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A Performer’s Viewpoint
by
Tasmin Little

Tasmin Little was born in 1965 and started learning the violin at the age of
seven. She studied for ten years at the Yehudi Menuhin School, and in 1982
won Third Prize in the string finals of the BBC Young Musician of the Year
competition during which she played Delius’s Third Sonata. In 1984 she
performed the Delius Violin Concerto four times with three different
conductors, one of whom, Kurt Masur, invited her to introduce the work to
Leipzig with the Gewandhaus Orchestra. Last year she gave the UK
première of the Korngold Concerto and played the Delius Concerto to great
acclaim at the Bradford De/ius Festival. In July she was awarded the Gold
Medal of the Guildhall School of Music and Drama.
Delius wrote his Violin Concerto in 1916, and it was given its first performance by
Albert Sammons at a Philharmonic concert conducted by a young and promising
Adrian Boult in January 1919. Since then it has never looked forward. Indeed, in
my opinion it has suffered unjustified neglect, scorned by some critics and
spurned by performers in general. This is a sad outcome of Sammons’ wonderful
performance (which still exists on record), and the invaluable work he did in
editing the Concerto; but the fact remains that this beautiful and original creation
is rarely performed and is not in the repertoire of most violinists. The December
1985 Gramophone Classical Catalogue lists 21 recordings of the Mendelssohn E
minor Concerto, 19 of the Beethoven, 16 of the Tchaikovsky, 15 of the Bruch G
Minor and 14 of the Brahms. Amongst the British violin concertos, the recordings
of the WaIton number six, the Britten three, and the Delius but one, that of Sir
Yehudi Menuhin, who prepared both the Concerto itself and the Double
Concerto for recording, with the. acknowledged help of Dr Eric Fenby, in two
days – a truly remarkable achievement. The late Ralph Holmes recorded it just
before he died, but, at the time of writing, I have not heard his recording.
As far as I know, a performer’s views on both the Concerto and the fact that it
is persistently under-rated – if not denigrated – by fellow artists and critics alike,
have never been sought. By October 1986 I shall have performed the work six
times, and each time I have played it I have found the performance deeply
rewarding, both as a player, and from the audience response.
The paradox of the Concerto’s reputation, and my own experience of it in
performance, is the subject of this paper.
Delius’s Violin Concerto is certainly unusual. It is written in one continuous
movement which can be divided into sections – some authorities say five, others
say three – but these sections are played without any form of break in the
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conventional sense. There is no brilliant cadenza for the soloist to display his
virtuosity, and no bravura finale designed to elicit rapturous applause from an
audience. Perhaps these factors alone are enough to deter any soloist for whom
technical brilliance and flashy display are essential, from attempting the piece.
Difficulty there is, especially in the so-called ‘Scherzo’ section, but not ofthe sort
that sets the listener gasping with admiration. Rather than forcing itself upon the
listener, the Concerto makes its presence felt, lingers awhile, and gently leaves.
Many soloists seem to be baffled by the work. This is possibly because they are
at a loss in shaping the Concerto. Its romanticism is not of the conventional kind;
there is no classical conception and presentation as with Brahms, and no blatant,
burning intensity as with Tchaikovsky. The music feels ‘modern’, but then it’s too
slushy to be really modern, and regarding form, well ..... what form?! Into
which particular pigeon-hole is the poor soloist to put the work? The approach
then seems to fall between two extremes: if you must play the thing, either play it
as fast as possible, and get it over with quickly – the audience is only waiting for
Beethoven's Fifth anyway; or, play it as one continual slow movement, squeezing
every glob of syrup from each lush phrase. In both cases, the work becomes
completely unintelligible, either devoid of the romance it possesses, or simply a
monumental bore. From my seat in the audience, I have actually heard the
remark, ‘Quick, more Delius! I’m still awake... !’ No wonder soloists avoid the
piece.
Critical appraisal, too, has been notably scathing and dismissive. Until Deryck
Cooke’s masterly analysis was published in The Musical Times in 1962, readers
were usually faced with a mixture of rejection and disdain. Peter Heyworth, critic
of The Observer (who once referred to ‘Sibelius’s miserable little concerto’!)
wrote, also in 1962, ‘In fact ... the intellectual content of Delius’s music is
perilously thin’ and referred to Delius ‘lapsing into rhapsody’. Deryck Cooke
countered by referring to ‘the never-ending stream of uninformed opinion,
masquerading as authoritative judgement, which constitutes so much musical
criticism and even more musical journalism’. He proved his point by analysing the
Violin Concerto in detail, severely trounced Peter Heyworth and his ilk, and
established a new, high standard of Delian musical analysis at a stroke.
In 1916, when the Concerto was composed, examples of how to write an
‘acceptable’ instrumental concerto were manifold. All the great concertos of the
classical and romantic eras were available to Delius as models, and his revered
and dear friend Edvard Grieg had pointed the way. Why then did Delius ignore
the well-worn path and musical convention when writing his concerto for violin
and orchestra? The answer is that he had already tried it when he wrote his Piano
Concerto, found the form wanting, and refused to repeat his mistake. In order to
see how this came about, it is necessary to trace Delius’s musical development;
identify his musical language and what he was trying to convey through it; and
show how, in order to serve his purpose, a new form of concerto had to be created.
A résumée of Delius’s life will be helpful here. In his wonderful book, ‘Delius
as I knew him’ (Faber Paperback 1981, p.169), Eric Fenby writes, ‘Delius was a
very fortunate man in most respects. It was always his good luck to meet precisely
the very people he needed at the crucial stages of his career’; this fact is echoed
by Christopher Palmer in Chapter 1 of his book, ‘Delius: Portrait of a
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Cosmopolitan’. If this concept is enlarged, it is possible to sectionalise Delius’s life
under the headings of the names of those people whose influence upon him was
paramount, without implying that any such influence was welcomed by Delius at
the time. This method has the advantages of instant identification, of chronology,
and of enabling one to evaluate the effect on Delius of whatever happened to him
instantly, and also cumulatively. Using this method of categorisation, with
people's names as headings, Delius's life consists of:1. Julius Delius, the composer's father, during the years from 1862 (when
Delius was born) to 1884.
2. Thomas Ward, from 1884 to 1886.
3. Grieg, from 1886 to 1897.
4. Jelka Rosen, from 1897 to 1928.
5. Eric Fenby, from 1928 until 1934 when Delius died.
Of these five sections, I am concerned primarily with the first three, during
which time Delius’s musical personality was being forged. After then, he knew
what he wanted to say, and was evolving his own way of saying it.
Julius Delius: The Prime Influence from 1862 to 1884

At first thought, the idea of Julius as a prime influence upon the composer
might seem perverse; but it must be remembered that influence in its effects is like
magnetism – it can not only attract, it can also repel. Julius, his household
(including its location), his intentions and his manner of trying to bring them
about, all were a curious mixture of both. Julius and his wife Elise were German
immigrants who had settled in Bradford to build a prosperous woollen business,
and they brought with them a Teutonic thoroughness and a Prussian discipline
which they applied to family and business alike. Delius’s baptismal name was
Fritz, and Fritz he remained until he assumed the name of Frederick at the age of
forty. He was the fourth of fourteen children, two of whom did not survive
infancy. Julius's plan was simple: to create a thriving family woollen business,
controlled by himself and managed, through him, by his sons, who would succeed
him. The business would bring wealth, repute, status and social position, through
the triple virtues of discipline, hard work and business acumen.
To give him his due, Fritz tried for four years (1880-84) to fit into the woollen
business and fulfil his father’s ambitions for him. But the need to escape, not only
from the demands of commerce but also from Julius’s household, were ingrained
early. Julius had unwittingly sown the seeds of his plan’s destruction in making
available to his son spiritual refuges, from both the hated family business and the
household, into which Fritz could withdraw, and which were to sustain him
throughout the rest of his life. The first and most important of these refuges was
music.
Fritz was being groomed for social as well as business status, and social status,
then as now, demands social graces; this meant culture, and a vital part of German
culture is music. Julius loved music, but only for pleasure, not in any way as a
business. He fostered it both inside and outside his home at 1-3 Claremont.
Musical soirées were frequent. Musicians visiting Bradford to give concerts, some
at the Bradford subscription series which Julius himself helped to found and
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which still survives, played at the Delius home. Among them were such notables
as Joachim and Piatti. So music became a part of Fritz's life from a very early age.
His aptitude must have been remarkable. He taught himself to play the piano
as a small boy, and such were his powers of improvisation, that he would be
'shown off' to guests as an after-dinner novelty, dressed in a little velvet suit,
revelling in instant composition at the key-board. He could not have been more
than five years old, for at the age of six, such was his musical prowess that he was
given violin lessons from a Mr Bauerkeller of the Hallé Orchestra, no less, (good,
solid German connections, these!) and then a Mr Haddock of Leeds.
Delius must have loved the violin. He persisted with it surely from choice. He
must have taken it with him to Chemnitz on a business trip for the Delius firm, as
late as 1882, at the age of 20, for he sought out Hans Sitt for violin lessons. And
again in Danville, Virginia, in October 1885, he advertised in the local paper as a
teacher of violin and piano, so, yet again, he must have taken his violin across the
Atlantic.
He must also have been a creditable performer. In Filey in 1879, aged 17, he
performed Raff’s Cavatina and one of the Grieg Sonatas; and by 1886 he was
proficient enough to get his fingers round the last movement of the Mendelssohn
E minor Concerto, and impress the Leipzig-trained Professor Rueckert, himself
a violinist, who entrusted his own daughters’ musical studies to the young
‘Professor’. It is also worth noting that, through performance, Delius had close
early contact with Grieg’s music, the love of which never left him; and although
in later life he was to vilify much of Mendelssohn’s music, Beecham says in
Chapter 3 of his biography that Frederick retained a‘particular regard’ for the E
minor Concerto. I think this was because he loved the violin, and had performed
the work not only well, but in pleasant and romantic surroundings.
To return to the subject of music and its role in Delius’s early life: I find it
strongly indicative not only that the boy taught himself to play the piano, but that
his special aptitude should be for improvisation. That he should not only wish, but
be able, to teach himself, shows incredible determination for a five year old. This
must have entailed sitting at the keyboard for hours, remembering what he had
seen other players do, working out what notes to play, and the fingering, so that
what he was doing produced the right sound. No degeneration into discordant
thumping-on-a-toy for this child, but patience, perseverence and persistence,
under the discipline of what must have been an incredible ear. Eric Fenby, at the
end of Appendix I of ‘Delius as I knew him’, quotes the painter Matthew Smith
recalling what Cezanne said of Monet,‘He is nothing but an eye, yet what an eye’.
And adds,‘I am often tempted to think of Delius as “nothing but an ear, yet what
an ear”’ . And it was there at the age of five! But that this should all manifest itself
in improvisation is filled with enormous implications. Delius himself recalled: ‘As
a child I had only heard the music of Handel, Bach, Haydn, Mozart and
Beethoven’, but it is his improvisation that is remembered in accounts of his
youth, not any attempt to imitate or reproduce the works of the Great Masters.
Improvisation is an act of instant composition, and this must mean that, at the age
of five or even less, Delius was instinctively disregarding the ‘Great Composers’
in favour of what he himself could create – just as he was to do in 1916 when
composing the Violin Concerto. And improvisation at the keyboard was to
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become a vital part of his creative process, a means of generating inspiration,
clarifying ideas, and 'working' material as a prelude to the final commitment of
composition.
Under the large umbrella of Delius’s youthful musical experience were
moments when particular pieces of music hit him with an enormous impact which
he never forgot, and elements of which became absorbed into his own musicality.
The first of these came in 1872 when he was ten, and Chopin’s E Minor Waltz
(Op. Posth.) completely ‘bowled him over’. Delius said later that it seemed as if
an entirely new world had opened to him, and that after hearing it twice he could
play it from memory. The second instance came three years later when he heard
the whole of Wagner’s Lohengrin at Covent Garden, having been thrilled by the
Ride of the Valkyries played by the Hallé Orchestra earlier, to whet his appetite
for Wagner. Again he was deeply moved, and his heart was lost to music from
then on. For two years from 1878-80, while being educated at Isleworth, he went
to as many concerts and operas as he could, listening, absorbing, but also
rejecting, for Delius knew what he liked. In 1880 he joined the family business,
loathed it and spent frequent bouts working off his frustration by lengthy and
vigorous improvisation at the piano. By the time he was 22, all pretence of a
career in the woollen trade was over, and Delius was planning his escape and a life
devoted to music.
Again to this end, Julius had unwittingly helped his son. Escape was in Fritz’s
nature – whether it was inward, into music, or reading ‘penny-dreadfuls’ about
Dick Turpin or Sweeney Todd, or acting out romantic stories with his brother
Max – or outward, by communing with nature, or actually running away from
home. The last two factors were early indications of the quintessential Delian
personality, and require a little amplification.
‘Gettingaway from it all’ applied to the Delius household of his youth, as it did
to the family business of his early manhood. Both were anathema to Fritz.
However, respite was available, for Julius had chosen to live in a house which was,
according to Delius’s recollection, ‘out of town and on the edge of the moors’, and
the Yorkshire moors evoked a response to nature within him that was total. His
sister Clare notes in her book how the boy would repeatedly stop on walks to
study the plants and their colours, or become absorbed in the sounds of naturea bird’s song or a brook’s murmur – and be left behind. (This idiosyncrasy was
still present in 1909 – see E.J.C.’s letter, Delius Society Journal No.88, p.22.)
Nature became linked very early on with emotion and with music and was a great
solace to him. So it was natural that when he ran away from home with his younger
brother Max, he chose to escape over the moors. Delius was eight, and Max only
six, yet they covered the thirteen miles to Ilkley on a diet of sweets before being
found and sent home. A pattern of escape was formed and cemented under the
heading of ‘Education’ when Julius sent both Fritz and Max to the International
College at Isleworth, with London and all its music readily available, and
Bradford and the Delius home two hundred miles away. And when Fritz declared
his wish to make a career in music, and received his father’s implacable opposition
in return, luck and Fritz’s innate cunning allowed the pattern to be repeated five
times within the space of three years. The aims were constant: to get away from
Bradford, and to indulge the twin passions of music and the contemplation of
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nature. This demanded travel, so Delius, on behalf of the family business,
assumed the mantle of a glorified‘commercial traveller’.
By the time Delius was compelled into the family business in 1880, he was
eighteen, had developed into a young man of considerable charm, and, with his
incredible 'ear', proved adept at learning languages. It was suggested to lulius
that these qualities should serve the family business and that Fritz should be a
representative, first at home and then abroad. He made five such trips, and each
time the pattern was repeated: great success socially, dismal failure in business
(with one exception), absconding to the music – or nature – trail, to be finally
hauled back to Bradford and, in time, charm another trip out of lulius. These trips
gave him his escape and also added to his spiritual storehouse so momentously,
that within four years he could make his first attempt at total independence. They
may be summarised like this: first, he went to Stroud, where he charmed
everyone, stayed at the home of the local firm’s owner, used his unspent hotel
allowance to make trips to London for more music and opera, and walked
throughout the Gloucestershire countryside revelling in its softer beauty.
Secondly, he was sent to Chemnitz in Saxony, where he sought out Hans Sitt for
violin lessons, went off to the music centres of Leipzig, Dresden and Berlin
(where he heard his first Mastersingers), ingratiated himself with everyone yet
again, but did so little wool-trading that he was recalled by telegram to Bradford.
Thirdly, he was despatched to Norrkoping in Sweden where, possibly to buy time,
he generated enough initial orders for the firm to justify his staying on. That done,
he promptly took himself off to the sophistication of Stockholm and to the scenic
grandeur of Sweden. But the place that moved him the most was Northern
Norway – the fjords and heights inspired much of his subsequent music and he
returned there continually. He also taught himself to speak and read Swedish and
Norwegian, before time ran out and he was recalled to Bradford to face another
reprimanding from lulius. His fourth trip was to St. Etienne in France, kept, on
Julius ’s orders, on a stringent allowance and under supervision, in an atmosphere
entirely devoted to commerce and wool. Fritz fled to Monte Carlo, hazarded
everything he had at the gambling tables, and, amazingly, won enough ‘to keep
him in comfort, concerts and violin lessons until the inevitable telegram caught up
with him’ (Jefferson, p.12). He returned to Bradford via Paris, where he made an
ally of his rich Uncle Theodore who listened to Fritz's problems, sympathised
with his plight and gave him reassurance. Either Julius was too stubborn to admit
defeat or Fritz had incredible powers of persuasion, for the fifth ‘business ’
excursion took Delius to Scandinavia to indulge once more what Beecham calls
‘his own secret affinity with high and lonely places’. He was also thoroughly
infected with incurable doses of Norse and Viking legend, folk music,
Scandinavian literature, and the spirit of freedom and restlessness born of the
revolutionary thought rife at the time. He even met Ibsen and Heiberg, saw their
plays, read avidly, and succumbed to the current attitude ‘the strongest man is he
who stands alone ’. He was twenty-one, ripe for rebellion, and under lulius's
influence knew exactly what he wanted to escape from, without quite knowing
what he wanted to escape to. Fortunately for Delius, the right man was about to
turn up at the right place.
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Thomas Ward in the years 1884-86

In 1884, Delius was 22 and had a multiple problem: how to escape from his father
and Bradford, continue his overall pursuit of music in congenial surroundings
(preferably abroad) while maintaining a high standard of living without having to
work for it! He needed a convincing pretext which would enable him to withdraw
from the world for a while, and sort out the conflicting musical, emotional,
philosophical and indeed sexual problems that were disturbing him; but he
needed subsidising while he did it, and at this stage, that meant Julius. In the
personal finance department, once again some sort of pattern emerges – an
extension of his situation during his trips abroad for the Delius firm when, except
for St Etienne, his very high standard of living was paid for. The pattern became
the finding of someone else to pay the bills while he got on with doing what he
needed to do. Later on it was to be his Uncle Theodore with money, and Jelka
with accommodation. His attempts to find a royal patron or have his own music
sponsored by committee (the Musical League of 1908) were to fail. For the
moment Julius was again to be manipulated. Delius's powers of persuasion must
have been phenomenal. He first found an ally in the young Charles Douglas, and
he and Delius each convinced their respective fathers that, although the family
business was inadequate for their talents, growing grapefruit and oranges on a
plantation in Florida would be just the thing, and vast profits would ensue. Julius,
very probably attracted by the thought of solving his problems with Fritz and
opening up another family business at the same time, paid up, and Delius and
Douglas set sail for Florida on 2nd March 1884.
Delius himself was later to say to Fenby ( ‘Delius as I knew him’ p.164): ‘I was
demoralized when I left Bradford for Florida. You can have no idea of the state
of my mind in those days’. Perhaps it may be summarised like this: Delius simply
did not know what to do with his life. He knew what he wasn't prepared to do, and
that was to devote himself to the woollen or any other commercial enterprise. He
wanted a life in music, but as what? A pianist? – he loved improvising, but had
no formal training and only his own self-taught technique which would surely be
inadequate. As a violinist? – certainly a consideration, but he needed more
lessons at conservatoire level which was clearly impossible. As a composer? – he
had written one song four years before, and had no formal training to help him
organise any musical ideas he may have had. Result? – a musical impasse! And
what of his relations with other people? He certainly seems at this stage to have
developed into an expert manipulator of whoever was around him, in order to get
his own way. He had acquired a charm and a relaxed, affable manner to which
people warmed. He also had a ready wit and a great sense of fun and humour –
qualities he was prepared to exploit if necessary. He was in the process of
rationalising his attitudes both towards himself and to the world, according to the
precepts laid out in ‘Also Sprach Zarathustra’ by Nietzsche, a book he had
discovered in Norway and devoured avidly, adapting its philosophy of the ‘All-ornothing Superman ’ to himself and his purposes, rejecting God and Christianity,
eschewing ‘weakness ’, espousing ‘strength ’, and despising the bulk of mankind as
a vulgar, insensitive mob, to be ‘used for one ’s greater purposes ’. But as yet he
had no greater purpose, and no focus for the sense of creativity growing within
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him just a huge awareness that he had something to say to the world through
music, but that he didn't know what or how. And these feelings were building up
an enormous pressure inside him, constantly stimulated by the wonder, beauty
and awesomeness of nature and landscape, coupled with his own growing
sexuality. He must have been in a really turbulent state. Yet within two years he
had determined what he wanted to do; and he spent the rest of his life doing it, and
organising other people to enable him to do it.
His first enormous stroke of good fortune happened in Jacksonville, where he
had gone to find a doctor to visit his partner Douglas who had malaria. The doctor
was out, and Delius went into a music shop to while away the time until his return.
His improvisations at the piano were heard by an organist and teacher, Thomas
Ward, who just happened to be passing. He responded to the unusual and striking
nature of the music Delius was creating, introduced himself, and was charmed by
the eager young Fritz into spending nearly six months at the orange plantation
Solana Grove, teaching Delius the strict disciplines of counterpoint and fugue.
They worked relentlessly, not only all day, but often half the night as well, and
Delius later said that Ward ’s lessons were the only ones that were of any use to
him. No wonder he revered Bach forever afterwards!
In addition to the practicality of Ward's instruction, the whole ambience of
Florida and Solana Grove permeated his being indelibly. A lush, romantic,
sensual and idyllic tropical location surrounded him, with a river and a riot of
colour. But above all, there was the overwhelming impact of a new music, in what
Christopher Palmer (op. cit. p.6) calls ‘the Delian Experience ’. Outside a tobacco
factory, or in a barber ’s shop in Jacksonville, but especially sitting on the porch of
his house overlooking the river, the sound of negro music, sung unaccompanied
in strange and wonderful harmonies, wafted across the water and burned its way
into his soul, overlaying the elements of Bach, Chopin, Grieg and Wagner that
were already there. In time, and with experience and total dedication, all the
influences would be fused into a music with its own individual sound.
Christopher Palmer deals at length with the ingredients of the negro musical
idiom that were so revelatory to Delius – the chromaticism, the spiritual/
‘barbershop’/earlyjazz/Dykes hymn harmonic mixture, the pentatonic scale and
‘Scotch snap’ commonality with Anglo-Celtic folk song, all of which were to
become a feature of Delius's musical style. He also lists Delius ’s kinship with
Gershwin and Duke Ellington, and shows how similar emotions evoked identical
harmonic musical portrayal in all three. The crux of the emotional depth of
Delius ’s music, however, though frequently referred to, has not been postulated,
as far as I know.
Most commentators agree that Delius had one great love in his life, and that this
love came to nothing, causing him great pain, anguish, and a recurrent yearning,
which is never far away from – and is often a prime feature of – his music. The
Idyll, dictated to Eric Fenby in 1930-32, using the words of Walt Whitman, is the
final, direct and most poignant expression of it. Just as it is important to identify
the moments of ‘musical impact ’ upon Delius, it seems valid to me to try to
determine just when this experience with its ‘emotional impact ’ occurred, why
Delius should conceal it when it was so important to him, and just who eventually
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knew about it. I think it was part ofthe ‘Florida experience’, and I take as the basis
of my reasoning Percy Grainger’s repeated assertion that Delius returned to
Florida in 1897 to try to find a vanished negro sweetheart who had borne his child.
Grainger says this in ‘The Personality of Frederick Delius’ published in the
Australian Musical News in 1934 (see ‘A Delius Companion’, Ed. Christopher
Redwood, p.122), and repeated it in a letter to Richard Muller as late as 1941 (see
‘Delius – A Life in Letters 1862-1908’ by Lionel Carley, p.112). Now assuming
this to be true, and I cannot think why Percy Grainger should repeat it if it were
not, it presupposes that the love affair occurred on Delius’s first visit to Florida
(1884-86), and my conjecture is that it happened from September - November
1884, after Ward had left and Delius was alone with his thoughts at Solana Grove
for three months, luxuriating in the natural beauty around him, the negro music,
and the growing conviction that he would speak to the world by composing. Those
three months were arguably the most important three months of his life, to which
all roads had led, and from which everything that followed was to grow; what
more natural to him, but that the love of his life should be a part of that totality,
and that, in view of his feelings and what he was experiencing, that the woman
should be a negress? This seems to me to be feasible. Every important fibre of his
being was in a state of constant stimulation, the source of his latest musical ‘soundburst’ was negro, and he was living in the middle of a plantation run for him by
negroes. He was independent, free of parental stricture, and able to respond to
his entire surroundings with complete freedom. With all the energy of a man of
22, who at last could see what he wanted to do with his life, and had just acquired
from Ward the means to do it, it would have been surprising if, amidst all his other
impulses, his sexual impulse had not been awakened and found an outlet among
the people to whom he had responded musically, with a feeling of total kinship.
Apart from which, there were only negresses around, and Delius probably felt
fully alive for the first time in his life.
Now if all this was so, several other factors would either be explained or would
fall into place. Firstly, it would confirm what we know of Delius’s later taste in
femininity, for we know from Halfdan Jebe’s letters that he appreciated Oriental
girls (Carley, op. cit. p.94), and that he shared Gauguin’s Javanese mistress,
Anna (Jefferson, Delius Society Journal No. 82, April 1984). But, secondly, he
would be faced with an enormous dilemma. To the world at large, and to his
family in particular, a black mistress would be totally unacceptable, and would
threaten his position in the society on which he knew he would be dependent for
both success and finance. There would therefore be a compelling need for total
secrecy; and this is what seems to have happened. It was only in later life when
these things were no longer important to him, that Delius is said to have revealed
the facts, and then possibly only to a few close friends. Thirdly, having fled to
Danville only a few months later in 1885, to start his life in music and once more
to escape parental pursuit, 'Professor' Delius acquired quite a reputation as a
‘ladies’ man’. Most commentators remark on this aspect of his personality for the
first time here, as if Delius’s sexuality had suddenly arrived. This would be so had
he reluctantly just left a mistress and had an emotional void to contend with.
Fourthly, according to Grainger, Delius returned to Florida, hoping to find his
mistress in 1897. This again would make sense. He had tried ‘la vie Bohemienne’
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in Paris and found it a hectic disappointment. He was 35 and ripe for feelings of
nostalgia, of the transitory nature of life, of the longing for past happiness and the
looking back with regret, that form so much of the ‘feel ’ of his music. But, more
crucially, he had finished Koanga his negro opera, and all his yearning would have
been at its most compelling. He also had a marvellous excuse – to sort out the
finances of Solana Grove.
Fifthly, the return to Florida enables several other candidates for Delius ’s
‘great love ’ to be rejected. Jelka herself must be one of these; indeed, it is
doubtful if their relationship was ever consummated; and at the time, as she
herself later wrote, Delius was leaving her, and ‘the terrible fear – a kind of
obsession – clutched at my heart that all would be over ’. Why should she feel this
if, as is generally supposed, Delius was simply returning to finalise business
matters at Solana Grove? The Princess of Cystria, Delius ’s Parisienne mistress,
was also being left behind; and the fact that she pursued him in disguise onto the
boat so that he shouldn ’t escape, to be packed off when he went to Solana Grove,
and taken up again on his return to Paris, seems to point to there being something
secret about Solana and what it held for Delius. At all events, according to
Grainger, ‘she (the Negress), thinking he might want to take the child away from
her, fled. So Delius couldn ’t find her. His trip was for naught, and he never heard
of what became of her and the child ’ (Grainger's letter to Richard Muller, 1941).
Now if this was true, the blow in 1897 would be enormous. To lose, not only the
love of your life, but also your unseen child, would indeed set in motion all the
conflicting, self-perpetuating emotions of sadness, reflection, loss, yearning,
romantic contemplation, set against a luxuriant background of nature, which
recur throughout Delius ’s music and, in my opinion, also in the Violin Concerto,
written some twenty years after the event.
The immediate reaction was that Delius, with news of a bequest from his late
Uncle Theodore, bought a painting by Gauguin early in 1898, on the strength of
money he had not yet received. It shows a nude negress, lying on a bed, with a
yellow cushion under her head. It is called ‘Nevermore ’, and Gauguin wrote to his

Nevermore (1897) by Paul Gauguin [Courtauld Institute Galleries]
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agent, regarding Delius ’s purchase, ‘Don ’t you think that this title “Nevermore”
is the reason for this purchase - perhaps?' Perhaps both Jelka and Gauguin were
the only ones to know.
I think that the picture came to embody and symbolise all that Delius had loved
and lost in his unnamed negress. It hung behind him, symbolically, while he
worked in his studio at Grez, and when he had to sell it in 1920, he had Jelka make
a copy to replace it, so it never really left him. If all this conjecture is, as I believe,
the way things happened, all the ingredients of Delius's music – deriving almost
exclusively from his feelings and responses to the most beautiful and the most
moving experiences of his life – were present when he left Florida in 1886 at the
age of 24. He required only time and security of a kind to transform his feelings
into music, and his purpose would be fulfilled.

Delius’s music room at Grez, with Jelka Delius's full-size copy of Nevermore just
visible on the left-hand wall [photo by courtesy of G. G. Hoare, given to him by
C.W. Orr]
From 1886 onward

Little needs to be said regarding the remaining periods of Delius ’s life for the
purposes of this paper. His constant problem was to find support, finance and
somewhere to work while he was writing and promoting his music, and friends as
well as everyone else were persuaded, charmed, coaxed or bullied to this end. In
the third period of his life, Grieg became a dear friend and remained so until his
death in 1907. His period of maximum influence was from 1886-97 when he used
his fame, charm and authority to persuade first Julius and then Theodore to
finance Delius while he studied at Leipzig, and then as he tried to establish
himself. Delius, in 1897, found Leipzig useless for his already established
purposes, attended few classes, and used the time to go to concerts and to start
composing. It is not surprising that the Florida Suite was his first serious
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endeavour and that it should have so much in common with Grieg. Their
friendship stimulated Delius's interest in Norway still further, and Grieg ’s own
music, plus his reading and comments on Delius ’s early songs, were of immense
help to Delius as he was evolving his own sense of harmony, style and form.
Jelka Rosen came into Delius's life in 1896. Their friendship developed
markedly after Jelka bought the house in Grez in 1897, and Delius, on his return
from the second visit to Florida, simply moved in. So began the fourth period in
his life, and after slowly getting rid of everyone else at Grez, he made it his home
until he died. Jelka became his total and selfless devotee, putting everything she
possessed at Delius's disposal. She also supported Eric Fenby to the hilt
throughout the final period of Delius's life as a means of enabling the last works
to be written. Delius was indeed fortunate in meeting the people who could help
him.
It is valid to note, parenthetically, the fact that Delius from 1886 onward seems
to have consciously protected himself from the music of composers whom he
considered would corrupt his musical purposes. Bach, Grieg, Chopin and Wagner
retained his unfailing loyalty – a letter to Jutta Bell in 1894 tallies two
performances of Parsifal he had seen, and one of Tannhiiuser in Bayreuth, plus
three each of Nibelungen, Tristan and Meistersinger in Munich. Some composers ’
music he appreciated in part (Ravel, Debussy, Bizet, Strauss), but the rest he
consigned en masse to the rubbish bin, including Beethoven, Mozart, Brahms,
Bruch, Liszt, Berlioz, Elgar, and with the exception of Verdi ’s Requiem,
anything ‘religious ’. All the Great Masters were rejected and, in his letters, wittily
despised. For companionship he sought writers and painters, not composers, as if
Delius, once he had the idea how his music would develop, intended to keep it
pure and unadulterated.
But if this is true, why should he choose the classical forms of Concerto and
Sonata at all? As with his theatre music, I believe Delius resorted to the ‘classical’
forms when he did in an attempt to make some money from his compositions. He
was broke, and this was a way of earning, so he struggled to write in the
conventional sonata-style way, couldn ’t, and then responded to the challenge of
writing concerti and sonatas by creating a new form, which would enable him to
speak with his own particular voice.
He loved the violin, and as early as 1892 wrote a conventional three-movement
Violin Sonata in B Major which he heard performed, but which was not published
until 1977. His next attempt at the conventional form was his extraction of a threemovement Piano Concerto from his one-movement Fantasy for Orchestra and
Pianoforte, both written in 1897 (see ‘Early Versions of Delius’s Piano Concerto’
by Robert Threlfall, in ‘A Delius Companion’, Ed. Redwood). This surely was to
make money, and to try to further the interest in his music shown by Hans Haym,
the conductor, and Julius Buths, the soloist; it was first performed in 1904. But
Delius realised that this concerto was a mistake artistically, did his best to retrieve
the piece with re-writes which returned to the one-movement form, and
threatened litigation if the soloist, Szanto, exceeded two performances of his own
’pianistic’ version. Delius ’s own comments at the time are illuminating, for his
attitude in the light of his experience never changed, and shows the spirit in which
his Violin Concerto was conceived. He wrote on 17 October 1908 to his publisher:
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‘My concerto is no piano showpiece with orchestral accompaniment, where the
orchestra plays a subordinate role, as Herr Szanto seems to have conceived it ’.
And to Szanto himself he writes: ‘The piece is NOT to become a piano showpiece
with a faint orchestral accompaniment as you seem to wish . . . the piece is
orchestra and piano . . . There are already enough superficial piano concertos
around without my enriching the world with yet another – and, as you know, I
would not take ONE step out of my way in order to achieve a popular success’.
Strong stuff! - and good advice to any soloist approaching a Delius Concerto,
namely, think in terms of the musical texture as a whole, and the teamwork with
the orchestra involved in achieving it.
It took Delius nearly ten years to extricate himself from his attempts to ‘go
commercial ’ and the repercussions of it. He had to put his Violin Sonata of 1905
aside (No 1 to be published and known as such), and did not complete it until
1914, but by then he had solved his problems of form and genre, and how to use
them for his own purposes. The Violin Concerto was to follow in 1916, and
Delius, far from repeating past mistakes, created his own form of concerto which
Beecham says ‘bears the stamp of genuine originality, in owning no resemblance
to anything of the sort written by anyone else either before or since’. It follows
then that the performer ’s approach should be equally original, and perhaps the
first thought should be, as it was with Delius, what to reject.
The first objective is to rid the mind of inessentials. It is useless, for instance,
while accepting their influence upon his writing, to look for aspects of Bach,
Grieg, Chopin or Wagner in the Violin Concerto. They are there, but they are
part of Delius's musical background, not his musical personality. Delius totally
worked through his influences, absorbed them, and made them his own. It would
be like looking for the brush strokes in a Gauguin painting.
Similarly, Deryck Cooke ’s analysis (‘Delius and Form: A Vindication’, in ‘A
Delius Companion ’, Ed. Redwood) shows, as he himself concludes, that 'the
whole material of the work, thematic and rhythmic, is evolved out of its initial
two-bar motto – with what entirely unrhapsodic, rigorously organic mastery I
believe to have demonstrated conclusively’ - and so he has. But while this
reveals what a disciplined composer Delius was, and suggests to critics like Peter
Heyworth that they would do better to confine their writings to what they know
about, it doesn’t help the violinist much – other than giving academic support to
what the performer feels. And here for certain is the crux – the feeling. I first
heard the Concerto when I was 13. Its appeal to my emotions and feelings was so
immediate that I wanted to know more. I got to know more by listening to
different performances on records and radio – Sammons, Pougnet, Gerle,
Holmes, Menuhin – all had something different to say. So I felt I ‘knew ’ the work
before I ever saw the music. When therefore I read Deryck Cooke ’s analysis, I
found that he had laid out for my examination precisely what I had already
sensed; the ‘shapes ’, the rhythms, the thematic cross-reference and the form
Delius had evolved had been communicated to me by the music itself. Cooke ’s 29
examples therefore seemed like the ingredients of a favourite recipe, where the
cooking instructions had been omitted, and gave no indication of the flavour or
the subtlety of the finished dish.
So, I stumbled on the way into this beautiful work by accident, and by getting

16

back to the composer himself – the nature mystic with his fond remembrance of
a lost love, but with an unsurpassed joy in the beautiful if transient things in life.
Delius himself said in a letter to C. W. Orr (‘A Delius Companion’, Ed.
Redwood, p.58), ‘Music is a way of expressing one ’s feelings; and one ought to
follow one ’s own inclinations entirely otherwise one will never attain to any
intensity of expression or emotion – the two essential things in music’. Eric
Fenby says in ‘Delius as I knew him’ that Delius, when talking approvingly of a
piece of music, always talked of ‘fine feeling ’, or ‘beautiful feeling’ and that, to
him, that meant vital harmony. He had to be moved, as he was in Solana when he
heard the negroes ’ unaccompanied singing, and, as then, ‘the power to stir, or be
stirred, was always measured by the harmonic intensity of the work ’. A prime
consideration, then, should be the realisation that the Violin Concerto is, like the
Piano Concerto, a work for orchestra and solo instrument, not for solo instrument
with orchestral accompaniment. Certainly the violin is often prominent, and
intended to be so, but the harmonic texture of the orchestra is equally important
at all times. When I first prepared the work, it was tremendously difficult
practising on my own, and little better with the piano. Take for instance the
notorious Allegretto ‘Scherzo ’, Fig. 32. This section cannot be fully realised or
even phrased with piano only. The scoring is so crucial, and the soloist must
respond to it. The orchestral colouring changes, from woodwind with pizzicato
strings to strings arco, then woodwind alone, then strings alone, and so on; and
this I met for the very first time at the rehearsal before the performance.
Fortunately, as I knew the work from hearing it so many times, I had been able
to imagine the orchestral part for rehearsal purposes. But it ’s still not the same as
‘being there ’. I still had to make last minute adjustments in both phrasing and
tonal colour to blend with the expert musicians around me. But then that is what
is so exciting about performingconcertos with orchestra – the spontaneity which
ignites when musicians, as a team, respond to the music they are performing.
I also found, however, that this ‘imagining ’ in rehearsal, led me into a wider
form of creative imagination which added further dimensions to the performance
of the concerto. The music is, to me, very evocative: places, scenes, pictures,
feelings and sometimes people I knew, had seen or had read about flowed into
mind. But I knew to avoid any attempt at ‘painting ’ musical pictures instinctively.
Delius ’s music in the Violin Concerto may be allusive, but it is not imitative, and
any conscious attempt to imitate, for instance, bird-song would be wrong. At the
same time, having musical pictures in mind, even while actually playing, seemed
to add a flavour to the feeling. It was not difficult, therefore, to build up a
vocabulary of feelings and images for the entire Concerto, for the music, as I have
said, is so evocative. But the knack lay in making the music a reaction to the
images, not any attempt to portray in music, the images themselves. In the Violin
Concerto, tautly constructed though it is, the seamless flow of sound is the musical
depiction of an emotional reaction.
Delius himself said, that the main thing is the ‘sense of flow’, and it doesn ’t
matter how you do it as long as you master it. Building this vocabulary of images
and feelings helped me to get that flow, as long as I kept a firm grip on the shape
of the piece, and did not allow it to degenerate into a sporadic outpouring of
unconnected feelings with nothing to bind them together; for the music has line
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and direction, which I held in the forefront of my mind in a kind of musical
'double-think'. Like the composer's construction, it had to be tightly controlled.
Then I could sustain the depth of the feeling - especially in the accompanied
cadenza. I also found that it helped me to solve problems of tempi: and that raises
the thorny problem of markings in a Delius score.
It has been said that the most valuable service that Beecham performed for
Delius was the editing of his scores, for Delius himself was notoriously lax. I take
issue with the viewpoint, however, that this was because it never occurred to
Delius that the music could be played any other way than the way he had imagined
it. Eric Fenby has said, regarding the Cello Concerto, that Barjansky's
performance, which Delius himself loved, was taken in places at about double the
tempo of Jacqueline Du Pre, but that he thought that Delius would have
approved, because to each player the performance was personal and 'worked'. I
take this to mean that the feeling was right; the content, though different in each
case, was apt in both. I can't imagine what the markings would have been ....
Surely the situation is simple. Delius didn't mark because he found it
impossible to do so. It would be like trying to identify the mathematics of beauty
-like saying, 'Slow up a bit here, faster there, linger on that phrase, and pause
over here: then it'll sound good'.
I am convinced that it is only possible to mark the score in the most general way.
The Violin Concerto was edited by Sammons to whom it is dedicated. Being the
first violinist to play it, he had all the problems to solve and, as with any creative
artist. he solved them in his own way. I read with great interest George Lloyd's
comments on page 18 of the Delius Society Journal No. 78, January 1983, and
regret that I could never hear Sammons' performance live, but only through the
recording which according to Mr Lloyd doesn't do it justice. I agree that the
Concerto is more difficult to play than it sounds to be, and assume that Sammons'
'dramatics' would be his way of 'keeping the piece moving' and emphasizing by
contrast the more reflective passages.
George Lloyd presents two paradoxes on which I would like to comment.
Firstly, why should Delius, with his intimate knowledge of violin playing, not
have 'a clue about writing for the fiddle'? I feel that the answer may be that Delius
would never allow his imaginative concepts to be limited by either his knowledge
of violin technique or by any difficulties in performing his music. After all, his
singers always complain that there is nowhere to breathe! But he did know what
it should sound like, as Beatrice Harrison and Philip Heseltine found when
working on the Double Concerto. He simply listened. (See Delius Society Journal
No. 87, p.7).
Secondly, if Sammons did indeed 'take that bit out of the Mendelssohn and
shove it in' - and I know the broken octaves to which this refers - I find the idea
quite delightful, for I feel Delius would welcome the reference to the work he had
performed, with the nostalgic remembrance of an old friend from the past, even
if, as Sammons suggested, he couldn't remember the old friend's name. And we
know of these unconscious 'backward tracings'. even from music he himself had
written, as Dr Fenby tells us in 'De/ius as I knew him' (p.121).
But Sammons is right. The Violin Concerto is not written easily for the
instrument. It is not 'violinistic'. It is awkward, not only from an intonation point
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of view, but also awkward to finger in a way which facilitates the Delian sense of
flow.
A case in point comes in the 3rd bar of Fig. 32, 3rd and 4th beats, which initially
I had fingered logically and ‘violinistically’, only to find that when I played the
section up to tempo, the fingering didn ’t work. The logical thing would be, to shift
in preparation for the octave and then stay, or move down the semi-tone on the
4th beat, with the B and D sharp, as follows:-

But, for me, this ruins the phrasing, which should support the underlying
crotchet/quaver rhythm. I therefore finger like this:-

It is bad, awkward fingering. It ’s only merit is that it ‘works ’ beautifully. I would
be most interested to see Sammons ’ own fingerings, which unfortunately are not
in print.
And again, some of Sammons ’ markings which are printed are not observed in
his recording. For example, in the 4th bar of 6, the first four semi-quavers are
marked, two slurred and two separate. Sammons ignores the slur, and plays all
four staccatissimo. Several instances like this lead me to believe that Sammons,
like Beecham, was an artist who constantly re-thought what was, after all, a living
interpretation – and that is as it should be.
In pointing out examples where my interpretation differs from Sammons'
markings, I intend no disparagement towards either Sammons ’ editing or his
wonderful performance on record, a performance which must have been both
electric and moving in the concert hall. The differences are not ‘improvements ’ on
or ‘better ’ than Sammons, simply different. For instance, I do not use all
Sammons ’ bowings; and his slides, which are of his time, sound ‘period ’ to my ear.
Various legato or tenuto line-markings do not work for me, as in the 1st bar before
3, where the lines marked on the separate quavers seem to me to impair the flow.
Also in the 4th bar of 10 I don ’t make a poco rall, which means I don ’t have to get
‘quicker ’ in the 5th bar of 10. But these are details which must be personal to each
individual performer.
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1 am convinced that the most important factors of a successful performance are
the overall concept and feeling of the work, together with the rapport between
conductor, soloist and orchestra – a kind of telepathy where everyone concerned
is aware of and responds to the feeling within the music. When all the components
become fused together in the totality of the piece, only then can the alchemy take
place and the magic of Delius's music be revealed. And you can ’t put all that into
printed markings. It ’s either there, or it isn ’t. And each performance changes,
sometimes with such subtlety and nuance that I for one wouldn ’t know how to
mark it.
1 have been very lucky. At the Yehudi Menuhin School, I was privileged to
meet Dr Eric Fenby on several occasions. His wealth of information on Delius,
the approach to playing his music, and the special help he freely gave to me on
performing the Third Violin Sonata, 1 will always cherish with a deep sense of
gratitude. And further, all my performances of the Violin Concerto have been
linked to a strong Delian tradition: the Royal Philharmonic Orchestra has the
historic background of the monolithic Sir Thomas Beecham, and the Royal
Liverpool Philharmonic Orchestra has been nurtured by Sir Charles Groves and
Norman Del Mar. Every time I have played the Concerto, each conductor has
brought to the performance not only consummate musicianship but his own
special strengths: Owain Arwel Hughes, his innate Welsh ’singing ’ quality; Sir
Yehudi Menuhin, his warmth, humanity and the expertise of having performed
the piece; Kurt Masur, a Germanic vigour and discipline, allied to a spirit of
adventure and discovery, for he was conducting the Concerto for the first time;
and Norman Del Mar, whose enormous experience in Delius ’s music is coupled
with a keen sense of the architecture of the Concerto and its inner ‘pulse’.(I first
met Mr Del Mar at a Delius Society Meeting in 1980, and asked for his tips on
playing the Violin Concerto. He simply said, ‘Don’t let it sag – keep it moving’.
We subsequently did!)
Each performance has had its own unique and rewarding quality - its own
special feel. But to play the Concerto at the Bradford Delius Festival in May 1985,
in the St. George’s Hall which Delius must have known, had its own magic for me.
And each time 1 have had the joy of playing it, my opinion vis-a-vis performing
violin concertos is affirmed. I would suggest to soloist colleagues that there is
another and more deeply satisfying audience response to a performance than that
which follows the traditional brilliant finale, pleasant though that may be. When
1 played the Delius Violin Concerto in Cardiff, the music faded away at the end
and there was a pause lasting, 1 was told, about ten seconds. When the applause
came, it was not tumultuous, but to my mind it was deep with the kind of feeling
1 felt the music had. In my solo call, the applause changed, and grew – and
afterwards people talked, not about my playing, but about how beautiful the
Concerto is, and they asked what else Delius had written.
1 don ’t get that after the Tchaikovsky .....

.
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PROGRESS ON THE
COLLECTED EDITION
by Robert ThrelfaIl

Sometimes it appears to be overlooked that the one thing of permanent value
bequeathed us by Frederick Delius, as by any other composer, is his musical
legacy. No disproportionate interest in his life and its sometimes colourful details
should therefore detract from the importance of establishing a definitive
Collected Edition of his entire musical output.
Included in the special memorial folder issued by the Delius Trust in 1984
(which was circulated at the time to all members of the Delius Society) was a
leaflet which outlined the background to this, the most important project for the
Trust still to carry out – the Collected Edition. This leaflet laid down the plan
proposed for all future issues and indicated which volumes had already then
appeared. All volumes are in full-score format, suitable principally for the use of
conductors and libraries; in many cases, however, study scores may also be made
available. Where possible the additional editing (by Sir Thomas Beecham or Dr.
Eric Fenby) and any necessary corrections have been entered on the original
plates by their publishers – an intricate enough job as it is; where this is
considered impracticable, the music has to be re-originated – an even slower and
more costly process, especially in view of the limited capacity for such work in the
trade as a whole. Fortunately I have been able to devote the necessary time to coordinating the work of the various publishers and sub-contractors involved; this
has meant ensuring that they receive correct and suitable ‘copy ’ and monitoring
progress at every stage, as well as the formidable task of personally checking
every detail of every page of their proofs, often several times, prior to the actual
printing and binding of the finished books. (My 50 years in the printing industry
is a useful background to all this.) An Editorial Report, which will appear
separately in due course, will give full details of the sources used, the problems
faced and the decisions taken during the production of each volume. Progress is
reported at appropriate intervals in a panel appearing in The Musical Times.
The following new volumes are now on sale from the stated publishers, to
whom all enquiries should be addressed:
Vot. 4. A Village Romeo and Juliet (edited by Sir Thomas Beecharn). The full
score and a large study score were published in 1985 by Boosey &
Hawkes Music Publishers Limited.
Vot. llb. The Song of the High Hills (edited by Sir Thomas Beecham). The full
score and a standard-size study score are due for publication by Universal
Edition about the time this Journal appears.
Vot. 28. Suite and Legende for Violin and Orchestra. The full score was published
in 1985 by Boosey & Hawkes.
Vo!. 30. Double Concerto and Violin Concerto (edited by Sir Thomas Beecham).
The full score was published in 1985 by Stainer & Bell Ltd.
Vo!. 32. String Quartet (edited by Eric Fenby). The full score and parts were
published in 1984 by Stainer & Bell.
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The following further volumes are in various st,ages of production:
Vol. 5. Margot la Rouge (edited by Eric Fenby). To be published by Boosey &
Hawkes.
Vol. 1O.A Mass of Life (edited by Sir Thomas Beecham). The full score and a
large study score will be published by Boosey & Hawkes.
Vol. Ha. Songs of Sunset (edited by Sir Thomas Beecham). The full score and a
standard-size study score will be published by Universal Edition.
Vol. 15a/b. Songs with Orchestra (edited by Eric Fenby). Full scores will be published by Stainer & Bell and Boosey & Hawkes,
Vol. 18a. Songs with Piano/l. To include the definitive publication of all hitherto
unpublished and uncollected songs; in hand with Stainer & Bell.
Vol. 26. North Country Sketches, Dance Rhapsody No. 2 and Eventyr (edited by
Sir Thomas Beecham). The full score will be published by Stainer & Bell,
probably late in 1986.
Vol. 29b. Cello Concerto and Caprice and Elegy (edited by Eric Fenby and Robert
Threlfall). The full score will be published by Boosey & Hawkes during
1986.
Vol. 31. Chamber Music. To be published by Boosey & Hawkes.
Other volumes are being planned to follow the completion of the above items.
It may be noted that a study score corresponding to the Beecham edition of
Brigg Fair (which was originally published in America in 1953) has recently been
issued by Boosey & Hawkes Inc. in the USA; this is now available in the UK from
Universal Edition. It is also hoped that a corrected study-score ofthe Florida suite
will appear during 1986.

'DELIUS IN DANVILLE'
A few copies of Mary Cahill's book, reviewed in Journal 90, are still available
from the Editor, £6.80 inclusive of postage .

CORRESPONDENCE
The Rt. Hon. Lord Boothby KBE, LLD (1900-1986)

From: Eric Fenby OBE, President, The Delius Society

The prestige of our Society has been sadly weakened by the death of our
distinguished Vice-President, Lord Boothby. He made no secret of his life-long
love of the music of Delius, likening it characteristically to an exquisite opiate in
sound which he found irresistible when conjured by his great friend Sir Thomas
Beecham.
We extend our deep sympathies to Lady Boothby.
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‘A VILLAGE ROMEO AND JULIET’
IN DÜSSELDORF
[This production was reviewed by Felix Aprahamian
in ]ournal 88, pp.14-16]
CAST LIST

Manz
Marti
Sali
Vrenchen
The Dark Fiddler
Two Peasants
Three Women
Gingerbread Woman
Wheel-of-Fortune Woman
Cheap Jewellery Woman
Showman
Merry-go-round Man
Shooting-gallery Man
Slim Girl
Wild Girl
Poor Horn-player
Hunchbacked Bass-fiddler
Three Bargees

Conductor
Designer
Producer

Anthony Baldwin
E Lee Davis
Zachos Terzakis
Ursula Reinhardt-Kiss
Wicus Slabbert
Gunther Korth
Elimar Koster
Maria Hermann
Ingrid von der Stein
Marianne Mann
Carolyn Weber
Keiko Yano
Margareta Orvelius
Helmut Pampuch
Alfons Holte
Frode Olsen
Marta Marquez
Hiroko Kashiwagi
Wilhelm Richter
Arwed Sandner
Toshimitsu Kimura
Wolfgang Rauch
Akeshi Wakamoto
Christian Thielemann
RuodiBarth
Bohumil Herlischka

Duetsche Oper-am Rhein, Düsseldorf 1985 October 18, 22 & 26; November 4 &
14; and 1986 January 6,13,17 & 28.
Christoph Zimmermann ’s review in the February 1986 Opera (pp. 159-60)
praised the conductor, who ‘was able to extract every naunce of bliss and sadness
from the score ’, and the principal soloists, who ‘sang movingly and acted
naturally ’ and ‘maintained those subtle naunces ’. ’But ’, the review continued,
‘the same could not be said of the production ’ with its ‘unbelievingly ugly sets …
The open-air scenes lacked any kind of atmosphere or magic’. And there was a
familiar ring in the complaint that ‘the boat in which the young lovers drifted
towards death was somewhat prosaically removed from the audience ’s gaze in fits
and starts by a trap-door machine ’.

DELIUS ON RECORD
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Violin Concerto, Suite for Violin and Orchestra, Legende. Ralph Holmes, Royal
Philharmonic Orchestra, Vernon Handley. Unicorn-Kanchana DKP9040 (LP,
Cassette and CD).
‘Delius Miniatures’: Summer Evening, Sleigh Ride, Intermezzo from ‘Fennimore
and Gerda’, On Hearing the First Cuckoo Spring, Summer Night on the River,
A Song before Sunrise, La Calinda, Irmelin Prelude, Intermezzo and Serenade
from ‘Hassan’, Air and Dance. Northern Sinfonia, Richard Hickox. HMV
EL270453 (LP and Cassette).
In the course of a thoughtful and perceptive article on another page Tasmin Little
lists the five recordings to date of Delius’s Violin Concerto, of which the late
Ralph Holmes's is the most recent. Not for the first time does one find a player
repeating the oft-heard ‘keep it moving: watch the sense of flow’ and I hope she
will bear this advice in mind as she essays the Concerto further. Holmes, in my
experience, sometimes did: he did at the Keele Festival with Norman Del Mar,
for instance; he doesn’t, unfortunately, on this, what might have been a definitive
recording.
The long slow heart of the Concerto is affected most, with such wide variations
of tempo as to negate any sense of flow: moreover the sudden quickenings (e.g.
at fig. 18) sound artificial. Menuhin, despite some ugly sounds, is vastly more
satisfying all through these lovely pages, and he and Meredith Davies are more of
a partnership. Elsewhere, there are moments when one feels Holmes would press
on, but he waits dutifully for the orchestra: such places are uncomfortably spotlit
when the basic pulse is too slow, as in the first movement. The early pieces on the
reverse side are intrinsically interesting, though I can imagine a performance of
the Legende which sounded less strenuous.
The sound of Hickox’s record, smooth and euphonious, is one of its chief
merits; the performances are often well turned, though I am constantly amazed
that a conductor who can instinctively find the perfect shape for the opening
phrase of A Song before Sunrise cannot equally instinctively decide that you don't
breeze into the First Cuckoo as if it were one of those Haydn Symphonies without
a slow introduction. The bigger-scored pieces, Sleigh Ride and Summer Evening,
bespeak too small an orchestra. Whatever merits, there is nothing here to
challenge Del Mar’s classic disc (now available from Chandos CBR1017), while
CD converts will want to know that Beecham’s performances are promised soon
on that medium.
Lyndon Jenkins
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FORTHCOMING EVENTS

12, 13 and 16 November at 7.30 p.m.

Friday 14 November at 7.30 p.m.

Free Trade Hall, Manchester
Town Hall, Dewsbury

Sir Charles Groves conducts the Hallé Orchestra in Delius's The First Cuckoo,
with works by Rossini and Mozart, and Rimsky-Korsakov's Scheherazade
(Manchester) or Beethoven's Symphony No.7 (Dewsbury).

Monday 24 November at 7 p.m.

BMIC, London

Delius Society talk: ‘James Farrar – a Delius lover ’ presented by Christopher
Palmer.

Saturday 29 November at 7.30 p.m.

Leytonstone, London

Concert of the Forest Choir, conductor Murray Stewart, with the Orchestra of
St James of London, including Holst ’s Fugal Overture, Delius ’s Violin Concerto
(soloist Manoug Parikian) and Finzi’s Intimations of Immortality, at St Margaret
and St Columba ’s Church, Woodhouse Road, Leytonstone, London Ell. This
concert is given with the support of the Delius Trust.

Wednesday 10 November at 7.30 p.m.

Royal Festival Hall, London

First performance of Delius ’s American Rhapsody, Appalachia (with the missing
page in the autograph full score reconstructed by Philip Jones). Royal
Philharmonic Society concert, also including Elgar ’s Violin Concerto (soloist
Nigel Kennedy) and Vaughan Williams’ Symphony No 9. Edward Downes
conducts the LPO.
1987

Wednesday 21 January at 7 p.m.

BMIC, London

Delius Society meeting: ‘Delius transcriptions and revisions’, a recital by Robert
Threlfall (piano).

Thursday 5 February at 1 p.m.

Central Library, Bradford

A lunch-time recital given by Clare McFarlane (violin) and Amanda Hurton
(piano), including Delius ’s Violin Sonata No.3.

Thursday 19 February at 7 p.m.

BMIC, London

Delius Society meeting: a recital by Michael Ponder (viola), including Lionel
Tertis ’s arrangements of Delius's Violin Sonatas Nos. 2 and 3 and the Serenade
from ‘Hassan’, and works by Bax, Bridge, Coates and Dale.
Further details of Delius Society events from Programme Secretary, Brian
Radford, 21 Cobthorne Drive, Allestree, Derby. (0332) 552019 (home) or (0332)
42442 ext. 3563 (work).

Pr
i
n
t
e
db
yL&TPr
e
s
sLt
d
Lu
t
o
n(
0
5
8
2
)4
1
1
8
8
1

