taking
respectively second and first prizes. But despite this success, after having
to listen to the judge’s (Harold Dawber) critical comments at the latter he
decided against entering any more competitions. In World War Two he
joined the RAF, training as a pilot first in Canada and then in America
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where he stayed on to become a flying instructor for the American Air Force
pilots, stationed in Dallas. And it was taking part in an al fresco performance
there of Pagliacci in aid of the American Red Cross that set his mind on
becoming a professional singer once the war was over.
He returned to England in 1943, and while one day on short leave in
London saw on the underground an advertisement for Gilbert and Sullivan
at the King’s Theatre, Hammersmith, and that afternoon he attended a
matinée of The Mikado. So captivated was he by the first act that in the
interval he went round to the box office and asked for the manager to see if
he could be auditioned for the D’Oyly Carte Company. When he explained
that he was in Fighter Command and could only sing on that day, an
impromptu audition was arranged after the performance. A week later he
was called to an official audition under Rupert D’Oyly Carte, and after his
discharge in 1946 he was singing for the company, and was soon its
principal tenor. After three years with D’Oyly Carte he took part in some
musicals before joining Sadler’s Wells with whom he sang for six years.
While at Sadler’s Wells he received a telephone call from Alfred
Nightingale, formerly with D’Oyly Carte and at that time Beecham’s
general manager, saying that Sir Thomas would like to hear him sing. An
audition in Sir Thomas’s flat was arranged and he was subsequently offered
the role in Irmelin. Initial rehearsals took place either at the Duke’s Hall,
Royal Academy of Music, or at Sir Thomas’s flat, and at first he found it
very hard to get into the part of Nils, having some difficulty in learning the
music from manuscript. Some Delius Society members may remember that
Thomas Round was a guest speaker in January 1991 at the British Music
Information Centre, where he was introduced by Carole Rosen who had
sung in the chorus.1 On that occasion he told an amusing story about a
problem he had at the first orchestral rehearsals at Oxford when off-stage
horns (conducted by Bryan Balkwill) depicting a hunting party were the
cue for Nils’s entrance. After five failed attempts he summoned up the
courage to ask Sir Thomas if he could give him a definite cue. ‘Very well,’
came the answer. ‘If you go off stage we will try again.’ Off he went and
at the appropriate moment for his entry there came an enormous roar:
‘There’s you damn cue, Mr Round!’ and Beecham hurled his baton across
the stage to land at Nils’s feet. Everyone erupted in laughter and the
incident helped to break the tension of the rehearsal. Another difficulty he
had was pitching the note for Nils’s first entry among the wash of orchestral
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music that was flooding the stage. His solution was a tuning whistle which
he concealed in Nils’s pouch. Thomas Round subsequently had two or
three further engagements with Sir Thomas, but his performance in Irmelin
(which he pronounced Ear-melin) led to big roles elsewhere. He was
sometimes teased when meeting colleagues from that production who
would call out, ‘Have you found that silver stream yet?’
Thomas Round became a popular singer, best known after leaving
Sadler’s Wells in 1964 for his performances in the Gilbert and Sullivan for
All company with which he toured not only in this country but abroad. He
did some television work and made a number of G & S recordings for
Decca. A CD of Beecham’s television broadcast in December 1954 of
excerpts from Irmelin, in which Thomas Round and Joan Stuart2 sing the
closing love duet, has been issued by CRQ Editions and serves as a suitable
reminder of both that Oxford production (Irmelin’s only to date) and a
much-loved artist.
Stephen Lloyd
Delius Society Journal 107, pp 8-10
CRQ CD232, with Joan Stuart replacing Edna Graham who sang in the Oxford production.
The CD includes Beecham’s orchestral arrangement Scenes from Irmelin (Act 2), and Mozart’s
The Marriage of Figaro Act 2 from a University of Illinois performance conducted by Beecham
in 1956. Further details can be found on the CRQ website crqeditions.co.uk

1
2
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ARTHUR RIDGEWELL (1928-2017)
Arthur Ridgewell, who died in January at the age of 88, was a long-standing
member of the Delius Society, and most recently executive producer of ‘The
Beecham Collection’ issued by SOMM recordings.
Siva Oke, of SOMM Recordings, writes:
Those of us who knew and admired Arthur Ridgewell agree that his talent
and ear for music were unique. Music was a large part of his daily existence
and his knowledge of music of all eras, historical recording and performers
was unmatchable. Above all, Sir Thomas Beecham and his legacy as a
conductor and musician of a bygone era were the yardstick by which he
judged every other conductor.
In the time I knew him he often told me with great pride and a
contented chuckle that he collected his first 78s when he was ten years of
age and, quite apart from countless historical recordings of all the then great
conductors of the age and a vast range of music which he had amassed over
the years, that he possessed practically everything that Sir Thomas had ever
recorded as well as many of his BBC transmissions recorded off the air at
BBC Maida Vale Studios, Queen’s Hall, Royal Festival Hall or Covent
Garden either by Arthur himself or by friends and fellow collectors. He
often used to talk affectionately about the charismatic Sir Thomas who was
adored by his players and how he would charm them into giving of their
best, even though he sometimes rehearsed them long and hard. He never
tired of telling me about the way the conductor had championed the music
of Sibelius back in the 1930s and Richard Strauss even earlier, when they
and their music were scarcely known in this country and how he would
often go out of his way to programme works which were hardly ever
performed in the concert hall: Méhul, Grétry, Berlioz, Vincent d’Indy, Lord
Berners, Bax, Alwyn et al. The fact that programming the works of some of
these composers often resulted in concerts which made a loss wasn’t lost on
Arthur but it only strengthened his admiration of Beecham as an undaunted
individualist who always followed his own path.
There is no doubt however, that what he enjoyed talking about most
was Sir Thomas’s love of the music of Delius, and how he had managed
singlehandedly to put him on the map as a composer by taking every
opportunity to conduct his music, either at the Leeds or Edinburgh Festivals
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or in London and elsewhere. Although I already knew a decent amount of
Delius’s music such as the Songs of Sunset, An Arabesque or parts of A Village
Romeo and Juliet it was through repeated hearings during our listening
sessions whilst working on SOMM’s Beecham Collection that I truly began
to relish those beautiful, otherworldly harmonies and colours characteristic
of Delius’s genius. In Arthur’s mind, Beecham and Delius were inextricably
tied together. A Mass of Life, Appalachia, Sea Drift or any other Delius score
were works that Sir Thomas had made his own; no-one even came close to
conducting Delius as effectively as Beecham and that was that. As far as
Arthur was concerned there was no room for argument!
The Beecham Collection was Lady Beecham’s and Arthur’s artistic and
spiritual brainchild. Both she and Arthur shared the conviction that issuing
valuable material from Arthur’s unique Beecham collection which had been
previously unissued, would keep his spirit alive and remind us of his worth
as well as helping the new generation appreciate and understand the legend
that was Sir Thomas. They were always there to provide patient and
valuable guidance whenever I needed it. I, in turn, through my label
SOMM, tried to provide a suitable niche and did my best to present and
promote the Collection in the manner it deserved. However, the other two
links in the chain were equally strong and valuable: Graham MelvilleMason wrote all the CD liner notes in the Beecham Collection, thus putting
Sir Thomas’s achievements into perspective for us all; and Gary Moore, an
old and close friend of Arthur’s, was the sound engineer who spent hours
restoring recordings dating from the 30s and 40s, with miraculous results.
I’m glad that SOMM served as the vehicle for this wonderful series. It will
remain a veritable jewel in the catalogue and I will be forever grateful to
Arthur, Lady Beecham and the team that made up the Beecham Collection
for their role as valuable collaborators.
There is a great deal more that I could write about what made Arthur
so special as an individual, but I hope this brief sketch will at least help the
reader gain an idea of the depth of his knowledge and his immeasurable
love of music. As a person, apart from his kindness, generosity and total
integrity, Arthur will remain in my memory as a man of great sparkle,
intelligence and talent. The pity of it is that he could easily have become a
wonderful sound engineer, recording producer or even a great conductor
had he chosen to follow that path and our world will be all the poorer for
his loss. We, his friends, will miss him greatly.
DSJ 161
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Jon Tolansky, who specialises in making documentary features on musicians,
writes:
It was in 1973 that I received a telephone call from a person who introduced
himself to me as ‘a music lover and collector of recordings’. Arthur
Ridgewell told me that Norman del Mar had mentioned me to him, and he
was keen to meet me.
I was initially reluctant, as I have always been nervous of strangers, a
failing in me that persists to this day. As I prevaricated rather than
declined, this ‘music lover and collector of recordings’ made quite a number
of further attempts and finally persuaded me, whereupon I immediately
discovered that his casual self-description was a vast underestimation of his
artistic and intellectual persona. I was enthralled by this passionate,
profound and erudite connoisseur. We immediately connected through
our mutual love and admiration of the art of a unique conductor – Sir
Thomas Beecham. Arthur had heard from Norman that I did have just a
few at that time exceptionally unusual live recordings, which I cherished as
souvenirs of the single time I saw the great man conduct ‘in the flesh’. What
I had not heard from anyone was that Arthur was an encyclopaedic
archivist not only of the performances and indeed life of Sir Thomas, but
also of other conductors whose music-making he deeply loved and
admired: Arturo Toscanini, Erich Kleiber, Guido Cantelli, Pierre Monteux,
Leopold Stokowski, Serge Koussevitsky, Fritz Reiner, Sir Adrian Boult, to
mention just some. And this was only his most intensely proactive part of
being a ‘music lover and collector of recordings’. His musical culture and
learning were eclectically broad – he loved opera, instrumental music, jazz,
and contemporary works that in his day were considered very outré:
among the massive collection of tapes and acetate discs he himself made or
had recorded for him were, for instance, the UK public premiere of
Messiaen’s Turangalîla Symphony conducted by Walter Goehr at the Royal
Albert Hall in 1953. He had been present at that historic event, and as he
played his tape recording to me he recalled the atmosphere in the Hall with
the animated pictorial fervour that I loved so much in him for so many
years.
Arthur was at once strong and shy – robust and diffident. 100% honest
and outspoken, fearless in his defence of an artist, a principle or a friend, he
was yet bashful and timid in public assemblage. Many times I tried to
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persuade him to participate in a radio documentary, but always he gave me
the same response: ‘I’m just an amateur, I’m not qualified’. How mistaken
he was. At least late recognition did come his way for his vital and
indispensable contributions to the Beecham CD issues on the SOMM and
SONY labels. He was of course especially crucial to the wonderful SOMM
Beecham catalogue that he, Siva Oke and Lady Beecham put together.
To write a deserving obituary to Arthur Ridgewell needs much more
space than can be available here. All I can offer is a small personal tribute
to the vital role he played in the lives of people, such as myself, who learned
so much from him and benefited so enormously from his devoted
generosity sharing and giving of his passion and immense knowledge. He
was a very private and sensitive person and a strongly moral human being,
and he only opened his doors to those he trusted. Those of us who were
invited were immeasurably enriched.
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CD REVIEWS
TWENTIETH CENTURY MUSIC FOR VIOLIN
Delius: Légende
and works by Carwithen, Orr, Berkeley,
Scott, Pitfield, Young and Ireland
Fenella Humphreys violin
Nathan Williamson piano
Lyrita SCRD359
On the first hearing, this is a pleasant
enough disc, albeit without any
significant music on it, but it gradually
becomes very ‘samey’. Humphreys and
Williamson play very well together, but
her tone is not, though, very strong and
quite often the balance favours the piano.
Delius clearly thought that this, the
first version of the Légende, written in
1892, was worthwhile orchestrating – if
only to earn himself some money! – and
he was right: the violin’s flowing lines need the sustained support the
orchestra provides, and that is what is missing here. Sadly, it just doesn’t
sound right: the music just seems too static. The opening is almost
tentative, and too slow to catch the listener’s attention, while the first
climax, for instance, is very plodding; furthermore, there is some dubious
intonation in the upper reaches of the admittedly far from easy violin part.
It doesn’t really seem that the players are enjoying themselves very much!
Tasmin Little and John Lenehan (almost ecstatically in places) on EMI, and
Ralph Holmes’ graceful and fluent account of the orchestral version with
Vernon Handley on Unicorn-Kanchana are very different and very Delian.
Doreen Carwithen was William Alwyn’s wife. Her Sonata was in fact
rejected by the BBC’s Music Panel in 1952, and it could be that the reason
was that it doesn’t actually seem to go anywhere. When they were written
in 1914/15, Cyril Scott’s biographer, A Eaglefield Hull, thought that the Two
Sonnets were among his loveliest works – but perhaps opinion has moved
on! The score is most enigmatically inscribed:
90

DSJ 161

‘Like two blessed ones before God they look into each other’s eyes and
souls – Like a Zephyr caught and continued by two swaying roses, the
wordless sigh of bliss floats too and from between the trembling lips. [et
seq]’.

Thomas Pitfield’s name will be familiar to most of those who received their
first piano lessons from the 1930s onwards, for a huge proportion of his
output was simple pieces for children and amateurs. This Sonata is, too,
essentially simple – and unfortunately doesn’t in fact hold one’s attention.
The best pieces are Lennox Berkeley’s restrained Elegy, C W Orr’s
Serenade – which has some beguiling harmonies and key changes; a
‘Handelian’ Passacaglia by Percy M Young (who was mainly known as an
author and musical administrator); and John Ireland’s up-in-the-air
Berceuse and sprightly Bagatelle.
It has regretfully to be said, however, that it is difficult to see to whom
this disc is intended to appeal.
Martin Lee-Browne
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DELIUS SOCIETY MEETING REPORTS
AGM AND ANNUAL LUNCH
Sunday 11th September 2016
Madingley Hall, Cambridge
The 2016 AGM and Annual Lunch was held in the beautiful surroundings
of Madingley Hall, a 16th century country house set in eight acres of
grounds, which were landscaped in the 18th century by Lancelot
‘Capability’ Brown. 2016 was the 300th anniversary of his birth and the
programme for the day included a short talk on his work, as well as a recital
by pianist Joseph Havlat, winner of The Delius Prize 2016.
The day began with the Annual General Meeting, attended by some 30
members including outgoing treasurer Peter Watts, treasurer elect Jim
Beavis, membership secretary Paul Chennell, and committee member
Roger Buckley, who had been responsible for planning the day’s events.
Apologies were received from a further 15 members.
Before the formal business began, Society President Lionel Carley
congratulated Ray and Brenda Osborne for travelling all the way from the
south of France to attend. The meeting was chaired by Peter Watts who
began by informing the meeting of the deaths since the last AGM of Alan
Gordon Lovgreen and Jean Gibson, the widow of the founder of the Society
(Obituaries were published in DSJ 159, Spring 2016). Those present stood
for a short time in silence in their memory.
Reading the Committee’s report, Peter Watts explained that the Society
continued to run effectively, but that we were still without a Chairman or
Vice Chairman. Turning to the accounts, Peter drew attention to the written
down cost of the Jelka Rosen painting, as a result of a recent valuation (this
painting has subsequently been sold to Martin Lee-Browne, members
having been given the opportunity to bid for it). There were no questions
and the accounts were unanimously approved. Paul Chennell then told the
meeting that very few new members had applied to join, but expressed his
gratitude to those who continue to pay by standing order and complete gift
aid declarations.
The following were unanimously elected to serve on the committee:
Katharine Richman as Honorary Secretary, Jim Beavis as Honorary
Treasurer, Paul Chennell as Honorary Membership Secretary and Roger
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Photo: Roger Buckley
Dr Lionel Carley, President of the Delius Society, addresses the AGM

Buckley. Michelle Tumbridge was once again appointed as Independent
Examiner.
There was no report from Brian Radford, the Society’s representative
on the Federation of Recorded Music Societies, because he was unable to be
present; a short note was subsequently received and is reprinted here:
The Delius Society has continued its membership of the Federation of
Recorded Music Societies for a further year. The main benefit of our
membership is that it allows us to play recorded music extracts at our
meetings without infringing copyright laws.

Roger Buckley then read out a report he had received from Bill Marsh,
Chairman of the Society’s Philadelphia Branch, on the 2015-16 season:
The season opened with a concert of two US premieres at The German
Society of Pennsylvania in Philadelphia on 22nd November. The first of
these was the 1939 String Quartet by Herbert Murrill, a composer virtually
unknown in the United States except in some Episcopal churches where
his Mag and Nunc in E can occasionally be heard at evensong. This piece
was very well received, and the Wister Quartet will keep it in its
repertoire. (A summer concert in 2016 saw its second performance.) In
recent years we have been featuring chamber music by Norman O’Neill.
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Some years ago Katherine Jessel sent us a number of photocopied
manuscripts of O’Neill pieces, and member Lloyd Smith, cellist in the
Wister Quartet and former Associate Cellist of the Philadelphia Orchestra,
has prepared beautiful computer performing editions after careful
editing. At this concert we had Piano Quintet in E minor (1902) which
required many hours of error correction and with the able assistance of
pianist Marcantonio Barone. This is a major work which will also be kept
in the Wister Quartet’s repertoire.
The concert also included Delius’s Légende played by violinist Nancy Bean
with Mr Barone at the piano. Unusually for the Delius Society, the
Philadelphia Inquirer reviewed the concert, giving it high praise.
The other event of the season came on 24th April, also at the German
Society, featuring the Conwell Woodwind Quintet, all members of the
Philadelphia Orchestra and faculty members at Temple University in
Philadelphia. Oboist Peter Smith arranged numerous pieces and excerpts
from Delius’s ouvre in brilliant arrangements. We wondered how an allDelius concert would go down with the German Society audience when
virtually none would be familiar with Delius’s originals. This could also
be said for some Delius Society members, yet the programme was
enthusiastically received.
We look forward to the 40th anniversary season with two more
programmes at the German Society.

The meeting concluded with a tribute to outgoing Treasurer, Peter
Watts, from Chris Green. Chris said that Peter had been a wonderful
Committee member, contributing many good ideas that were outside his
formal role, and importantly securing an increased level of grant from the
Delius Trust. On behalf of all members Chris hoped Peter would stay in
touch with the Society, and presented him with a departing gift in the form
of a voucher for a wine tasting course. Responding, Peter thanked everyone
for their kind comments and for his gift, paying tribute to Martin LeeBrowne as an inspirational chairman.
Members then moved on the Dining Hall where an excellent lunch was
enjoyed, after which Colm Sheppard, a member of the Garden Team at
Madingley Hall, gave a short talk on Madingley Hall and ‘Capability’
Brown.
This was followed by a recital given by pianist Joseph Havlat, winner
of the Delius Performance Prize 2016, adjudicated by Bo Holten. Joseph
was born in Australia, coming to the UK to study at the Royal Academy of
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Members enjoy the annual lunch at Madinley Hall, Cambridge

Music where he is now on a postgraduate MMus course. He is also an avid
composer, having written for various chamber music ensembles.
His recital programme began with Delius’s In a Summer Garden,
arranged for piano by Philip Heseltine; it was with his performance of this
piece, and two works by John Ireland, that he won the Delius Prize. He
continued with Moeran’s Summer Valley, which the composer dedicated to
Delius, going on to play Delius’s Five Piano Pieces, featuring previous Delius
Prize-winning pianist, Thomas Ang, demonstrating his versatility by
playing the violin obbligato in Lullaby for a Modern Baby.
Joseph then played eight pieces from Howells’ Clavichord, by Herbert
Howells, who composed them as affectionate tributes to some of his friends,
including the composers Gordon Jacob, Edmund Rubbra, George Dyson
and Arthur Bliss, and guitarist Julian Bream. The recital concluded with
Moeran’s Two Legends: A Folk Story, Rune.
Jo Collett, a long-standing member of the Society, made the trip from
Teignmouth to Madingley for the day’s events, which she thoroughly
enjoyed. She subsequently wrote a poem entitled Magic at Madingley – a
tribute to talented pianist Joseph Havlat, which is reproduced overleaf.
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Joseph Havlat

Magic at Madingley – a tribute to talented pianist Joseph Havlat
Long tall Tasmania Joe, slender as a reed
sat at the grand piano making music so divine
that all the trees of Madingley shook their branches
shedding those tears of yesterday’s rain.
The quivering aspen was comforted by the stoic oak,
birds ceased to sing and even wasps in the orchard stopped eating the
pears.
Old Capability floated by, wagging an admonishing forefinger at the
young gardener
who’d fallen asleep ‘neath a weeping birch.
The Green Man, with his sprouting staff suddenly emerged,
followed by God Pan and his acolytes.
They danced and danced and as the light faded,
they metamorphosed into a huge pile of leaves,
rudely blown asunder by a mischievous breeze.
Surely Tasmania Joe had cast a spell over Madingley
on that afternoon of magic.
Jo Collett
13th September 2016
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LEWIS FOREMAN ON FELIX APRAHAMIAN
Tuesday 11th October 2016 at 7.15pm
National Liberal Club, Whitehall Place, London
Lewis Foreman introduced his book –
Felix Aprahamian: Diaries and Selected Writings on Music
Lewis Foreman has kindly adapted his talk into an extended essay, which you can
read on page 53.


STEPHEN LLOYD ON SIR CHARLES GROVES
Saturday 5th November 2016, 3.00pm
Browns, St Martin’s Lane, London
Stephen Lloyd has also kindly provided an article on Sir Charles Groves, which is
on page 34.
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THE DELIUS SOCIETY OF
ANNIVERSARY CONCERT

PHILADELPHIA

40TH

Sunday 13th November 2016, 3.00pm
Albert and Hete Barthelmes Auditorium, Philadelphia, PA
To mark the 40th anniversary of the
Delius Society of Philadelphia, a special
concert was held on Sunday 13th
November 2016 at 3pm. The Choral Arts
Core Singers – an ensemble drawn from
Choral Arts Philadelphia – was conducted
by Matthew Glandorf (pictured, right)
and accompanied by pianists Mark
Livshits and Timur Mustakimov.
The programme began with the third movement of Elgar’s The Spirit of
England, with Rebecca Siler as the soprano soloist. This was followed by
Delius’s Requiem, with soloists Jessica Beebe (soprano) and Daniel Schwartz
(bass). Following the interval, the audience heard Vaughan Williams’s Five
Mystical Songs, with Robert Eisentrout as the baritone soloist, before being
invited to attend a reception in the Ratskeller.
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MISCELLANY
A MUSICAL COINCIDENCE?
I wonder if anyone has ever commented on the identical four-note (soh-lahme, soh) motif to be found in Delius’s A Song of Summer and Rudolf Friml’s
Only a Rose from The Vagabond King? The catchy soh-lah-me triplet is easily
recognisable, and Delius uses it sparingly here and there throughout, with
its first gentle statement coming early on in the horn section, followed by a
more robust orchestral entry about half way through the piece. Friml’s
motif, on the other hand, is almost exclusively used as a vehicle to carry the
opening words of each line of verse.
Clearly, there is no attempt here to compare like with like – hardly
possible, given the nature of the pieces – but it is interesting how both men,
each in his own way, saw something of nature’s aesthetic in this particular
musical construction, and fitting, too, that Delius’s Summer should be the
season of Friml’s floral rambler and climber.
None of this is meant to suggest that the two composers were familiar
with each other’s work, and even if it were the case it would be impossible
to prove which motif predated which. Whilst it is true that The Vagabond
King was up and running by 1925 and A Song of Summer appeared some six
years later, we must allow that, since Delius’s piece derived from an earlier
unpublished work of 1918 (Poem of Life and Love) – subsequently lost
according to what the composer had told Peter Warlock – Delius’s motif
may well have been ‘pencilled in’ in the very earliest stages of a work which
was never to see the light of day during Delius’s lifetime.
It all goes to highlight an age-old problem which has bedevilled
composers for years, or anyone else who would turn their hand to such
matters, namely that those who dabble in thematic material can never be
quite certain if what they produce is a ‘first’, or whether they are
unwittingly recalling a distant musical strain, long since shrouded in the
mists of their own timeline.
It leaves many of us to ponder what might have been, but in any
reasonable judgement Delius and Friml can justifiably make an equal claim
to the authorship of the motif.
Derek Schofield
DSJ 161
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PERCY GRAINGER
As a postscript to Tony Noakes’ comment on Martin Lee-Browne’s
reference to Percy Grainger as an Englishman (Miscellany, DSJ 160), I
wanted to report an interesting fact which we discovered on visiting the
Grainger Museum in Melbourne last year, related by Astrid
Krautschneider, the Curator. Grainger was born at 299 New Street,
Brighton (in the suburbs of Melbourne) in 1882, and thus became a British
subject, as there was no such thing as Australian citizenship until the
Nationality and Citizenship Act 1948, by which time he had become an
American citizen. So he was technically never an Australian citizen, and
Martin may therefore have been right after all.
I did, however, want to add a correction to Martin’s otherwise
excellent review of the performance of the Requiem in Cardiff on 1st July
(which we were also privileged to attend). Neither Ivor Gurney nor
Siegfried Sassoon ‘died in the War’, though Gurney suffered trauma from
which he never recovered, and Sassoon (the author of one of my favourite
poems, ‘The General’, which seems to sum up a healthily sceptical view of
warfare) was lucky to escape a court-martial for cowardice.
Richard and Kate Packer


DELIUS AND SIBELIUS
I am probably not the only Delius Society member who is an equally
enthusiastic Sibelian. So I appreciated a series of talks from New Zealand
radio broadcast here in Australia, given by Marshall Walker, on Sibelius’s
music and its influence on his life. As a result, I bought a copy of his book
Dear Sibelius: Letters from a Junky, first published 2008 by Kennedy and Boyd
of Glasgow.
I was fascinated to read the paragraphs quoted from below, which
follow accounts of a number of damning reviews of early performances of
Sibelius’s Fourth Symphony, ending ‘This work is a dismal failure’.
Marshall adds, ‘But not for Delius’, who heard [Sibelius] conduct the first
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British performance in October 1912 at the Birmingham Festival. The
concert also premiered Elgar’s new Ode, The Music Makers.
‘”Elgar’s work is not very interesting”, Delius wrote to his wife, Jelka,
“and very noisy. It did not interest me. Sibelius interested me much more
– he is trying to do something new & has a fine feeling for nature & he is
also unconventional.”‘

I find this interesting, as it occurred in Delius’s ‘Danish’ period in which
works like Fennimore and Gerda and Arabesk share a darker mood than that
of most of his earlier music, and in which he was then closer to the mood
that Sibelius was in at that time. It was as if two heavenly bodies came
closer to each other than usual in their orbits. I especially admire the third
movement of this symphony, Sibelius’s only really slow symphonic
movement. I love the way its theme unwinds, climbs, falls back, and climbs
again to a still fairly quiet climax.
I find a parallel in a Delius work that proceeds in a similar way
(although utterly different in mood and character) and that is the Irmelin
Prelude. This piece is an amazing achievement in that Fenby helped Delius
quarry material from a very early opera and produce a gem of mature late
Delius.
Tony Noakes


ROBERT NICHOLS HEARS A MASS OF LIFE FOR THE
FIRST TIME
Poet Robert Nichols (1893–1944), who would later together with Eric Fenby
fashion a libretto to words by Whitman for Delius’s Idyll, attended a London
performance of A Mass of Life on 2nd April 1925. This had followed on from no
fewer than four performances of the work in Germany and Austria between 23rd
February and 26th March that same year, and had been conducted with resounding
critical success by the Danish conductor and composer, Paul von Klenau.
In the evening I went to the Delius concert: a biggish audience, dozens of
piano versions and a greater number of full scores than I would have
thought could be found in England. The first chorus flattened me
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completely and I knew I was in for a terrific evening. And so it proved. The
work is too long for me to go through it episode by episode. The choral
writing is on a new principle: the big choruses are like icebergs which
slowly revolve coming nearer to you all the time, and flash facet after facet
at you. The music of these choruses doesn’t weave forward: it is not in a
sense contrapuntal: it is a series of polyphonic masses. It is like a colossal
crowd shouting ‘Joy!’ with the colour appropriate to one sort of joyful
emotion and then shouting it again with another colour and another quality
of emotion. Throughout the work there is not one vulgar or rhetorical bar
– not that rhetoric has not its place in art but that the highest art is without
it, is pure inspiration in which will has ceased to be, in which being only is.
I will only touch on one or two things – the entrance of the voices (basses)
beneath the soloist telling of the joy that is deeper than any sorrow, the
orchestral prelude on the mountains, the ecstasy beginning ‘Tis gone, the
lingering sorrow of the spring tide’ a true Dionysian rapture, the solo part
when he sings ‘Eve is descended, forgive me that Eve is come’, the Noon in
the Meadows concerning which I will content myself with saying that it
contains more uncontaminated pure human beauty than any passage in
modern music, the terrific last chorus, so deep and so intense that I hardly
heard the gentle close after the full rapture because I was so overcome that
I thought I was going to have a heart attack, my heart palpitated so.
Altogether … this was one of the greatest evenings of my life, the music
so beautiful that I got the feeling ‘how shall I ever go back to life after this?’
It is religious music – of the religion of the future. It owes nothing to any
creed or to any rapture outside the resources of the human heart. The
quality of the emotion is extraordinary. If Shelley were a modern musician
he might write such music. It contains more pure beauty than any modern
musical composition. As I came out a musician of about forty turned to me
and said ‘That music is one of the things one lives for’ …
Honestly the work was staggering … I went out in a dream.
Extract from a letter of Robert Nichols to Henry and Ruth Head, Sunday 20th May
1925. From a typed transcript in the Delius Trust Archive.
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VIOLA RECITAL IN CAMBRIDGE
A Sunday afternoon recital on 6th
November 2016 featured the Duo
Karadys: Carol Hubel-Allen, viola and
Alan MacLean, piano. It took place in
the calm and intimate surroundings of
the 1884 Stanley Library of Girton
College in Cambridge, a venue that
might well suit a future meeting of the
Society. Lionel Tertis’s transcription of
Delius’s Sonata No 3 for violin and
piano was followed by the Sonata for
Viola and Piano of David Earl, of which
the Duo gave the first performance at the Cheltenham Music Festival in
2014. The composer was present in the audience.
Roger Buckley
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DELIUS CROSSWORD
Kindly supplied by Derek Schofield. Answers on page 125.

Across
4
She could be mistaken for strong support in 1910 opera
6
In short, the way his music greeted a biblical matriarch
7
Song, spectrologically last in line
8
His advocate mildly wild about Delius losing her to Strauss
11 Repository in earthly terrain – better take your stick!
12 Not the green-fingered type to buy a house at Grez
13 Sounds like the company was furious with the first performance
Down
1
A close friend indeed but, strangely, given to cross words
2
Delayed making their appearance in String Quartet
3
Work attributed to ‘a great city’
5
Far from here and over the hill where his music was first heard
9
Newly-born song for insomniacs
10 Make no mistake, it didn’t all end in Japan for Dowson’s lost love
12 Armed only with a paintbrush
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PUB QUIZ
Thank you to Frank Hamill for spotting this Sunday Telegraph Pub Quiz
compiled by Gavin Fuller, which appeared on 29th January 2017 and which
is reproduced here with the kind permission of The Telegraph. The idea is
to answer each of the questions to find the hidden theme. Answers on page
125.
1.
2.
3.
4.
5.
6.
7.
8.
9.
10.
11.
12.
13.

What is the name of the daughter of Michael Jackson, who made her
modelling debut earlier this month?
In which American state is Walt Disney World located?
Cuculus canorus is the scientific name for which bird, whose arrival
traditionally marks the start of spring?
In the Patrick McGoohan series The Prisoner, what was the name of the
location in which he was incarcerated?
In which Shakespeare play do Mercutio, Tybalt and Friar Laurence
appear?
Love to Love You Baby and I Feel Love were early disco hits for which
singer?
Which 1967 comedy spy-thriller film starring Doris Day and Richard
Harris is set in the world of cosmetics companies?
‘The curfew tolls the knell of parting day’ is the opening line of which
poem?
In which Andrew Lloyd Webber musical, which premiered in London
in 1993, is Cecil B DeMille one of the characters?
Inspiring a folk song, which Lincolnshire town hosts the secondlargest horse fair in England after that of Appleby?
Situated in Casablanca, the largest mosque in Morocco is named after
which king of the country, during whose reign it was constructed?
In the nursery rhyme Five Little Ducks, where did the ducks go out one
day?
What are the names of the two child protagonists of the Hans Christian
Andersen fairy tale The Snow Queen?
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LETTERS TO THE EDITOR
From Lionel Carley:
I would like to make two corrections to my article ‘Swedish Connections’,
in DSJ 160, both relating to page 15. Jelka bought the house with the aid of
her mother in 1897 of course, and not in 1902. And it was Louise Courmes’
elder sister, rather than Louise herself, who was born there.
Lionel Carley


From Paul Chennell:
I very much enjoyed the correspondence concerning Delius’s love child
included in the last edition of the Delius Society Journal. One source of
information concerning Delius’s affair in Florida could be the diaries of
Alden Brooks, his neighbour in Grez for many years. I believe these were
in the hands of Corinne Cornish because in his book Matthew Smith, His Life
and Reputation, Malcolm Yorke thanks her for access to the diaries. Brooks
is likely to be an important source of information because Eric Fenby
remembered him as someone who knew more about Delius than most other
people. In a talk to the Delius Society given in September 1983 entitled
Visitors to Grez Fenby remarked:
‘What a book about Delius Brooks could have written from that window
across the wall where he observed Delius for about thirty years, and he
knew more about Delius than all the rest of us put together! He told me
many things that he had observed in those years and I will never betray
his most intimate confidences.’

What a shame it is that Brooks’s diaries are likely to be in California and not
accessible to many of us.
Paul Chennell
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From Bill Marsh, Chairman – The Delius Society Philadelphia Branch:
I have some corrections to Alan Becker’s comments about performances of
A Mass of Life in the United States (DSJ 160 page 95). Firstly, there was a
performance by the Cathedral Choral Society conducted by Paul Callaway,
but it was in the National Cathedral and not in 1979 but on 15th May 1983.
I drove down from Philadelphia with two members of the Delius Society to
hear it. Our seats were well back in the nave while the performance took
place in the crossing. We could see little and the reverb in the cathedral
made it a big mushy sound for us.
Then there were the two performances (in English) by the Cleveland
Orchestra on 16th and 27th November 1977 conducted by Robert Page. The
Delius Society (not yet a year old) and the Sir Thomas Beecham Society
presented a pre-concert lecture on the 26th on A Mass of Life. Participating
were Robert Page, Robert Finn, music critic of the Cleveland Plain Dealer,
and the Orchestra’s director of publications, Klaus George Roy. Having
sung under Page with the Mendelssohn Club in Philadelphia when he was
in that city, I introduced him at the lecture. Benjamin Luxon was the
baritone soloist. He wasn’t happy with his first performance and
reluctantly took a curtain call, but was very pleased with the second
performance.
Then in 1980, over the weekend of 9th-12th May, the Delius Society
(Philadelphia Branch) presented a Delius Festival which was attended by
Felix Aprahamian. There were some chamber music concerts and a
symposium on A Mass of Life at the University of Pennsylvania with
conductor Michael Korn, Rolf Stanf, and Felix Aprahamian participating.
The Festival concluded with the only performance to date of A Mass of Life
in Philadelphia, by the Philadelphia Singers, and the chorus and orchestra
of the Philadelphia College of the Performing Arts, all under Korn’s
direction. This occurred in the Shuber Theater (now the Merriam Theater).
Unfortunately, some years later, what is now the University of the Arts
dropped classical music and opera just as the Delius Society and the
University were finalising a performance of Margot La Rouge!
Mr Becker also wondered if the renovations to Carnegie Hall might
have affected its acoustic. Those renovations largely centered on enlarging
the stage and little, if anything, in the hall. I had the privilege of singing
there over a period of some 20 years from the early 1970s to early 1990s with
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the Mendelssohn Club of Philadelphia and the Choral Arts Society of
Philadelphia with the Philadelphia Orchestra under many famous
conductors. I found no difference in the sound; there was still a ping from
the back of the hall after a big, loud release, in contrast to the dead acoustics
of the Academy of Music in Philadelphia. Also, in almost every hall sitting
in the center of the orchestra (stalls), which is usually below the apron of
the stage, is the worst place for sound – it just goes over your head.
On another subject, Martin Lee-Browne, in DSJ 160 page 105, mentions
some British composers who died in WWI. He lists Ivor Gurney among
them, but of course while gassed, Gurney did not die in combat. He
unfortunately spent his last years in an asylum.
Bill Marsh


From Roger Buckley:
The Danish songs
Professor Dibble, in his landmark article ‘Delius’s Norwegian and Danish
Songs: Vehicles of Stylistic Experiment and Change’ (Delius Society Journal
160 (Autumn 2016), pp 19-36), suggests that
‘Delius came to the texts [of his Danish songs] through the medium of
German’.

I respectfully contend that this view is mistaken.
In the 1929 letter to Ernest Newman which Professor Dibble quotes,
the composer himself stated:
‘All my Danish songs and also the Norwegian ones were first composed
in their original language’.

Robert Threlfall, writing in 1977, inclined to the opinion that Delius’s
memory had been at fault in the matter, at any rate with regard to the
Norwegian settings, but he later revised and clarified that view. In his
introduction to the 1998 Supplementary Volume 5 of the Complete Works,
subtitled Early Versions of Songs to Scandinavian Texts, Robert stated that all
of Delius’s settings of Danish verse, with a single exception (To brune Øjne,
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a poem by Hans Christian Andersen, set in 1885 in a German translation by
Wilhelm Henzen as Zwei braune Augen) were composed to the original
Danish words. This volume contains 14 Danish songs to words by Jacobsen
(7), Drachmann (5, including two settings of Lyse Nætter) and Holstein (2).
When publication in German or English became imminent, Delius (‘with a
care for which he is seldom given credit’, to quote Robert’s Preface)
adjusted the accentuation of the vocal line and the rhythm and text of the
accompaniment as necessary. The publication of Supplementary Volume 5
allowed us to compare the original settings of these Danish lyrics, as
composed, with the German and English translations already published,
and thereby to appreciate the nature and scope of this care.
The American mezzo soprano Nora Sirbaugh and I performed the 14
songs in their original Danish versions in the course of our recital tour of
Denmark in May 2000 (see DSJ 128, pp 17-23); these were presumably first
public performances, or at any rate the first for many years.
With regard to the Norwegian songs the situation is quite different.
Two of these (Skogen gir susende, langsom besked and Jeg havde en nyskåren
seljefløjte) were indeed composed to the original Norwegian words (of
Bjørnstjerne Bjørnson and Vilhelm Krag respectively), and only published
(in English and German, in the Supplement to Volumes 18a, 18b and 19 of
the Complete Works) in 1981, and in Norwegian in 1998 in the
Supplementary Volume 5 already quoted. The remaining 12 Norwegian
songs were composed to existing German translations.
Delius’s recollection of this matter was, it seems, partly right, and
partly wrong.
Roger Buckley
Professor Jeremy Dibble responds:
I thank Roger for his interesting letter. In fact I don’t dispute that Delius
first set some of his Norwegian and Danish songs in their original
languages; that was not really my point. What I was really trying to
emphasise in my article (p 25) is that his comprehension (and indeed his
appreciation) of them is more likely to have come from his acquaintance
with the German translations of the time (Lobedanz’s German translations
of Scandinavian poetry were, for example, published in Leipzig in 1881 and
would have been helpful) or from Jelka’s remarkable ability to be able to
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translate Norwegian and Danish into German. As I mentioned in the
article, Delius may have had a working knowledge of Norwegian and
Danish, but, as John Bergsagel has contended, his ability was still limited
by his need for a dictionary (and probably one that was into German).
Hence, I still feel that it was through the medium of German and German
translations that Delius understood the meaning and subtlety of North
Germanic languages such as Norwegian and Danish, even if it was these
languages that he set first to music.
Jeremy Dibble
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FORTHCOMING EVENTS
DELIUS SOCIETY LONDON BRANCH
Friday 28th April 2017 at 6.00pm
David Josefowitz Recital Hall, Royal Academy of Music, London
(Nearest tube: Baker Street)
The Delius (Performance) Prize
Adjudicator: Stephen Barlow
Each entrant is invited to offer a 20-minute
programme for the final round in which not
less than 10 minutes consists of music by
Delius, with the balance (if any) being of
music by any composer contemporary with
Delius. As in previous years, students will
be judged as a duo (or group) rather than
individually. The preliminary round will
be adjudicated by Professor Timothy Jones,
Deputy Principal of the Royal Academy,
with the final being judged by conductor
and pianist, Stephen Barlow (pictured, left).

Wednesday 24th May 2017 at 7.15pm
The National Liberal Club, Whitehall Place, London SW1A 2HE
(Nearest tube: Embankment or Charing Cross main line)
The Villiers Quartet (pictured, overleaf) will perform extracts from
Delius’s Quartet on the occasion of the launch of their new recording on the
Naxos label. Professor Daniel Grimley will speak about the original version
of Late Swallows.
Refreshments will be provided.
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The Villiers Quartet

Saturday 16th September 2017 at 11.00am
Brasserie Blanc, 9 Belvedere Road, London SE1 8YP
(nearest main line station and tube: Waterloo)
Annual General Meeting and Annual Lunch of The Delius Society
The 2017 AGM will be held in the private function rooms of Brasserie Blanc
on the Southbank, very close to Waterloo Station and the Royal Festival
Hall. A day incorporating the AGM has been organised, including the
Society’s Annual Lunch and an illustrated talk by Dr Andrew Boyle entitled
‘Delius in Norway’ which will reveal many previously unknown facts
about Delius and his life. This will be followed by the official launch of Dr
Boyle’s new book of the same title. Representatives of the publishers,
Boydell and Brewer, will attend with copies of the book for members who
would like to purchase them at a 25% discount.
Arrival is at 11.00am for the AGM beginning at 11.30am. As usual the
AGM is open to all members without charge.
This promises to be a most interesting and enjoyable occasion, in a
setting quite new to the Society. Further details are given on the flyer
enclosed with this Journal and you are urged to detach and return the
application form as soon as possible. Menu choices will be sent out later in
the year to those who book.
You
can
discover
more
about
the
venue
at:
http://brasserieblanc.com/restaurants/southbank/
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.
Friday 10th February 2017 at 7.30pm &
Saturday 11th February 2017 at 6.00pm
WARSAW PHILHARMONIC CONCERT HALL, WARSAW, POLAND
Haydn: Symphony No 45 – ‘Farewell’
Beethoven: Triple Concerto for Violin, Cello and Piano
Delius: Songs of Farewell
Pärt: Credo
Maria Machowska, violin
Marcin Zdunik, cello
Szymon Nehring, piano
Grzegorz Gorczyca, piano
Warsaw Philharmonic Choir
Warsaw Philharmonic Orchestra
Ewa Strusinska, conductor
Saturday 11th February 2017 at 7.00pm
Delius Arts and Cultural Centre, Bradford
Dales Jam plays Delius
Community Jazz Band Dales Jam have been playing concerts at the Delius
Centre for several years. This has led to the band creating a number of
unique pieces inspired by the music of Delius (Koanga, Brigg Fair, On
Hearing the First Cuckoo in Spring) all with a Dales Jam twist and space for
improvisation by members of the band. The concert will be completed by
a set of Dales Jam’s own arrangements of world music, in keeping with
Delius’s enthusiasm for other musical cultures. Dales Jam is led by multiinstrumentalist and award-winning Yorkshire Jazz Musician, Richard
Ormrod.
Supported by the Delius Trust
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Saturday 11th February 2017 at 7.30pm
Rising Brook Baptist Church Centre, Stafford, ST17 9LT
Mozart: Overture Così fan tutte
Barber: Violin Concerto, second movement
Saint-Saens: The Swan, from Carnival of the Animals
Elgar: Salut d’Amour
Bach: Air in D for strings, arr Jack Lovell
Delius: Two Pieces for Small Orchestra
Gounod: Excerpts from Romeo et Juliette
Bizet: Concert Suites 1 and 2 from Carmen
Mascagni: Intermezzo from Cavalleria Rusticana
Stafford Sinfonia
Jack Lovell, conductor
Thursday 16th February 2017 at 7.30pm
Princess Alexandra Hall, Royal Over-Seas League, Park Place, SW1
Delius in France – celebrating the 100th anniversary of the Cello Sonata and
String Quartet No 2
Delius: Cello Sonata (1916)
Talk by Professor Daniel Grimley
Delius: Violin Sonata No 3 (1930)
Delius: Settings of Verlaine for mezzo-soprano and piano
Delius: String Quartet No 2 (1916)
Ella Rundle, cello, Gamal Khamis, piano
Michael Royle, violin, Maxim Stsura, piano
Bianca Andrew, mezzo-soprano, Dylan Perez, piano
Alke String Quartet
Saturday 18th February 2017 at 3.00pm
Gloucester Music Society, Chapter House, Gloucester Cathedral GL1 2LX
Bliss: Sonata for Piano and Violin
Graham Whettam: Solo-violin Sonata No 1
Havergal Brian: Legend
Delius: Violin Sonata No 2
Holst: Five Pieces
Gurney: Violin Sonata in E flat
Rupert Marshall Luck, violin
Matthew Rickard, piano
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Friday 3rd March 2017 at 7.30pm
1901 Arts Club, 7 Exton Street, Waterloo, London SE1 8UE
A recital with illustrated talk by Midori Komachi, exploring the
significance of violinist Albert Sammons’s contributions in the Sonatas by
Delius, Elgar and Ireland.
Delius: Sonata for Violin and Piano No 2
Ireland: Sonata for Violin and Piano No 2
Elgar: Sonata for Violin and Piano
Midori Komachi, violin
Simon Callaghan, piano
Wednesday 8th March 2017 at 1.10pm
Hertford College, Oxford
Razvan Suma & Rebeca Omordia UK tour
Britten: Sonata in C major Op 65: Scherzo Pizzicato
Delius: Romance
Enescu: Cello Sonata in F minor: Allegro
Matthew-Walker: Fast Music Op 158
Ireland: Cello Sonata
Bridge: Scherzetto
Venables: Elegy
Elgar: Salut d’Amour (Liebesgruss) for violin and piano, Op 12
Rebeca Omordia, piano
Razvan Suma, cello
Sponsored by the Romanian Cultural Institute and the John Ireland Trust
Thursday 9th March 2017 at 7.30pm
Romanian Cultural Institute, London
Razvan Suma & Rebeca Omordia UK tour
Delius: Romance
(and other items as above)
Rebeca Omordia, piano
Razvan Suma, cello
Sponsored by the Romanian Cultural Institute and the John Ireland Trust
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Friday 10th March 2017 at 1.00pm
Birmingham and Midland Institute
Razvan Suma & Rebeca Omordia UK tour
Britten: Sonata in C major Op 65: Scherzo Pizzicato
Delius: Romance
Enescu: Cello Sonata in F minor: Allegro
Matthew-Walker: Fast Music Op 158
Ireland: Cello Sonata
Bridge: Scherzetto
Venables: Elegy
Elgar: Salut d’Amour (Liebesgruss) for violin and piano, Op 12
Rebeca Omordia, piano
Razvan Suma, cello
Sponsored by the Romanian Cultural Institute and the John Ireland Trust
Saturday 11th March 2017 at 1.10pm
Blackheath Halls: Great Hall, London
Razvan Suma & Rebeca Omordia UK tour
Delius: Romance
(and other items as above)
Rebeca Omordia, piano
Razvan Suma, cello
Sponsored by the Romanian Cultural Institute and the John Ireland Trust
Saturday 11th March 2017 at 7.00pm
All Hallows’ Church, Gospel Oak, London NW3 2JP
Delius: The Walk to the Paradise Garden
Delius: Sea Drift
Elgar: The Music Makers
Catherine Hopper, mezzo soprano
Marcus Farnsworth, baritone
Highgate Choral Society
New London Orchestra
Ronald Corp, conductor
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Tuesday 14th March 2017 at 1.05pm
Cheltenham Town Hall, Cheltenham
Razvan Suma & Rebeca Omordia UK tour
Britten: Sonata in C major Op 65: Scherzo Pizzicato
Delius: Romance
Enescu: Cello Sonata in F minor: Allegro
Matthew-Walker: Fast Music Op 158
Ireland: Cello Sonata
Bridge: Scherzetto
Venables: Elegy
Elgar: Salut d’Amour (Liebesgruss) for violin and piano, Op 12
Rebeca Omordia, piano
Razvan Suma, cello
Sponsored by the Romanian Cultural Institute and the John Ireland Trust
Friday 17th March 2017 at 11.00am
Town Hall, King’s Lynn
Delius: Fennimore and Gerda (Two interludes)
Poulenc: Sonata for oboe and piano
Dring: Italian Dance
Schubert: Nacht und Träume (M v Collin), D.827 (song transcription)
Schumann C: Die gute Nacht (song transcription)
Vaughan Williams: Orpheus with his lute (song transcription)
Silvestrini: Hotel des Roches noires à Trouville
Marcello: Oboe Concerto in D minor
Mascagni: Cavalleria rusticana (Intermezzo)
Hannah Morgan, oboe
Daniel King-Smith, piano
Friday 17th March 2017 at 1.10pm
St James’s Church, Piccadilly, London
Razvan Suma & Rebeca Omordia UK tour
Delius: Romance
(and other items as for 14th March above)
Rebeca Omordia, piano
Razvan Suma, cello
Sponsored by the Romanian Cultural Institute and the John Ireland Trust
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Monday 20th March 2017 at 1.10pm
St Martin-in-the-Fields, London
Razvan Suma & Rebeca Omordia UK tour
Britten: Sonata in C major Op 65: Scherzo Pizzicato
Delius: Romance
Enescu: Cello Sonata in F minor: Allegro
Matthew-Walker: Fast Music Op 158
Ireland: Cello Sonata
Bridge: Scherzetto
Venables: Elegy
Elgar: Salut d’Amour (Liebesgruss) for violin and piano, Op 12
Rebeca Omordia, piano, Razvan Suma, cello
Sponsored by the Romanian Cultural Institute and the John Ireland Trust
Wednesday 22nd March 2017 at 7.30pm
Lewes Town Hall, Lewes, Sussex
Delius: A Village Romeo and Juliet
Luke Sinclair, Sali
Kirsty Taylor-Stokes, Vrenchen
Ian Beadle, The Dark Fiddler
Rob Gildon, Mainz
Geoffrey Moses, Marti
New Sussex Opera Chorus
Kantanti Ensemble
Lee Reynolds, conductor
Supported by the Delius Trust
Thursday 23rd March 2017 at 7.30pm
Petersfield Festival Hall, Petersfield
Schubert: Overture in the Italian Style
Richard Strauss: Horn Concerto No 1
Delibes: Suite - Le Roi s’amuse
Delius: On Hearing the First Cuckoo in Spring
Mendelssohn: Symphony No 4 in A - Italian
Richard Stegall, horn
Petersfield Orchestra
Christopher Braime, conductor
http://www.petersfieldmusicalfestival.org.uk/programme
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Friday 24th March 2017 at 8.00pm
PHILHARMONIE, BERLIN
Delius: Sea Drift
Ravel: Piano Concerto in G major
Rachmaninov: Symphonic Dances
Deutsches Symphonie-Orchester Berlin
Roderick Williams, baritone
Louis Lortie, piano
Rundfunkchor Berlin
David Jones, chorus master
Sir Mark Elder, conductor
https://www.berlinerphilharmoniker.de/en/concerts/calendar/details/24134/
Friday 24th March 2017 at 7.30pm
The Hexagon, Reading
Delius: On Hearing the First Cuckoo in Spring
Vivaldi: Concerto No 1 in E (Spring)
Coates: Springtime
Grainger: Country Gardens (In an English Country Garden)
Vaughan Williams: Overture, The Wasps
Elgar: Chanson de Matin Op 15 No 2
Johan Strauss II: Fruhlingsstimmen, ‘Voices of Spring’ Op 410
City of Birmingham Symphony Orchestra
Ann-Marie Minhall, presenter
Julian Wilkins, conductor
Sunday 26th March 2017 at 4.00pm
E M Forster Theatre, Tonbridge, Kent
Delius: A Village Romeo and Juliet
Soloists as for 22nd March
New Sussex Opera Chorus
Kantanti Ensemble
Lee Reynolds, conductor
Supported by the Delius Trust
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Tuesday 28th March 2017 at 7.00pm
Cadogan Hall, Sloane Square, London
Delius: A Village Romeo and Juliet
Soloists as for 22 March
New Sussex Opera Chorus
Kantanti Ensemble
Lee Reynolds, conductor
Supported by the Delius Trust
Friday 31st March 2017 at 7.30pm
Stag Theatre, Sevenoaks, Kent
Delius: A Village Romeo and Juliet
Soloists as for 22nd March
New Sussex Opera Chorus
Kantanti Ensemble
Lee Reynolds, conductor
Supported by the Delius Trust
Friday 31st March 2017 at 7.30pm
Symphony Hall, Birmingham
Delius: On Hearing the First Cuckoo in Spring
Vivaldi: Concerto for Violin and Strings No 1 in E, ‘Spring’ from Le Quattro
Stagioni, (The Four Seasons) Op 8
Coates: Springtime
Grainger: Country Gardens
Vaughan Williams: Overture The Wasps
Elgar: Chanson de Matin
Johann Strauss: Frühlingsstimmen (Voices of Spring) Op 410
CBSO Children’s Chorus
City of Birmingham Symphony Orchestra
Julian Wilkins conductor
Ann-Marie Minhall presenter
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Sunday 2nd April 2017 at 4.00pm
Devonshire Park Theatre, Eastbourne, Sussex
Delius: A Village Romeo and Juliet
Soloists as for 22nd March
New Sussex Opera Chorus
Kantanti Ensemble
Lee Reynolds, conductor
Supported by the Delius Trust
Thursday 6th & Saturday 8th April 2017 at 8.00pm
LA MAISON SYMPHONIQUE DE MONTRÉAL, MONTREAL
Delius: On Hearing the First Cuckoo in Spring
Vaughan Williams: Piano Concerto
Tchaikovsky: Symphony No 6 in B minor ‘Pathétique’
Orchestre Symphonique de Montréal
Louis Lortie piano
Sir Andrew Davis conductor
Thursday 20th April and Saturday 22nd April 2017 at 8.00pm;
Friday 21st April 2017 at 11.00am
SEVERANCE HALL, CLEVELAND, OHIO
Delius: Brigg Fair
Vaughan Williams: Oboe Concerto in A minor
Richard Strauss: Don Quixote Op 35
Frank Rosenwein oboe
Mark Kosower cello
Cleveland Orchestra
Sir Andrew Davis conductor
Sunday 23rd April 2017 at 3.00pm
GERMAN SOCIETY OF PENNSYLVANIA, 611 SPRING GARDEN
STREET, PHILADELPHIA PA 19123
Delius: Suite for Violin & Orchestra (arranged for violin and piano)
Finzi: Romance (arranged for string quartet)
Bax: Piano Quintet in G minor
Nancy Bean violin
Marcantonio Barone piano
The Wister Quartet
DSJ 161
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Saturday 13th May 2017 at 7.30pm
Summer Night
Sibelius: Rakastava
Mozart: Piano Concerto No 20 K466
Beethoven: Romance in F
Grieg: Dance of the Trolls
Delius: Summer Night on the River
Vaughan Williams: Folk Song Suite
Lara Melda piano (winner, BBC Young Musician 2010)
Northern Chamber Orchestra
Concert supported by the Delius Trust
Friday 19th May 2017 at 9.45pm
Ludlow Song Festival
Late Night Film: Delius: Composer, Lover, Enigma introduced by its
director, eminent film-maker John Bridcut.
Ludlow Assembly Rooms
Friday 26th May and Saturday 27th May 2017 at 7.30pm
Sunday 28th May 2017 at 3.00pm
ROY THOMSON HALL, TORONTO
Delius: On Hearing the First Cuckoo in Spring
Grieg: Piano Concerto in A minor
Griffes: Poem for flute and orchestra
Beethoven: Symphony No 7 in A major
Jean-Efflam Bavouzet, piano
Nora Shulman, flute
Toronto Symphony Orchestra
Sir Andrew Davis, conductor
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Friday 26th May at 7.30pm
Dorchester Abbey, Dorchester-on-Thames, Oxon
English Music Festival - Opening Concert
Vaughan Williams: Henry V Overture (orchestral version)
Delius: In a Summer Garden (original version)
Vaughan Williams: EFDS Folk Song March World Premiere
Holst: The Mystic Trumpeter
Stanford: Concert Overture World Premiere
Montague Phillips: Symphony in C minor World Premiere
Illona Domnich, soprano
BBC Concert Orchestra
Martin Yates, conductor
Monday 29th May at 10.45am
Dorchester Abbey, Dorchester-on-Thames, Oxon.
English Music Festival
Delius: Summer Eve; Twilight Fancies; Young Venevil; Longing
Britten: A Charm of Lullabies Op 41
Bliss: Gone, gone again is summer; Fair Annet’s Song; Siege from Seven
American Poems
Head: Three Songs of Venice: The Gondolier; St Mark’s Square; Rain storm
Boughton: Symbol Songs: Mother May; Honeysuckle; Blue in the Woods;
Fierce Love Song; The New Madonna
Dring: from Seven Shakespeare Songs: It was a Lover and his Lass; Take, o take
those Lips away; Crabbed age and youth; Blow, blow, thou winter Wind
Anna Huntley, mezzo-soprano, Emma Abbate, piano
Monday 29th May at 2.15pm
All Saints’ Church, Sutton Courtenay, Oxfordshire
English Music Festival
Warlock: The Full Heart; Three Belloc Songs (arr Tomlinson)
Delius: On Craig Ddu; Frülingsanbruch; To be Sung of a Summer Night
on the Water
Ireland: The peaceful western Wind; They told me, Heraclitus; Twilight Night
Moeran: Songs of Springtime
Bax: Five Greek Folksongs
The Carice Singers directed by George Parris
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Sunday 2nd July 2017 at 4.00pm (time tbc)
94 RUE WILSON, GREZ-SUR-LOING, FRANCE
with the kind permission of Mr Jean Merle d´Aubigne
Delius: Cello Sonata
and works by Grieg, Debussy and Grainger
John Ehde, cello
Carl-Axel Dominique, piano
By invitation only; members of the Delius Society can request tickets by
contacting John Ehde on john@ehde.dk or Mrs Kerstin Decroix at the
Hotel Chevillon on kerstin.decroix@gmail.com
Saturday 8th July 2017 at 7.30pm
Oaklands School, Waterlooville
Reach for the Stars!
Delius: Brigg Fair
Khachaturian: Piano Concerto in D flat major Op 38
Holst: The Planets Op 32
Peter Foggitt, piano
Havant Symphony Orchestra
Jonathan Butcher, conductor
Sunday 19th November 2017 at 6.30pm
King’s Place, Hall One, London
Scott: Pastoral and Reel for solo cello
Delius: Cello Sonata (1916)
Fauré: Cello Sonata No 1 in D minor Op 109 (1917)
Webern: Cello Sonata Op posth (1914)
Nadia Boulanger: Three Pieces for cello and piano (1914)
Bridge: Cello Sonata in D minor H125 (1913–17)
French and English wartime poetry and composer letters
Paul Watkins cello
Huw Watkins piano

A full list of all concerts and events is always available on The Delius Society
website: delius.org.uk.
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PUZZLE ANSWERS
Crossword (page 104)
Across: 4 Gerda; 6 Ave; 7 Violet; 8 Salome; 11 Limpsfield; 12 Gardiner;
13 Koanga
Down: 1 Clews; 2 Swallows; 3 Paris; 5 Elberfeld; 9 Lullaby; 10 Cynara;
12 Gunn
Pub Quiz (page 105)
1 Paris; 2 Florida; 3 Cuckoo; 4 The Village; 5 Romeo and Juliet; 6 Donna
Summer; 7 Caprice; 8 Elegy Written in a Country Churchyard (by Thomas
Gray); 9 Sunset Boulevard; 10 Brigg; 11 Hassan; 12 Over the hills and far
away; 13 Kai and Gerda. Hidden theme: Works by Frederick Delius.

Forthcoming copy deadlines:
Delius Society Newsletter:
Delius Society Journal:
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1st June 2017
1st August 2017

125

