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Editorial
One way or another presidents have recently been much in the news. And while
our President might not be able to sport any Hollywood background (though he
has tenuous links with the film world through the music he wrote for Sir Alfred
Hitchcock’s 1939 Jamaica Inn) he has had his share of publicity in recent
months. On October 3rd at the University of Bradford, of which he is an Honorary Graduate, he unveiled a portrait of himself painted by a local artist, Mr
Kenneth Jackson, and commissioned by the University. Before the unveiling
ceremony there was a showing of Ken Russell’s incomparable film Song of
Summer and, besides Professor and Mrs Fenby, the guests at the reception
included Dr Lionel Carley, Mr and Mrs Russell, and Philip Jones, a former
Fellow in Music at Bradford University and now Lecturer in Music at Keele
University and a Society member very active in the promotion of Delius. We
are most grateful to Professor J C West, Vice-Chancellor and Principal of Bradford
University, for allowing us to reproduce the portrait within our pages.

In the pre and post concert publicity that surrounded Julian Lloyd Webber’s
Wigmore Hall recital on November 19th, Dr Fenby was to be heard or seen on
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BBC Radio 4 and 2 and BBC2. Indeed, the Delius Society positively invaded
Radio 2 on the night of November lSth when Brian Matthew'sRound Midnight
Arts programmeincluded interviewswith Eric Fenby and Julian Lloyd Webber,
also by chance with our member PlantaganetSomersetFry (though not on the
subject of Delius), as well as playing a recordingof the higtrly-acclaimedBritishborn iazz pianist GeorgeShearing(a subjectof the recent BBCTV Best of British
series)whom we are pleasedto welcome to our Society. Ken Russell'sfilm was
mentioned in the course of the programme and, asked about the portrayal of
Delius, Eric Fenby replied that it was 'wonderful . . . Max Adrian was exactly
as I rememberedDelius . . . I coachedhim in the kind of inflection of Delius's
voice and the way he sat, the way he held his hands, and of coursewhat really
I think was the most remarkablepiece of acting in that very remarkablefilm to my mind - was the speedof the dictation, becauseI had given them various
samplesfrom my book Delius as I knew him of how it went,but I didn't think
it would be possiblefor them to do it so remarkablybecauseDelius dictated
with the very greatestrapidity . . .'
He also spoke of the genesisof the ldyll out of Morgot La Rouge (itself discussedin detail in this issue in the concluding part of David Eccott's examination of the opera).Delius,he said,had neverbeen very happy about the libretto
of Margot and asked Robert Nichols if he would produce another one. Nichols
happened to be very busy at the time, and when Fenby cilme over from Grez
to visit him at Winchelsea,Nichols had said, 'Well, I really can't think that we
can do this job now, but you can't go back empty-handedto Delius', so he
suggestedextracting the more lyrical bits from the opera and trying to do something with them and so form the basisfor a work, adding that a new libretto if
neededcould alwaysbe written at some future date. Two uneventful dayspassed
until suddenly 'in an absolute downpour of rain' Nichols arrived back with the
idea of using Whitman's Leaves of Grass,in particular the passagebeginning
'Once passed
I
through a populous city: 'And so I fished about in the score for
something that I thought might give some indication of that mood . . . and
found just the place . . .' Gradually in this way a kind of scenariowasbuilt up
which could be taken back to Delius who was'delighted with it and immediately
dictated entirely new voice parts to fit in to the texture of the music which we
had maintained'.
In answerto one question,Eric Fenby helped lay the ghost of Delius'ssupposed
indifference to the technicalities of performance. He said that Delius was a
mystic who, by living the life of a recluse,went for months without hearingthe
orchestra. Consequentlywhen he did hear it he was carried away by the sheer
beauty of its sound and hardly in the emotional state to answertechnicalpoints
immediately at rehearsal.The point was made by EugeneGoossen'sobservation
back in 1923. At the very first rehearsalsfor the production of HassanDelius
had been absolutelyhelplesswhen it cameto givingadvice.But asthe rehearsals
proceededhe becamemost difficult and began pointing out technical details
which quite alarmedeveryone.
Six days after the recital, Dr Fenby and Julian Lloyd Webberappvared,
together
on RussellHarty's BBC2 programme.Apart from somebad programmeplanning
with a misplacedinterview with an American writer, the whole programme

5
centred on Delius. From Bradford the new Fenby portrait and the Gunn Delius
(which can be also seenin the background of Kenneth Jackson'spainting) were
on display, two brief extracts from Ken Russell'sfilm were potent reminders
of its extraordinarily moving impact (why has it not been televisedagain since
1973?), and Kate Bush came on in person and in celluloid (or more probably
videotape) to enact her very individual song and film sequenceDelius (a song
of summer/. She spoke of her introduction to Delius as having been through
the Russell film. One wonders what effect a reshowing would have today on
those who have never seen it. It is surely this sort of material for which the
video cassetteshould be used,either on a commercialbasisto the generalpublic
or on loan at a reasonablechargeto societiesand institutions.
Julian Lloyd Webber'srecital on November 19th was givento a packedWigmore
Hall. John lreland's fine cello sonatamade an excellent foil to the Delius which
wasgiven an eloquent reading,the honours being equally divided betweensoloist
and Dr Fenby's splendidaccompaniment.The emotionaltenor of the performance seemedto be directed towards the work's lento, molto tranquillo middle
sectionwhere the heart-feltmusingsgaveway only with somereluctanceto the
return of the opening theme. Coincidentally the previous evening it was the
absenceof the cello which had provided the centre of interest in the Tertis
arrangementof Delius's Double Concerto. l,eslie Head's overall grasp of the
work could hardly have been bettered with his well-judgedtempi, and he was
gven able support by the KensingtonSymphony Orchestra.The balancebetween
soloistsand orchestrawas perhapsnot ideal, but this may have been peculiar
to the position of one's seatin St John's, Smith Square.In many respectsthe
Delius Concertois better suitedthan Elgar'sCello Concertoto Tertis'streatment
for in the Elgar the respectivecompassesof the instruments necessitatesome
awkward leaps in the familiar melodic line when played on the viola. But in
either version the Delius concerto is surely due for a reassessment.
A stronger
work than his Cello Concerto, this perforrnanceprovided a welcome reminder
of the poignant beautiesof the middle section and, in its closing pages,of a
mood reminiscentof the Requiem composedthe previousyear (though not,
asstatedin the notesto ASD 3343, sharinga similardedication).
The Delius items in the Royal PhilharmonicSociety'sconcert on December
l0th sadly fell short of expectations.Much as one may admire Ida Haendel's
interpretations of the EIgar, Walton and Britten violin concertos,her first
encounter with the Delius concerto yielded an approach that was inclined
to be aggressive
at the expenseof the more poetic insightto which one is accustomed in this work. Her superb technique did however enableher to manage
comfortably the l2l8 allegretto section at an unusually quick tempo. Rather
than scalingthe heights, Rozhdestvensky'sview of The Song of the High HiUs
tended to flatten the contours. Nevertheless
there was much to admire in this
performance,especiallythe chorus's outstandingcontribution which in the
broadcastwas perfectly balancedwith splendid 'distancing'effect. One could
have wished for stronger accentuationon the violins' first beat at the very
opening and elsewhere,for the phrasing robbed that theme of much of its
freshnessand vigour. Similarly the magical timpani entries on the last page
neededmarking up. Over the air they went for nothing. This and the unaccom-
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panied choral entry are great moments, not just in Delius but in all music. It
was also noted in this performancethat three sopranosoloistswere usedinstead
of one at the work's choral climax. I-et us hope that Rozhdestvensky,alwaysan
interesting conductor, with his inclinations toward British music will return to
this work and give us more Delius, evenA Moss of Life which he had planned
but wasunableto giveus ten yearsago.
The Zurich production of ,4 Village Romeo and Juliet has received glowing
reportsin the Englishand Continentalpress,and it is hoped to givea full account
of this and the Darmstadt productions in the next issueof the Journal. More
unusual Delian activity on the Continent has been the recording for Norwegian
television on January 6th - lOth of Delius'smelodramaPaa Vidderne(RT III/I,
not to be confused with the purely orchestralsymphonic poem VI/IO now available on record in World RecordsSHB54). The recordingtook placein the NRK
studios, Ibsen's poem was declaimedby a leadingNorwegianactor in its original
languageand not in the German translation of the manuscript, and the NRK
Orchestra was conducted by Charles Farncombe who is presently associated
with the Norwegian Opera. Our member Andrew Boyle (who is to addressthe
Society later this year and who has supplied this information) helped in his
official capacity as musical advisor by preparing a piano reduction and a performing edition of the full score.At presentthe recordingawaitsmarriageto its
visual complement - seasonalshots of Norwegian scenery- and is not due to
be broadcastfor a few months yet. In chargeof production is Gunnar Rugstad,
the author of a recent study of Sinding.He it was who unearthedthe programme
for the first performance of the 'other' Paa Vidderne in the archivesof the
Institute of Musicologyin Oslo.
Quite the most exciting news of the year has been a recording project to be
undertaken by Unicorn Recordsentitled 'The Fenby l-egacy'. This is expected
to be a two-record set mostly consisting of the works Eric Fenby took down
from Detus's dictation and to be conducted by him. These arc:.Songsof Farewell, Fantastic Donce, Song of Summer, Idyll, Cynara, A Late Lark, Irmelin
helude, Capice and Elegy, and Two Aquarelles. The first three works are
due to have been recorded on February l0th and I lth at Watford Town Hall
with the Ambrosian Singersand the Royal PhilharmonicOrchestra.The original
idea came from Christopher Palmer, the producer of these recordings,whose
study of the composer,Delius - Portrait of a Cosmopolitan,memberswill be
well acquaintedwith. The set is planned for releasethis autumn in a folder,
possibly togetherwith Faber and Faber'spaper-backre-issueof Fenby'sDelius
as I knew him. In addition to this, Unicorn Recordshave also recordedon
January l2th the Cello Sonata with Julian Lloyd Webber, and Eric Fenby
playing Delius's Ibach piano as he did on the Unicorn recording of the three
violin sonataswith Ralph Holmes n 1972. With the record industry passing
through a difficult period it is hoped that all memberswill give this enterprise
their fullest support.
The Deliusitems in the EnglishSongstwo-recordset on OUP 1556 (mentioned
in the previousJournal) are, as there translated, The Homeward Way, Twilight
Fancies,Young Venevil,Hidden Love, The Bird's Story (numbers2,3,4,6 &7
of Seven Songs from the Nomvegtan) and The Nightingale (the second of Five
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Songsfrom the NorweStan),A critical eye will notice someunfortunate inaccuraciesin the accompanyingsleeve notes. A new recording of the String Quartet
is a welcome gap-filler in the catalogue. Together with the Sibelius quartet,
it is performedby the Fitzwilliam Quartet on L'Oiseau-LyreDSt047. A single
Delius item, the Serenadefrom Hassan(for violin, harp and strings) played by
the ClevelandSinfonietta under louis Lane,is to be found in a mid-price collection on CBS61433.
Some recordingsnot generallyavailablein Britain through the normal channels
deservea mention here. Two 'live' performancesby Benno Moiseiwitsch,one
of the Delius Piano Concertoin 1955 and the other of the 'Emperor'Concerto
in 1963 (his last public appearance),both conductedby Sargent,appearon
recordnumber 725 obtanable from Discocorp,PO Box 771,Berkeley,California
9470I, USA for about eight dollars. (Moiseiwitsch'scommercial recording of
the Delius concerto, conducted by Constant Iambert, is availableon World
Records 5H224.) A single cassettecontaining performancesof Delius's three
violin sonatas and the cello sonata has for a while been available from the
ClassicalCassetteCompany (formerly Club) of New Jersey. The artists are
Derry Deane (violin) with Eleanor Hancock (piano) and Alexander Kougeuell
(cello) with David Hancock (piano), the cassettenumber BP57. The violin
sonatas with the same performers (and presumably the same performances)
reappearon a disc, SuperbaSA2037, issuedby Sine Qua Non Production,25
Mill Street,Providence,Rhode Island 02904, USA. The possibilityof obtaining
price is beinginvestigatedby the Society
a number of copiesat a very reasonable
and should the ventureproveworthwhile memberswill be informed. The second
sonatais also found on a direct-to-taperecordingentitled Violin Raities played
by our American member Davyd Booth (violin) and Andrew Willis. The catalogue number is DTR-79I2 and the recording is obtainable in a variety of
formats from open reel (4 or 2 track version, dolby encodedor otherwise) to
cassetteand eight-trackcartridge,from Direct-to-TapeRecordingCo.,14 Station
Avenue,Haddon Heights,New Jersey08035, a company for which our American member Bill Marsh is the artist and repertoire co-ordinator on the classical
side. The cost of the releaseis in the region of elevendollars and other items
areby Martinu, Regerand Vieuxtemps.
Of peripheral Delian interest are two historical releases.The first, on World
RecordsRTRMSOl, is of FredericAustin's arrangementof TheBeggar'sOpera.
Austin was the soloistwith Henry Wood and Beechamin the early performances
of SeaDrift in this country in 1908 and 1909. These 1920 and 1922 recordings
testify to Austin's diverseskills ascomposerand arranger,singerand conductor.
He was the father of Richard Austin who ably assistedBeechamin the 1946
Delius Festival.The other recordingis of seniorvintage,from 1908.The peculiar
interestin this ancientD'Oyly CarteMikado on PearlGEMM 198 lies in two of
the singers,Harry Dearth and Walter Hyde, who two yearslater were Manz and
Sali in Beecham'sfirst British production of A Village Romeo and Juliet at
CoventGarden.
Finally a note of apology for the late arrival of this issue.This was due to
beyond the editor's and the printer'scontrol: the very late arrival
circumstances
of the music examplesfor David Eccott's article which were beingset up by an
outsidesource.

MARGOT LA ROUGE
by David Eccott

Part Two: The Music
In dealing with the music of Margot La Rouge my main objective will be to
examine the thematic construction of the opera. I shall use music examplesto
illustrate the text and some of these will incorporate passages
which were not
used in the ldyll. Also, from time to time I shall remark upon the difficulties
involved in reconstructing the instrumentation from Ravel'svocal score.l The
scoresreferred to are the Boosey & Hawkes study score of the Idyll and the
lithographed vocal score of Margot La Rouge
The prelude to the opera is exactly the sameas the prelude used for the ldyll.
A pianissimo A major chord suspendedover a syncopatedand throbbing tonic
pedal opens the work. Then in the secondbar a floating theme is heard on the
cor anglais.
ExampleI

This theme weavesits way through virtually the whole of the sixty-five bars of
the prelude, all the while becoming more intense and reaching a pasionate
climax before fuially subsiding.Strangelyenoughit is not this melody, beautiful
and nostalgic though it is in its simplicity, that is to assumeany significancein
the opera itself. In fact, apart from a brief interlude between Scenes| &2and
another short appearancein Scene3, that is all we hear of it.Instead it is a little
melodic fragment that makes an almost shy and seemingly insignificant entry
some twenty bars into the preludewhich is destinedto becomea figure of major
importance.
Example2

The preluderunssegueinto SceneI wherewe immediatelyencounteranother
importanttheme.
/bdutcnuto

-------

Example3
It was not Delius's first intention to use the operatic prelude as a preamble to
the ldyll. His original plan was to use the above extract with its ensuingbars
as an introduction to the first baritoneentry. Thesebarswere later cut from the
Idyll when it was decided that the original prelude would prove to be a better
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medium for evoking the exact mood of the work. However, Eric Fenby's
orchestral manuscript for this section still survivesand, as it is a preciseduplication of Delius's original scoring, it makes an interesting comparison with
Ravel's piano arrangement.For instance, the octaves in the treble (bar 3 of
Example 3) do not appearin the orchestration! In fact only the bottom notes
of the octavepassageappearand they are played on flute! How typically Delian,
but how many would-be orchestrators - unless equipped with a thorough
working knowledge of Delius's orchestral devices- would have orchestrated
correctly? It can only be assumedthat Ravel'sreasonfor writing octaveswhen
there aren't any was to try to adapt the scorein compliancewith the sonorities
of the keyboard, but it has proved, along with many other instances,to be very
misleadingfor us under our presentcircumstances.
The melody quoted in Example 3 dominatesalmost the whole of Scene I and
works towards a small climax with the squabble of the two women (see the
libretto synopsisin Part One). A calm statementof it in the bassesclosesthe
scene.
Scene 2 is mostly taken up with a delightful aria for Uli, the music for which
can be found in its entirety in the Idyll (the twenty-eight bars beginning at
Figure 3 in the study score).Contained in the accompanimentto this aria are
two important melodic germs.

Example4

A brief quasi-recitativeover low tremolandi chords ends this section and also
preparesthe way for the 'rain' music. It seemsto me here that Delius may
have fallen back on the techniquesused in the storm music in Act One of The
Magic Fountain. Although in Margot the music depicts a heavy springdownpour
rather than a violent sea-storm,there are some striking similarities, especially
with the 'lightning-like' effect of 'shot' chords and cascadingchromatic scales.
When in Scene 3 the jovialities in the caf6 resume,Delius now develops the
earliermaterial shown in Example3.

Example5

The dance rhythm soon dominates the music and assumesa l2l8 character.
At the climax we encounter music very similar in stvle to that used in the
earlier tone-poemParis.

l0

Example6

All is suddenly calmed as Margot herself enters. She does not speak but her
almost magnetic attraction is strongly underlinedin the orchestraby the appearanceof her leitmotiv.

Example7

Margot's leitmotiv is of course the little theme of Example 2 which in the
prelude led us to believe it was merely servingas a bridge passageonly. Because
of the skilful way it is incorporatedinto the musicalcanvasit attainsa haunting
quality that makes dle wonder where one hasheard it before. It is alsothe only
motif in the whole operawhich can be saidto connect with one of the personalities involved. After this sereneinterruption ofthe merriments,the dancerhythms
take off again. There is a little reworking of material from the opening scenes,
but soon the excitement expires and quiet mysterious chords usher in the
soldiers.At the point in Scene4 when the soldiers'attention is drawn towards
Margot, another motif appearsthat is to become connected with Thibault's
tender reflectionson his past love.

Example8

Later, when in Scene 5 the above example assumesits full manifestation,the
derivation from bracket A in Example4 is clearly visible.

Example92

However, let us remain with Scene4 for the moment. Two more important
themes now emerge.The first (Example l0) has its roots in bracket B of Example4 and both are usedquite substantiallyduring the oncomingscenes.

"
[umplo 11

Anolhe' melody, simply C""SIN.,.d f,om a f1m In••rsion major arpeggio is also
hoard witty (but .ery p.. dominantly) in Setn. 4. Gently underlinln, Thiblull'.
d~ptnilll fascination whl> "'alll"',ll mikes six 'ppearance, in all "'d ••ch lime
with. different hannOJltisalion. Four of llle.e ••!>ion.... used in lh. /dylJ but
0"" that Is not _."d ce1tlinly n""e.tho.Je .. ,umptuoul [0' lhlt ,e.son _ is tile
fonowing.

Whe" Thib.ol! lelms the namc ofth. cUI whom h. has been "'Jlcbmg. M,'JOt'.
leitmotiv is plJ.ytd again but now in. $lIght rhythmk "'rUnl. As. fIn.l. to tho
$COne I burlesque IIniUllon of mnltny flflf.,ts sipsl. the toldiers' nit.

The di.o1osuc between MlfI<Il and Thll>.o.ult In Sefne 5 mainly ulili~"h. mu,k
from Example. 10 md 11 _ both now undugOln, slight d"".lupmcnl. Ne...
materW Is hOWl'Yer llltrodll«d as the emotion. nf th. two maifl ch:mcters
!>«om. mote 1nl.......

A pwionate outburst of the Mugot motif is 'laird as she dlscloSfl(O Thib.uh
th. fact that. sin.. t"cl, "'t.. nKtm~nl, she Iw found Inothe, 'amou,', Th.
lhe.... "'lIle.. into a descending a'P"zgIo a, If '0 betoken niblult', hUrl.r.lt
deful, But Mlrsot cannoT hide h., true low fo' Thiblul1and,l$th. I.u., sinp
lriumphanlly to <he music of Eumple 9 which is now pcrpclu..ed wiTh 'enewed
roplU", Ihe 10.. scene propcT bcsina, In a m."..rul meuo, mu,ic r,om E~·
ample, 2, to, I t and IJ .. b,ouB!u t~lho[ 1o produc. onc of 'he oomposer',
IDOSI enlaphlfM 10.. ducts. n. M'rsol molir In portieul.. unrltflO« 'hing.nt
d•••lopmen! and corri., ,h. music '0 an .levated climax, As Ihc p...ion subsides
I ....ion of lh. tripleT filUM (from Example 4 btll'k.l B) is play.d in fourths
abo•• lh. now lOIlg-ab.. nl mulic from lbe ••ry opening of Sce"" 1.5
Th. sweetn.ss is brokcn a, Seene 7 begins .nd lh. artisl .pp.....

t2

Example14

From this point onwards the music takes on a harsh, moody and dissonant
nature - totally unprecedentedand quite unlike anything that hasgonebefore.
Low thick treinolandi, dark harmonies and 'shot' chords strongly enforce the
impending violence to be witnessedon stage.The following extract is typical.

Example15

This type of writing is definitely not Delius as we know him. However,in spite
of this, we should not be completely unfamiliar with the anonymous verismo
style thus encountered.In A VillageRomeo and Juliet we find Delius writing in
a very similar mould at the end of Scenes1 and 3 of that opera, although in
Margot the effect is much more prolonged.Even so, Scene7 of Margot La Rouge
is somewhat unique in Delian literature and it will indeed need a performance
of the work to tell whether the composercan sustainthe interest of an audience
with this style of writing for a whole 186 bars!
For the main part none of the motifs from the earlier scenesis used and the
music is strikingly 'theme-less'.Even when referencesare made they now take
on a very terse astringentquality. Only at the death of the artist do we feel we
are on familiar territory with the infamous triplet figure being hammeredout in
a full orchestraltutti.

Example16

This outburst is followed by more subdued bars and then, over an expressive
lament of her leitmotiv, Margot singsher final, almost distracted,phrases.As she
is led away by the Gendarmeriethe Margot motif swellsto a fortissimo and with
this - its final statementnow in the bassand apropos of the heavybrass- the
operais brought to a resoundingclose.

l3

Example17

We have now studied the history of the opera, we are familiar with the libretto
and have more than a nodding acquaintancewith the music. If nothing else I
hope I have shown that Margot La Rouge has been dismissedrather unfairly in
the past. Of course, one must not be too hard on previous commentatorsai"d
their criticisms of the work'. At the time of their writings there were far more
important aspectsof Detus's output to be dealt with. Today, however, all of
the composer's major compositions have receivedfine live performancesand
have been recorded. Excellent researchhas been done concerningthe life and
times of Delius, so we now have a greaterunderstandingof both the man and his
music. In view of this I should like to make a few observationsupon the opera
that are possiblyin its favour.
If the readerwill recall the libretto synopsisin Part One of this essay,one fact
should be immediately apparent:the libretto is of a contemporarynature. It is a
love story set in modern times. The charactersdo not exist in a fairy tale,
neither are they manipulatedby unseenforcesbut securetheir own fate by their
own actions.Margot La Rouge may not possessthe finest libretto ever written
but Delius, in his most inspired pages,has made it a vehicle for some really
lovely music. The middle sceneshave an immediate surface appeal,and sandwiched betweenthe parlando-recitativestyle of the opening scenesand the angry
writing of the final scene,they are thrown into evengreaterrelief. In the above
musical extractsI have purposelyrefrained from including the vocallines. This is
becausethe narrative of the opera is very much 'in the orchester' - another
typically Delian procedure.o Finally, when one considersthat a work such as
the piano concerto - not regardedasvintageDelius - has been given due recognition and enjoyed by many, and also the early opera The Magic Fountain which
has been successfulboth in and out of the Delius camp, then there should be no
reasonwhy Margot La Rouge should not aspireto the samelevels.
All in all the time is now ripe for a performanceof Margot La Rouge, and we
are indeed fortunate that Eric Fenby has reconstructedthe orchestration.It is
thought that the original orchestrationof Margot was the sameasthat which is
used in the ldyll. ' This seemsmost likely as there is no apparent call for triple
woodwind or an enlargedbrasssection,and also when working on the ldyll both
Delius and Fenby had a big enough job on their hands without adding to or
subtractingfrom the originalorchestration.It is an easyenoughtask to transplant
the orchestration of the ldyll into the correspondingpagesof Margot, but this
still leavesa lot of music where there is only Ravel'spiano scoreto go by. With
Delius'sorchestrationthe instrumentalcolouringis extremelyimportant and it
is most desirableto achievea perfect balancein order that the essentialtimbre
will penetratethe texture. With the original full-scorestill refusingto revealits
whereaboutswe needsomeonewho could literally 'out-DeliusDelius'in tackling
sucha reconstruction.For instance,considerthe following:

14

Example18

The A major chord in bar I could be orchestratedfor stringswith a solo woodwind instrument (possiblya clarinet or low flute) supplyingthe melody. Another
woodwind instrument (bassoon?)might play the melody beginningat the end
of this bar and continuing into the following bar under first and secondviolins.
We cculd score the A, C sharp and F octaves for pizzicato cellos and basses.
At the end of bar 3 a changeof colour would be desirable;we could give the
melody to the cor anglaisand orchestratethe accompanyingchords for other
woodwind instruments, but the problem would be getting the correct combination for the desired effect. Mr Fenby is probably more knowledgeableof
Delius's techniquesthan any other living person and would thus be able to find
the key for an accuratemixture and voicing of woodwind and horns or strings
and woodwind, etc. This is also very true of the crucial orchestraleffects required for Scnne7. When one is confronted with the music for this sceneas it
appearsin pianc form, one can quite understandsome of Delius'sbiographers
stating that the music which was not incorporatedinto the ldyll haslittle merit.
.-egardingthis we should heed Delius'sown warnin_g
to John Coates-'My music
does not sound well on piano . . . but it will be very effective when played'.
These words are particularly relevant to the final scenewhere an efficacious
orchestral dressingis essential.As if this were not enough, there are numerous
discrepanciesbetween the scoreof the ldyll and the vocal scoreof Margot and it
needsan Eric Fenby to unravelthesemysteries!
I have always beli"ved that music should be played rather than talked about,
and I sincerely hope that this will soon be the casewith Margot La Rouge. In
this essayI have tried to show that Margot wasnot merely a frustrated attempt
to emulate Mascagnibut that there is plenty of original thought in the score.
If, by doing this, I have also given deeperinsight into both the story and the
music of the opera which will add to the enjoyment of any future listener,then
my objectivewill havebeen achieved.

NOTESAND REFERENCES
1.

It must be rememberedthat Ravel's arangement was a piano transcription - not a
short score - and was not intended to serveas a guide to the original orchestration
but was designedsolely for the purposeand needsof a rehearsalpianist. Ravel took
gteat care over this task, often consultingDelius over passages
which were not clear.
He even advisedDelius that, as regardsthe prelude,a better effect would be obtained
if a four-hand(rather than a two-hand)arrangementwere madeof this section(DeliusThe Paris Years Lionel Carley: Triad Press1975). However a compromiseseemsto
havebeenreachedand twenty bars of the preludeappearon a three-stavescote.
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2.

The equivalent passage n the ldyll

has the following harmonisation:

Example9A

3.

4.
5.
6.
7.

This seemsto suggestthat when working on the ldyll somerevision in the harmony
took place. There are quite a few other instancesof contradictionsbetweenthe harmonies of the two scores,but there is always the possibility that they are errors in
the lithograph of Margot La Rouge.
The music of Margot La Rouge aboundsin triplet figures,but it is probably this one
which so worried Beechamwhen in referenceto the opera he said that Delius 'fell
back upon the use of a little figure already exploited n Partsand worked it almost
to death' (FrederickDelius p. 122).I hope I have shown that there was a little more
thought behind it than Beechamwould have us believe.
This melody was later incorporatedinto the Requiem (third movement).Apart from
(obviously) the ldyll, it is the only evidenceof anythingbeing 'lifted' ftomMargot and
usedin another work.
The loveduet music was used completein the ldyll and the readeris referred to the
study scoreof this work.
The vocal lines in Margot are, for the most part, a little angularand it is interestingto
comparethem with the greater freedom which they assumewhen Delius completely
rethought them many yearslater for their inclusion n the ldyll,
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CONCORDANCEBETWEENTHE VOCAL SCOREOF
MARGOT LA ROaGE AND THE FULL (STUDY)SCORE
OF THE PRELUDEAND IDYLL
MARGOT LA ROUGE
Lithograph Vocal Score
(Levy-Lulx, Paris)
PRELUDE
p.l bar l-p.3 bar 25
SCENE1

IDYLL
Study Score
(Boosey& Hawkes
No 901)
PRELUDE
p.l bar 1-p.10 bar 7
IDYLL
p.11bars1&2

p.4 bar 1-p.5 bar 3
p.5 bar 4-p.7 bar 2
p.7 bar 2-p.9 bar 9

p . l l b a r3 - p . 1 3b a r8

p.9 bar l0-p.10 bar 9
SCENE2
p . 1 0b a r l 0 - p . l l b a r I
p.ll bar 2-p.13 bar l2

p.l4 bar l-pJ6bar2

p . l 3 b a rl 3 - p . 1 4 b a r2 2

p.l6 bar 3-p.25 bar 3

REMARKS
Most of the amendmentsreferred to are
found in the British Libnry copy of
MLR but some come from other sources.

Idyll only
bars1-10 and 14 & 15 wereused
originally asintroduction to theldyll.
p.9 bar I of MLR - vocalline amended.
p.7bar 7 -ambiguous
p.15bar 4 of ldyll doesnotappearinMLR.
p.l6 bar 3 of ldyll appearsoctavehigher
inMLR.
p.l7 bar 5 of ldyll lst horn note D flat
appearsasD naturalinMLR.
p.22bar5-p.25 bar 3 of ldyl/ is in E
major but in MLR appearsin E flat major
(but with a B flat majorkey sig.,the A
flats written asaccidentals).
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SCENE3
p.l5 bar l-p.24bat 7

SCENE4
p.24 bar 8-p.29 bar 3
p.29 bar 4-p.30bar 2
p.30 bars3-9
p . 3 0b a r sl 0 & 1 l
p.30 bar l2-p.31bu 4
p . 3 l b a r s5 - 1 0
p . 3 1b a r 1 1 - p . 3 3b a r 5

p.17 bars8 &9 of MLR havecorrections.
p.23 bar 5-amendmentto vocalline.
p.l8 bar 3 - B sharpin harmony doesnot
agreewith B natural in vocal line.
p.25 bar 4-p.27 bar 4

p.28 bar 8-vocal line amendment.

p.27bars5&6
p.27 bar 7 -p.29bar 5
p.64 bar 4-p.67 bu 5

p.33bar 6-p.37 bar 16

p.32bar 13 and p.33 bars l-5 of MLR
havebeen completely revisedharmonically in order to effect a modulation to
C maj. instead of the original E maj.
Howevern the ldyll the original
harmonieshavebeenretained!
p.36 bar ll of MLR hasalteration - top
note of chord D sharpinsteadof C sharp.

SCENES5 & 5
p . 3 8b a r sI - 1 0
p . 3 8b a r 1 l - p . 4 3 b a r I

p.28bar 6-p.39 bar 6

p.43bar 2-p.44bar 4
p.44bar 5-p.45bar 4

p.38bar 1l-p.40 bar l1 of MLR are
written with key sig.of 4 flats but in the
Idyll the samebars havekey sig. of only
3 flats with the necessuyD flats written
as accidentals.However,the two scores
are not alwaysin agreementas to whether
certain harmoniesshould consistof D
natural or D flat.
p.40 bar 13 of MLR hasbeen crossedout
but is retained in theldyll.
p.42 bars 4 & 5 of MLR havedifferent
harmoniesto p.38 bars 3 & 4 of ldyll.

p.39 bar 7 -p.41bar 3

p.45bars5-7
p . 4 5b a r s8 - 1 3

p.41bars4-9

p.45 bar l4-p.47 bar 9
p.47 bar l0-p.49 bar 2

bar 6 of this passage
is A flat inMLR,
A natural nldyll.
p.45 bar 5 - bassclef in right hand.
Although thesebarsconsistof the same
melodic content, they are not exact
duplications.This is entirely due to the
fact that the preceeding23barcof MLR
are not usedin theldyll and therefore
the ldyll music has to modulate quickly
in order to agreewith the key of MLR
when the two scoresagaincombine.

p.42bu l-p.47 bar 2

p.49 bar 3-p.50 bar I

p.47 bar 3-p.48 bar 3

p.50bar 2-p.54bat 9

p.49 bar I -p.64 bar 3

p.46bar 3 of/dyl/-E bass.
p.49 bar I of MLR-B bass.
In thesebars (which is the development
of Margot'sleitmotiv) the whole bar of
MLR becomesa half bar n the ldyll.
p.5l bar 5 of MLR - the quaversin the
basson the secondbeat of this bar have
been crossedout and indeedhavenot been
usedin theldyll wherea minim G occupiesthe bassline of the fust half of this
bar (seeldyll p.53bar 2). However,the
offending B flat D flat quavershave
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SCENE7
p.55 bar I -p.09 bat 17

erroneouslyfound their way into the 2nd
bassoonpart wherethey would of course
servelittle purpose.It is asif they have
mistakenlybeencopiedfrom a full score
which did not contain the deletion made
in a copy of the vocalscore.If this is the
caseit is proof that the full scoreof MLR
wasstill extant at the time of the ldyll's
composition.
p.51 bars l-9 MLR all contain additions
to Ravel'spiano scoreand are all dupli_
cated in correspondingbars of thelityll.
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CORRECTIONS:

SomescenesFrom"The paris years"
Revisited
by Margaret Batesand EugeneCronin
The Rue de la GrandeChaumiereis a quiet street;a bit time-forgotten.
It opens
off the lively Boulevardedu Montparnissejust past its intersection
with Boulevarde Raspail.The street is narrow and linid tuith trll rather
shabby houses.A
swaying sign marks the Academie Chaumiere (successor
to the Academie
Colorosi), ild together with two small shops selling artists'
materials, books
and prints proclaims.thestreetasbeingin the artists'quarter.
There is a marble-cladnew bank on the cornerof the street you
as
turn from the
Pl"t:: Montparnasse,and on the opposite corner a typical parisian
flower shop
which spills over onto the pavemenfwith p_otplants una p.m,
making a garden
on the street. Flower stalls are still onr oi the lovely free
attractioni of paris.
Next to it, and facingonto the squareis a glass-fronted
cafe;obviourt/ tt , haunt
of studentsand the young.
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We walked down to number 8 and were rewardedwith the discoveryof a timeweatheredname board: "Maison Gauguin". The door of the housestood ajar
and inside was a dark stone-flaggedhall leading acrossto a door which opened
onto a courtyard. The only feature which struck a discordant note was a rack
of modern lockers for the residents' post and parcels. Number 8 is still an
apartmenthouse.
No conciergeappeared,so we went down the stonestepsinto the yard. Herewas
a tiny greengarden enclosedby high walls, quiet and private, and so evocative
of the past. Ivy and creepersflourished. A fig tree grew and ata1.J,
acaciahad
struggledup towards the artists' studios on the top floor and the light which
they all needed. Some rebuilding was going on in the basementrooms and a
courteousgentlemanin blue overallsand beret came to point out the studios
which had belongedto Gauguinand Modigliani.
We explainedthat our interestwas in a composerfriend of Gauguin's,but alas,
he had never heard of Delius! Our guide insisted on taking me to the top floor
so that I could photographthe studiosand we climbed the slippery black wooden
staircaseup five flights. A window was opened with some difficulty and gave
a splendidview of rooftops and chimneypots suchasone'simaginationconjured
up from songs and stories of Paris. My euide seemed to think I was more
interested in Modigliani's studio and urged me to point the camera in that
direction. On the way down it was noticeable that nothing inside the house
showed signsof changeor modernization,including the presenceof a loo on
eachlanding.
MadameCharlotte'scr6meriewas more difficult to identify, but what had been
a shop front was boarded up and above it was a fading signdenoting an electrician's business.Further down on the same side and facing number 8 the old
houseshad given way to a new hotel with a North African decor, so perhaps
the streetis threatenedby redevelopment.
The nearby Luxembourg Gardens where Delius and his friends must often
have walked and talked were quiet in October.The rows of pleachedchestnut
treeswere turning golden and the ground under them was strewnwith conkers.
French children do not seem to play with them - at least we never saw any
beingpicked up.
The Rue Cambon is by contrast a busy thoroughfare in the fashionablequarter
much frequentedby tourists.Here are the couture housesand shopsofferingin
expensiveelegancethe most exclusiveclothesand their accessories.
At the far
end, if you can tear your eyes away from the shop windows and the traffic,
are glimpsesof trees in the gardensof the Tuileries.Number 43 where Uncle
Theodor had his apartmentsis still a substantialand elegant mansion,now
the headquartersof a banking organisation.There is a benevolentJookingbust
in bas-reliefover the front entrancewhich seemedappropriateat least to the
former residentin whom we were interested.Facingit acrossthe streetis the
Ritz Hotel.
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The environs of both the Placede I'Opera and the Folies-Bergdre
are unchanged.
The usherettesand waitressesin the Folies were a disappointment dressedin
trouser suits,when one was somehowexpectingthe girl in the bustleof Mante's
picture. But the rosg-sellerat the door of the theatre lent a nostalgic air, and
her beautiful face withits enduringyet wistful expressionepitomisedMontmartre.
ks Halles,like Covent Garden market, has moved out to the suburbs,and the
City street cries are no longer heard in the early morning, but Paris of the
tone-poemstill lives for those willing to exercisea little imagination.
For us there is no hesitation. We shall return for further exploration in Paris
and Grez.

Composer'sChoice.
A Plano Recital by Robert Threlfall
On 25th October last Midlands Branch chairman Dick Kitching threw open his
new WestonUnderwoodhome, near Derby, to membersand friends assembled
for the opening meeting of the 1980/l seasonwhich was launchedin a most
auspiciousmanner by a piano recital given by Robert Threlfall entitled 'Composer'sChoice- piano musicby composersof whom Deliusmight haveapproved'.
As Robert explained, although Frederick was a composerwho had little enough
time to indulge in listening to the music of other composers,it is possibleto
draw from the various books on his life a number of reported commentswhich
indicate a liking for the music of certain composersas againstthose he did not,
such as Beethoven,Mozart and Haydn. (As an asideit is worth noting that in his
formative Leipzig days a string quartet met at his lodgingseachSundaymorning
with Frederick at the piano and the music of the above mentioned was played
on which he at the time commented,'It is indeedvery enjoyable.'Clearlyhis
musical development took him on to new tastesin later life as he stated once
to Eric Fenby, 'You needn't ask me to listen to the music of the Immortals.
I can't abide'em. I finishedwith them long ago!')
The opening item of the recital was Rachmaninov'sarrangementof J S Bach's
heludio in E which Robert played with great fluency and feeling. The next
five pieces came from the pen of Grieg, with whom as we know Delius had a
long friendship. On the Mountains recalled Frederick's own feelings for the
mountains and open spaces,echoing his own piecesPaa Vidderne (On the
heights), The Song of the High HiUs and parts of A Mass of Life. This was
followed by two Slatter, numbers 5 and 3 dating from 1903, about which
Grieg had said his aim had been to 'raise these folk tunes to an artistic level
through what may be calledconventionalharmonisation'.Robert quoted from
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Lionel Carley's book Delius - the Pais yeors, recalling an occasion at the
Molards when, with Grieg present and whilst discussingmusic, Maurice Ravel
went over to his host's piano and beganto play one of Grieg'sNorwegianDances.
'Grieg listenedwith a smile,but then beganto showsignsof impatience,suddenly
getting up and saying sharply, "No, young man, not like that at all. Much more
rhythm. It's a folk dance,a peasantdance.You should seethe peasantsat home,
with the fiddler stamping in time with the music. Play it again!" And while
Ravel played, the little man jumped up and skipped about the room to the
astonishmentof the company.'
The two final Grieg pieceswerc Folksong, frfth of the 'Lyric Pieces'Book One,
dating from 1867, and Summer Evening from Book Ten, a title reminiscentof
Delius's own piece of the sirmename. Maurice Ravel was the next composerto
be featured as Robert reminded us of Delius's expressedliking for Daphnis and
Chloe. On a later occasionto the one relatedabove,when both Delius and Ravel
were present,the question was raised as to which influencesFrench music was
especiallyindebted. The view was expressedthat it was Rameau,Couperin,and
Lully, etc., but Delius felt rather differently: 'Nonsense!Modern French music
is simply Grieg plus the third act of Tristanl to which Ravel replied,'That is
true. We are always unjust to Grieg.' The two RavelpieceswereA la manidrede
Borodin composed in the summer of l9l3 and the Minuel from the Sonatina
datingfrom 1905.
We then heard Delius'slrmelin Prelude which, as Robert explained,was not the
prelude to the opera of that name but a short composition for small orchestra
incorporating four fragmentsof themes from the opera, dictated to Eric Fenby
in 1931,and re-arranged
referred
by him for piano.Jelka,in her correspondence,
to Delius frequently being heard in the music-roomat Grezplaying fragmentsof
an early opera of which he was clearly very fond, this being lrmelin. Chopin
featured next in the recital with the PolonoiseNo 1 and the famousBarcarolle,
both brilliantly performed, drawing a full-bodied fluency of tone from the
Kitching Bechstein.
After a brief pause'as required by the musicians'union', Robert launchedinto
the secondhalf of his programmewith an exciting virtuoso performanceof two
Albeniz pieces:El Albaicin from the lberia set of 1906-9and the famous Tango
in the Godowskyarrangement,prefacingthe playingwith the commentthat Fenby
records a definite Delius preferencefor the music of the Spaniards- Albeniz,
Granadosand de Falla against that of the Russians,Borodin, Mussorgskyand
Rimsky-Korsakov.Robert remarkedthat Albeniz composedpiecesof gradually
increasingdifficulty until forced to give up playing himself after which he produced pieces of great technical difficulty. On being admonished over this,
Albenizhad remarked,'Nonsense- all that is requiredis a little practice!'
The music of Enrique Granadoswas featured next with a performanceof his
well-known Danza Triste, followed by the Rachmaninov arrangementof the
Minuet from Bizet's Z Arlesienne suite. Delius is recorded as remarking that
Bizet rvasthe greatestof the French composersand would apparentlylisten in
on the radio to his works - and occasionallyto a Strausswaltz which, as Robert
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observed,somehow made Frederick seemmuch more human. At this point he
introduced a Tausig arrangementof Strauss'sElection Day to which he addeda
'beginning' and an'end'culled
from a singlepieceof manuscriptwhich had been
shown to Robert while in America by the librarian of the Library of Congress.
Clearly in Liszt's hand, although untitled Robert identified it as being for this
piece 'perhaps becauseLiszt thought Tausig's introduction too long or too
sudden'.
The programmeended for the benefit of Wagnerdevoteeswith Siegmund'sLove
Song arrangedby Tausig and Valhallo anangedby Brassin, reminding us of the
influence on Delius of the works of this maestro which he was able to hear at
the Leipzig Opera whilst a student at the Conservatoriumthere. After a vote of
thanks from our host, Dick Kitching, the assembledcompany gave Robert a
warn round of applausefollowing which all repaired to partake of the usual
copious quantities of wine and an excellent buffet supper generouslyprovided
by Dick and Wyn. We are indeed fortunate in being able to hear a performance
by such a distinguishedDelian as Robert 'so far North' as our London friends
call it. (As a geographicalpostscript,Derby is in the East Midlands.)
On Thursday October 30th Robert Threlfall repeated the programme at the
Holbom Library for the benefit of London members. On this occasion the
instrument was a Steinway grand, before an audienceof about forty. Interval
refreshmentswere kindly provided by EstellePalmleyand Anne Pinder.
Brian Radford.

Noisesoff
by John White
No-one could have been more delightedat the appearanceof the recordingof
The Mogic Fountain than I and amongstthe sympatheticreviewsI would single
out that by 'MM' in the August 'Gramophone'.Whilst agreeingwith nearly everything he has to say I cannot join him (and other commentators) in admiring
the 'natural soundsof sea,of shore,or of tropical forest graduallyfadedout as
the musictakesover'.
Just as one piece of music - or extract * can mean different things to different
people,so natural soundswill also arousememoriesand associations
which will
be unique to the individual and their use can be objectionableboth because
they have not been specifiedby the composerand becausethey may be misleadingor evenunwelcometo the listener.To take an examplefrom the beginning of the opera: the gentle sound of the water slappingagainstthe hull of the
becalmedship revivedin my mind the bubbling noise made by the chemical
apparatus in the Alec Guinnessfilm The Man in the White Suif. Nothing inappropriatehappenedin the storm, later in Act l, but here I have a different
objection. I was lucky enoughto be presentat the radio recordingsessionand
so heard nothing but the music on that occasion,the soundeffectshavingbeen
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added later. Musical storms tend to be rather disappointingaffairs (I except the
storm n Tapiola) but this was not: it sounded thrilling and certainly not in
need of a little help from Mother Nature. There is, in any case,a fundamental
misunderstandinghere: music does not emulate natural sounds, it provides a
'simile', in its own language,which will produce in the mind of the listener a
reactionequivalentto that producedby the original.The effect of the opening
of Act I of The Valkyrieis psychological;
we do not reachout for our umbrellas.
To return to The Magic Fountain there is the further objection that the natural
storm very nearly eclipsesthe musical one so that more than just the ship is
destroyed.
Mattersimprove as Solanois washedup on the beachand, mercifully, there are
no seagullsadded to the sound of the surf, otherwise one could imagine not
Watawa, but Roy Plomley, emerging from the jungle with eight records and a
bound copy of the 'CompleteVoyagesof ChristopherColumbus'.And from
here onwards all is well until Watawaand Solanoset out for the magic fountain
in Act III. Not that I object to the enchantingsoundsof theseparticularbirds
(his own 'OiseauxExotiques',on the
who would, no doubt, delight M. Messiaen
other hand, occasionallysound to me as though they had alightedon a pieceof
barbed wire, or were in the act of digestinga particularly muscularworm).
Delius'sorchestrahas its bird soundstoo, and it is a pity, once again,to superimposethe literal on the poetic.
Finally, we reach the fountain, and it was a considerablerelief to me to hear,
on the recording,soundstruly suggestive
of a fountain. When I heardthe radio
broadcast,the sound was that of a high velocity hose-pipeso that one could
imagine an alternativeending: the chorus of spirits replacedby a chorus of
firemen (the parts transcribeddown an octave,of course)and the loversdying
in a final conflagration.(The fact that this has nothing to do with the story
would not deter some of our producers.)The opera ends,not with a bang but
a gurgle.
The addition of natural soundsto music has endlesspossibilities.It would be
an added fillip, in the interestsof authenticity,to relay the sounds'live' from
outside the concert hall. Who could resistJardinssouslapluieaidedby a genuine
downpour in St. James'sPark, or Les Jeux d'eaux d la Villa d'Este combined
with lesjeux d'eauxa TrafalgarSquare?
Absolute realism might imposeinsuperableproblems,however.A perfornance
of Strauss'Don Quixote with real sheepwould require the presenceof sheepdogs and the shepherdto prevent them from becoming entangledwith the
orchestra,and the hosingdown of the concert platform after the performance
would be an additional expense.The conductor, however, might find them
lessdifficult to organisethan his players.
As long as sounds can be aurally disentangledfrom music there is no great
harm done, it has to be admitted.But what of Mr. X, the celebrated
contemporary composer:how would we know wherethe noiseendedand the musicbegan?
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(Diana McVeagh, reviewing TheMagic Fountain in the first issueof Performance,
is of a similar opinion. To her the fountain's flow in the last act 'soundslike
nothing so much as the automatic flush of a gent's loo'! She asks, 'Isn't it
insulting to Delius's skill and the listeners'imaginationsto imposeeffects at all?
If the operais worth playing,then why not trust it.'- Ed.)

ForthcomingEvents
February lst Darmstadt
First night of a new production of ,4 VillageRomet and Juliet with fourteen
performancesplanned until April. No advancedetailsof soloistsor conductor.
February5th at 8 p.m.and lSth at 2 p.m. Zurich
Last two performancesthis seasonof the current production of A VillageRomeo
and Juliet conducted by Sir CharlesMackerras.Details of previousperformances
listed in October Journal. Further performancesannouncedfor next season.
February 24th at 7 p.m. British Music Information Centre,l,ondon
'The new Delius recordings'- Delius Society talk given by Lyndon Jenkins.
February 27th at 7.30 p.m. Town Hall, Huddersfield
Vernon Handley conductsthe BBC Northern Symphony Orchestrain a concert
of British music: Howell's Concertofor stringorchestra,Delius'sCello Concerto
(soloist Julian Lloyd Webber),and Walton's First Symphony.
March 2nd at7 .45 p.m. QEH, London
Three of Delius's early part-songs(RT IV/V3, 5 & 6) sungby the ILEA Cockpit
Youth Choir, conductor Peter Collis, in the English versionby Lionel Carley.
March lOth at 6.15 p.m. WaterlooRoom, RFH, London
Sir CharlesMackerras(conductor of the Zurich VillageRomeo) talking to our
Vice PresidentFelix Aprahamianabout his life and career,with recordedmusical
examples.Tickets f,2.
March 25th at 7 p.m. BMIC, London
'GeraldFinzi and his contemporaries'- Delius Society talk givenby Dr Michael
Salmonto mark the twenty-fifth anniversaryof Finzi'sdeath.
March 28th at 8 p.m. 'Ravensdale',WestonUnderwood, Derby
A MidlandsBranch meetingat which Barrie Iliffe (Head of Music at the British
Council and former managerof the New PhilharmoniaOrchestra)will talk on
Delius'sEventyr, a lecture which he has alreadydeliveredto London members.
March 30th - April 3rd BBC Radio Three
Deliusis 'This Week'sComposer'.
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April 4th at 8 p.m. St Albans Cathedral
Delius's Sea Drift (soloist Stephen Varcoe) and The llalk to the ParadiseGarden
with Britten's Sping Symphony. The St Albans Bach Choir and the Hatfield
Philharmonic Orchestra are conducted by Stephen Darlington. Admission by
programme;f.4, 93, f2, !,1.
April l lth at 7.45 p.m. Civic Hall, Guildford
Vernon Handley conducts the Guildford Philharmonic Orehestra in Delius's
Violin Concerto (soloist Hugh Bean), and works by Ravel and Rachmaninov.
April 28th at 7 p.m. BMIC, London
'A Postcard
from Spain - o look at Symbolism and Impressionism in Debussy' a DeliusSocietytalk givenby Derek Cox.
May 2nd Derby
A Midlands Branch meeting at which Lyndon Jenkins will repeat his London
talk on recentDeliusrecordings.Venueto be arranged.
May 3rd Philadelphia,USA
Delius Society Philadelphia Branch AGM and Dinner, with an all-Finzi commemorativeconcert.
May lOth RFH, London
Norman del Mar conducts Delius's Parts. Confirmation and further details not
availableat present.
May 24th at7 .30 p.m. RFH, London
Delius's First Cuckoo and Summer Night on the River. Sir CharlesGroves
conductsthe RPO, with works by Elgar and Tchaikovsky.
June 6th at 3 p.m. Mary Ward House,5 TavistockPlace,London
Delius Society AGM. The Annual Dinner will be held at the Bloomsbury Centre
Hotel, Coram Street, RussellSquare.Further detailswill be circulatedwith the
next issueof the Journal.
Readersare referredto the OctoberJournalfor notice of other concertscontaining works by Delius on March 24th, April 5th and April 22nd. Membersmay
also like to make a note of proposedSociety talks in London at the BMIC on
September15, October 2l and November26 when the possiblesubjectswill be
E J Moeran,Griegand A E Housman.The BMIC is at 10 StratfordPlace(01499
8567), opposite Bond Street UndergroundStation. Further details of Society
activitiesmay be obtainedfrom the ProgrammeSecretary- Derek Cox, Highfield, DeanlandRoad,Balcombe,SussexRHl7 6LX(0444-83294).
The three Delius Society volumestotalling 21 78 rpm recordswith Sir Thomas
Beechamconducting the London Philharmonic Orchestraare being offered for
sale (the LP transfersare in SHB32). Anyone interestedin purchasingthe
originalsshould contact Bob Briggs,37 ColvestoneCrescent,Dalston, London
E8.

