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EDITORIAL
Welcome to the Autumn edition of the Delius Society Journal. This edition,
my eleventh, marks five years since I took over the editorship from Paul
Chennell. Several of you have been kind enough to send me compliments
at various times over the years, but most of the credit should go to those
who contribute interesting, informative, scholarly and often amusing
articles – and the majority are Delius Society members. As I get to know
more of you, I am constantly reminded how much knowledge and passion
we have in this Society. Without you, I would have nothing to edit.
Despite our composer once again being left out by the Proms
programming team, he was well represented at the English Music Festival
in May, and I’m pleased to include a number of reviews of concerts, both in
Dorchester and elsewhere, including the very special performance in
Delius’s garden last month given by the cellist John Ehde (page 61). We
also have reviews of three new CD recordings, including Mark
Bebbington’s disc featuring the Delius and Grieg Piano Concertos (page 75).
A number of members attended a Society event in April, when Mark spoke
about the project, with illustrations at the piano (review page 87). And, of
course, we’ve had the Delius Prize, won by cello and piano duo Ye Jin Choi
and Kevin Kanisius Suherman (review page 92). I was lucky enough to hear
both their prize-winning performance and their recital at the recent AGM
and I believe they have a great future ahead of them. Let’s hope that they
take some Delius with them as their careers develop.
On a sadder note, we record the death of Roderick Swanston, longtime lecturer and music educator (obituary page 45) and the closure after
42 years of the Delius Society Philadelphia Branch (page 39) due to ageing
membership and a lack of volunteers to join the Committee. You will be
heartened to know that your current Committee, despite being reduced still
further in number by the retirement after 11 years of Paul Chennell, has no
intention of closing the Society and we are very grateful to John Graham
who has come forward to take over Paul’s Membership Secretary role.
However, we’re in a situation in which most Committee members have
more than one role, so we are always very happy to hear from any member
who may be able to help out.
Please keep your articles coming in – I would be particularly interested
to hear from any member who has never submitted an article for the
DSJ 164
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Journal. Articles of any length – long or very short – are welcome, whether
a scholarly essay, a short concert review, an amusing anecdote, or simply
your reflections on what Delius means to you. The copy deadline for DSJ
165, to be published in Spring 2019, is 1st February 2019. I look forward to
hearing from you!
Katharine Richman
journal@thedeliussociety.org.uk

Tel 07940 888508
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COMMITTEE NOTES
The Trustees’ Report and Financial Statements for the year ended 31st
March 2018 were presented and discussed at the AGM on 22nd September.
This document made particular mention of the approval by the Delius Trust
of an increase in the Society’s annual grant and of the Trust’s commitment
to funding a new website for the Trust and Society. These developments
have greatly eased the Committee’s concerns over the Society’s financial
viability and have in addition provided a measure of future-proofing.
Publication of a twice-yearly Journal, which remains the envy of many
single-composer Societies, has continued at reliable intervals, as has the
circulation of a Newsletter in the intervals between Journals, so that
members receive a mailing (electronic and/or hard copy) four times per
year. The Society continues to be active on social media, retaining a
flourishing Facebook, Twitter and YouTube community.
The Society meetings have continued to attract normal numbers of
members and friends, despite the introduction at the 2017 AGM of a
nominal charge for attendance. On 24th October 2017 Stephen Lloyd gave
a presentation, illustrated by many recorded musical examples, entitled ‘Sir
Malcolm Sargent on the 50th anniversary of his death’. This took place at
the Royal Overseas League and attracted a good audience. Violinist Midori
Komachi and pianist Simon Callaghan played for the Society at the
National Liberal Club on 28th February 2018, performing a programme of
works by Delius which included Midori’s own transcription of To be Sung
of a Summer Night on the Water. The occasion was also the launch of Midori’s
translation into Japanese of Eric Fenby’s Delius as I Knew Him, which she
discussed with BBC Radio 3 broadcaster Nick Luscombe, along with
insights into performing Delius’s music in Japan. It was a desperately cold
evening, and the icy pavements had remained untreated and treacherous,
but a good number of members and friends attended. The Society met
again at the National Liberal Club on 25th April for a talk and piano recital
by Mark Bebbington (see page 87). This also marked the launch of Mark’s
new recording of the Delius Piano Concerto with the Royal Philharmonic
Orchestra conducted by Jan Latham Koenig, a Somm disc which also
includes the Grieg A minor Concerto and the fragments that survive of his
projected second piano concerto (reviewed, page 75). Mark played the
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Three Preludes of Delius and was joined by Irene Loh for a performance of
Grainger’s transcription of On Hearing the First Cuckoo in Spring.
A most important event in the Society’s year is the annual Delius
Performance Prize, which took place on 11th May in the splendid new
Angela Burgess Recital Hall at the Royal Academy of Music (reviewed,
page 92). The Adjudicator was David Hill, who selected the cello and piano
duo of Ye Jin Choi and Kevin Suherman as winners of the first prize of
£1,000. The second prize of £500 went to Hannah Curtis (soprano) and Gus
Tredwell (piano).
Since the 2017 AGM the Committee has met four times, with almost
full attendance. There continues to be no overall Chairman, but a member
of the Committee is appointed to that role for each of its meetings. The
duration of these Committee meetings varies between two and three hours.
Roger Buckley
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SOME REFLECTIONS ON DELIUS’S SONG
‘I-BRASIL’
Writer and lecturer, and regular contributor to this Journal, John France, discusses
Celtic influences on Delius’s music with particular reference to the song, I-Brasil.
There’s sorrow on the wind, my grief,
there’s sorrow on the wind,
Old and grey! Old and grey!
I hear it whispering, calling,
where the last stars touch the sea,
Where the cloud creeps down the hill,
and the leaf shakes on the tree,
There’s sorrow on the wind
and it’s calling low to me
"Come away! Come away! Come away!”
There’s sorrow in the world, O Wind,
there’s sorrow in my heart
Night and day! Night and day!
So why should I not listen
to the song you sing to me?
The hill cloud falls away in rain,
the leaf whirls from the tree,
And peace may live in I-Brasil
where the last stars touch the sea,
Far away, far away.
Introduction
Frederick Delius is regarded as having several cultural and intellectual
influences. These include the philosophy of Friedrich Nietzsche, the
literature of Scandinavia, especially Henrik Ibsen and Jens Peter Jakobsen,
and the French impressionist school of painting including the works of
Claude Monet, Alfred Sisley, Paul Gauguin, and Paul Cézanne. It is rarely
suggested that there was an impact on Delius’s music from the ‘Celtic
Revival’, largely, but not exclusively promulgated by W.B. Yeats.
This is not the forum to provide a detailed examination of this ‘Celtic’
influence on Frederick Delius’s work. Yet, in a key paragraph from a letter
DSJ 164
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to Peter Warlock, in reply to a despatch that appears to be missing, Delius
wrote:
‘What you say about the Celtic element in my music is perfectly true. I
have a latent streak somewhere deep down in my being which flames up
every now and again – Probably atavistic from my Northern forebears ...’

Delius concludes by saying that
‘I know nothing whatever of Hebridean music & I believe never to have
heard any.’ (14th October 1921)

The short song I-Brasil (the I is pronounced as ‘ee’) is a near-perfect
example of Delius’s craft as a song-writer. The song has been described as
a Hebridean melody supported by a ‘Strathspey’ accompaniment. This
might be a generalisation, but it is a good starting point. It demonstrates
that the composer did indeed have some Celtic sensibilities, towards both
literature and music, despite his declaration above.
There are several variant spellings of this poem/song in the literature
including Hy-Brasil, Hy-Brazil, and Hy-Brezel. I have used I-Brasil
throughout this essay, except when quoted by another author. A study of
the several recordings of this song demands a separate essay. Finally, I have
generally referred to ‘Peter Warlock’, rather than his given-name of Philip
Heseltine. All letters quoted are from Barry Smith’s Frederick Delius and
Peter Warlock: A Friendship Revealed (2000).
The Text
Scottish litterateur Maurice Lindsay (1977, p343) is correct in noting that
William Sharp (1855-1905) practised prose and poetry ‘as escapism of a
[mild] variety.’ It is the underlying characteristic of much that he wrote as
‘himself’ and as his pseudonym ‘Fiona Macleod’. Sharp, born on 12th
September 1855, was the son of a Paisley merchant. During his early years,
he spent much time in the Highlands of Scotland. He was educated at the
prestigious Glasgow Academy and later at Glasgow University. Originally
destined for a career in law, Sharp was sent to Australia to recuperate from
suspected tuberculosis and, after his return to London, he became involved
with the emerging Pre-Raphaelite movement. Around this time, he was
attracted to journalism, and was appointed art critic for the Glasgow Herald.
With the encouragement of Dante Gabriel Rossetti, Sharp began to write
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poetry and this resulted in The Human Inheritance (1882), Earth’s Voices
(1884) and Romantic Ballads and Poems of Phantasy (1888).
William Sharp indulged in much travel, visiting the United States and
many countries in Europe. It was during a visit to Rome in 1890-1 that he
began to formulate his artistic alter-ego ‘Fiona Macleod.’ This ‘lady’ had
‘visions’ of Celtic paganism and eventually wrote a considerable quantity
of ‘jewel-studded prose.’ Key texts in ‘her’ oeuvre were Pharais, A Romance
of the Isles (1894), The Mountain Lovers (1895), The Washer of the Ford (1896),
The Dominion of Dreams (1899) and Winged Destiny (1904). In 1908 Macleod
wrote the drama-poem called The Immortal Hour, which was made into an
opera (first performed in 1914) by the English composer Rutland Boughton
(1878-1960).
Readers who are familiar with Scottish literature will see a close
resemblance between ‘Fiona Macleod’ and the ‘Ossian’ corpus ‘discovered’
and ‘written down’ by James Macpherson (1736-96). McLeod’s poems and
novels were invested with Celtic Nostalgia and nature worship. Like
‘Ossian’, it is often difficult to differentiate between genuine Celtic
influence and the author’s interpretation as to what it ‘ought to have been.’
The effort that Sharp took to hide the identity of Fiona Macleod is one
of the enigmas of literature. He even created a ‘mock biography’ for Who’s
Who. It has been suggested that ‘she’ was more than a penname: Sharp was
trying to ‘resolve his vision’ of the ancient Celtic culture from ‘a feminine
viewpoint.’ (Royle, 1993). William Sharp died at Bronte, Sicily on 12th
December 1905.
Composers who have set texts by ‘Fiona Macleod’ include Granville
Bantock, Arnold Bax, John Foulds and Herbert Howells.
The poem I-Brasil was first published by W Heinemann in 1907 in From
the Hill of Dreams: threnodies and songs and later poems under the subheading
of The Hour of Beauty. The Hour of Beauty was separately published by
Thomas B Mosher of Portland, Maine, as a separate volume, also in 1907.
Interestingly, a short prose paragraph (but not the poem) by McLeod about
Hy-Brasil was included in the 1896 edition of From the Hill of Dreams.
Composition
Thomas Beecham (1959, p169) writes that in the years leading up to the First
World War, Delius composed several works ‘by way of relaxation from his
larger labours.’ This included several songs such as The Nightingale has a
DSJ 164
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Lyre of Gold (WE Henley), La Lune Blanche and Chanson d’Automne (Paul
Verlaine). There were a few works for choral societies including the wellknown On Craig Dhu to words by Arthur Symons. During these pre-war
days, Beecham states that Delius and his wife had ‘two or three years’ that
were ‘tranquil and undisturbed.’
There is little information on the composition process of I-Brasil. In a
letter (10th December 1911) to Delius, Peter Warlock wrote,
‘I have lately been reading, with great delight, a fantastic and rather
mysterious book by Fiona Macleod, about Scotland and the real Celtic
people … [which] deals with all sorts of superstitions in a most convincing
manner.’

Warlock continues: ‘…the words of Bax’s lovely ‘Celtic Song-Cycle’ [1904,
pub.1922] which I spoke to you about …’ were drawn from this volume.
Warlock believes that Macleod’s ‘beautiful’ words would ‘inspire any
musician with fine thoughts.’
By reply, Delius asked Warlock
‘Please give me the name of the book of Fiona Macleod as I should like to
get it…’ (13th December 1911).

Warlock replied that Delius could purchase The Dominion of Dreams and
Under the Dark Star
‘…at Galignani’s Library, Paris 224 Rue de Rivoli, where I got my copy of
it.’ (15th December 1911).

Remarkably, Galignani’s Library is still open and trading at the same
premises.
During September/early October 1912, Delius must have requested
some titles of other Celtic books. Warlock responded with his list: The
Dublin Book of Irish Verse, Poems (two volumes) by WB Yeats and the above
mentioned The Dominion of Dreams by Fiona Macleod. (4th October 1912)
In the days approaching Christmas of that year, Warlock wrote
‘I am sending you a copy of Fiona Macleod’s poems, with best wishes for
Christmas …’ (18th December 1912).

This was most likely From the Hill of Dreams in its 1907 edition. It arrived at
Grez-Sur-Loing on Boxing Day, prompting a thankyou note from Delius:
‘I am looking forward with great pleasure to reading them …’
(26th December 1912).
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In a letter to Peter Warlock written on 11th January 1913 from Grez-surLoing, Delius explained that
‘I have already written a song to words by Fiona MaCcleod, [sic] I-Brasil
– I think it is good …’

In a very long epistle (17th February 1913) to Delius, Warlock expounded
his thoughts about the poet’s milieu. He began by saying, ‘I am longing to
hear your Fiona Macleod song.’ Then, ‘I love those poems intensely.’
Warlock wonders whether ‘The Immortal Hour would make rather a good
music-drama?’ It is interesting to speculate as to whether he knew that
Rutland Boughton was working on this project, which received its premiere
on 26th August 1914.
In 1912 Delius completed one of his most enduring works: the
ubiquitous On Hearing the First Cuckoo in Spring, for small orchestra. The
Song of the High Hills for chorus and orchestra was finished, as well as the
revision of the rarely-heard Lebenstanz, (Life’s Dance) symphonic poem for
large orchestra. Important works commenced around the time of I-Brasil
included the North Country Sketches (1913/14) and the Requiem (1913-16) for
soprano and baritone, double chorus and orchestra.
Symbolic References and Meaning
The myth of I-Brasil is related to the High King of the World, Breasal, and
his descendants who dwelt in the far west beyond the shores of Ireland.
The legend developed over the years and this kingdom sometimes became
confused with Atlantis. I-Brasil was said to be visible for one day in every
seven years, often in a different location. Fact and fiction meet in various
claims by geographers to have identified the land. A certain Angelino
Dalorto (c.1325) understood that it was located off the southwest coast of
Eire. Other travellers believed that when they reached South America they
had discovered this legendary land – hence the name of Brazil. This would
appear to be false, as that country was originally named Ilha de Vera Cruz
(Island of the True Cross) and later Terra de Santa Cruz (Land of the Holy
Cross). It was only later that it received its current name, relating to the
plant Brazilwood. Nearer to home, some alleged that I-Brasil was the island
of Inishbofin which lies seven miles off the Galway coast.
Some commentators have suggested that the ruler of I-Brasil was
Niamh of the Golden Hair, Mannanan Mac Lir or some other fairy
potentate.
DSJ 164
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W B Yeats in his Celtic Twilight (1893/1902, pp.155-6) wrote:
‘Some few seasons ago a fisherman saw, far on the horizon, renowned Hy
Brazel, where he who touches shall find no more labour or care, nor cynic
laughter, but shall go walking about under shadiest boscage, and enjoy
the conversation of Cuchullin and his heroes. A vision of Hy Brazel
forebodes national troubles.’

I-Brasil has become confused with other legendary sites, not only Atlantis,
but also Tír na nÓg, the land of youth, and Mag Mell, the plain of delights.
In other Celtic mythologies, there are some correspondences with the Greek
Hesperides.
In his previously quoted letter from Didbrook Vicarage, Winchcombe,
Gloucestershire, Peter Warlock gives a valuable exposition of the
mythology of I-Brasil:
‘[It]…refers to a very romantic legend which always appeals to me very
strongly – concerning the lost continent of Atlantis, supposed to lie
submerged with all its buildings and towns, beneath the ocean off the
West coast of Ireland. It was regarded by imaginative Irish poets as a
Paradise of the Blessed: and it is a remarkable, and well-authenticated fact
that sometimes, at sunset, a very curious phenomenon appears on the
horizon, off the West coast of Ireland – what it actually is, no one knows
– unless it be one of those ‘dreams that are realities’ as Fiona Macleod says
beautifully …: many people have sworn that they have seen what
appeared to be the shores of an island, with trees, hills, and houses, from
which smoke ascended. It is said also that men have actually sailed out
into the Atlantic in the hope of discovering this country, but have always
perished in the attempt…which seems to be symbolical of something or
another …’ (Warlock, 17th February 1913)

An interesting passage, written by William Sharp/Fiona Macleod provides
another good grounding for understanding the spirituality of I-Brasil:
‘But one to whom life appeals by a myriad [of] avenues, all alluring and
full of wonder and mystery, cannot always abide where the heart most
longs to be. It is well to remember that there are shadowy waters, even in
the cities, and that the Fount of Youth is discoverable in the dreariest
towns as well as in Hy Bràsil: a truth apt to be forgotten by those of us
who dwell with ever-wondering delight in that land of lost romance
which had its own day, as this epoch of a still stranger, if less obvious,
romance has its own passing hour.’ Fiona Macleod ‘The Rose upon the
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Rood of Time’: The Washer of the Ford: Legendary moralities and barbaric
tales, (1896, pp5-6)

It would be invidious to suppose that Delius had made a detailed
study of the legend of I-Brasil. Peter Warlock had investigated this in more
detail and had decided that the myth most likely represented a state of mind
rather than a place. Even here, I suspect, Warlock had a longing for the
legend to be true.
The Musical Setting
The original holograph is missing (Threlfall, 1977, p118), but there is a copy
written out by Delius’s wife Jelka, dated 1913. The words are given only in
English. Fiona MacLeod’s text of I-Brasil was translated into German by
Jelka and was pencilled on to the publisher’s proof copy.
The song was published in 1915, by Tischer & Jagenberg of Cologne.
It was No 3 of Fünf Gesänge (Five Songs) which were issued separately.
The Tischer & Jagenberg edition included both English and German
texts. Threlfall (op. cit.) states that the copyright was moved to Oxford
University Press in 1930. In 1969 it was published in A Book of Songs, Set 1.
(OUP). This was re-engraved and included only the English words. There
was an orchestral version of I-Brasil performed at the Central Hall, London
on 21st November 1946, and the recital programme states that it was
prepared by Delius himself. The composer had made ‘pencilled notes on
orchestration’ on the publisher’s proof sheets. They were subsequently
rubbed out but were ‘still discernible.’ The Supplementary Catalogue
(Threlfall, 1986, p167) explains that there is a fair copy written by Peter
Warlock, with notes on orchestration. There is an orchestral score in
Warlock’s hand with the parts written out by an unknown person (Threlfall,
1986, p65). There is no indication as to the date or venue of the first
performance.
I-Brasil is written in common metre (4/4), just as required in a
‘Strathspey’. The Encyclopaedia Britannica defines a ‘Strathspey’ as:
‘[a] slow Scottish dance for four or five couples, a variety of country
dance. Its music, in 4/4 time, is characterized by frequent use of the
‘Scotch snap’ … the dance apparently originated about 1700 in the valley
(Scottish ‘strath’) of the River Spey in Scotland. Strathspey was originally
synonymous with reel, but since the 18th century strathspey has referred
to a slower dance than the reel.’

DSJ 164
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Figure 1

The song is played ‘langsam’ [slow] throughout: there are no subsequent
tempo changes. The song is strophic, although the vocal line is varied
melodically to accommodate the flow of the words, especially in the
second-half of each verse.
The melody moves largely by step, although leaps of perfect fourths
and fifths are not uncommon. There are also a couple of upward jumps of
the octave (see Figure 3 for one example). The vocal range of the song is
from C to F’ making it ideal for tenor, baritone or mezzo-soprano.
The tonality is fluid despite opening in G minor. A significant feature
of I-Brasil is the chromaticism not only in the piano accompaniment, but
also in the vocal line. This means that the song never convincingly
modulates into another key before the conclusion of the first stanza,
although it does briefly drift into the relative minor, D. The same key
system is largely repeated in the second stanza with the final piano chord
in D major, including an added sixth (B natural).
The dynamic is typically between mezzo forte and mezzo-piano with a
few places where the singer is called to sing forte. One example of this,
rather strangely, falls in the phrase ‘the wind and its calling low to me’ in
the first verse. It would have been thought that this would have been sung
quietly. There is a magical moment at the end of this stanza where the
singer is called to make a diminuendo to pppp on the final ‘come away.’
The rhythmic features of the song are straightforward. The main point
of interest is Delius’s use of the ‘Scotch snap’ which is a characteristic of
‘Celtic’ folk music and Strathspeys. An example is in the opening two
words of the song, (Figure 1) both with two syllables, ‘There’s sorrow …’
16
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which has a short note followed by a long one in each case. On the other
hand, much of the vocal line is written with dotted rhythms where the stress
falls on the long note. In fact, it was not only a characteristic of Celtic song,
but was used in African-American music and appeared in works such as
Delius’s Appalachia and Koanga. It also featured in Delius’s ‘European’
compositions such as the Violin Concerto (1916/21) and the Cello Caprice
(1930).

Figure 2

One outstanding feature of this song is the sustained last few bars (Figure
2). The singer seems to pass into the distance as the song concludes and
their mind or soul is ‘far away’ over the seas towards I-Brasil. It is the final
perfect moment in a song that
‘can be magical with performers capable of sustaining the mood for the
length of time needed...’ (Pilkington, 1993, pp41-2)

The piano accompaniment is chromatic and unstable. As can be seen in
Figure 2, the basic chordal structure may appear to be simple, but Delius
makes use of several harmonic added notes, to create interest, atmosphere
and mystery. The balance between the ‘Scotch snap’ and the dotted notes
prevalent in the vocal melody are replicated in the piano part. However,
they are often reversed and do not always align. The accompaniment is
sustained with the pedal for the entire song.
Criticism
Peter Warlock, in his biography of Delius, submits that despite the
composer’s proclaimed atheism, he has given us
DSJ 164
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‘intimations of immortality on every fine page of his music.’

He advocates that:
‘...nowhere does he speak to the spiritual ear with more definite assurance
than in his perfect setting of that poem of Fiona Macleod called Hy-Brasil,
with its alluring, haunting cadence: ‘Come away, come away!’ Now HyBrasil is the name given in the old Celtic mythology to the Hesperides that
lay where the last stars touch the sea. But in the Celtic legends it was not
through the gates of death that these islands of the blessed were attained.
Rather did they stand as a symbol of that mystical victory of the soul over
the circumstances of mortality, when the consciousness transcends the
very conception of death and cries in laughing triumph, “Where is thy
sting?”‘ (Warlock, 1952, pp134-5)

In 1936 A K Holland presented a series of articles in Musical Opinion which
explored the entire corpus of Frederick Delius’s songs. They were later
collected and published in the Musical Pilgrim series in 1951. The
concluding section examined the ‘English Songs.’ After a brief overview of
I-Brasil’s legendary background he explains that the song
‘is built throughout on a figure (sometimes called the Scottish (sic) Snap).’

Holland felt that the impact of the ‘snap’ was
‘rendered more expressive still by the bitter-sweet harmonies that Delius
has wedded to it ...’

Like several commentators, he was impressed by the
‘sudden indefinable peace of the melting chords that accompany the
refrain “Come Away! Come Away!’’’

The general mood of this song, he thinks, is ‘melancholy and heartache’
which finally
‘finds release in the shimmering chords that accompany the final refrain.’
(Figure 2).

Holland feels that this is the ‘most affecting close in all Delius’s songs.’
(Musical Opinion, June 1937, p784)
A detailed analysis of I-Brasil is presented by Stephen Varcoe (2000,
pp129-30). He begins by noting the ‘fluid chromaticism’ of the song, despite
the apparent simplicity of the opening bars written ‘quite clearly in G
minor.’ Poetically, Varcoe states the song ‘wanders deliciously with the
18
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wind into strange realms …’ before settling on D minor. Romantically,
Varcoe suggests that this creates the impression that the
‘wind from the west seems to tell of the mythical golden land beyond the
sea, troubling the listener with longing thoughts.’

The singer needs to ‘convey the heaviness of this yearning’ which can be
achieved by using a ‘true legato.’ Varcoe believes that the Scotch snaps and
other dotted rhythms should sound ‘languid and sorrowful’ and not ‘sharp
and snappy.’ He encourages the accompanist to
’enjoy the weird chords under “Come away.”‘(Figure 3)

Figure 3

Trevor Hold (2002, pp80-2) declared that the song’s two refrains ‘Come
away! Come away!’ and ‘Far away, far away’ must be ‘memorably observed
and acknowledged.’ He feels that the ‘Scots lineage of the poem’ has been
appropriately provided with a ‘folk-like character.’ Despite this, he draws
attention to the ‘Delian’ ending of the song, with the vocal line
‘echoing the final refrain into the distance as I-Brasil is reached on that
hallmark Delian chord, the added sixth.’

For Hold, the song is a pendant to Arnold Bax’s tone poem The Garden of
Fand (1916).
Paul Guinery and Martin Lee-Browne (2014, p474) write that Delius
‘responded…well to the romantic Celtic-inspired poetry of Fiona
Macleod.’

Like several other critics, they considered that this is
‘one of his most haunting, if uncharacteristic songs.’
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The entire work presents a deep ‘feeling of intense melancholy.’
After a brief overview of the symbolism, they state that Delius
responds to the text with ‘great tenderness and sensitivity.’ Finally,
Guinery and Lee-Browne note that despite the ‘relatively straightforward’
vocal line, the chromatic harmonies presented in the piano accompaniment
are far removed from the ‘simplicity’ of folksong.
Conclusion
This song is successful for two prevailing reasons. Firstly, Delius has
created a piece of great atmosphere which conjures up the mythical, but
desirable, world of I-Brasil. This largely atypical song completes an
important triumvirate of English-written Celtic works majoring on the
Land of the Blessed, including the magically evocative sounds of Arnold
Bax’s above-mentioned The Garden of Fand for orchestra and his Moy Mell
for piano duet (1918).
Secondly, as A K Holland (op. cit.) has stated, the song is a
‘compound of simplicity and elusiveness in both words and music that
gives [it] its subtle power.’

Delius carefully balances the apparent effortlessness of the vocal line with
complex chromatic nuances of the piano accompaniment. This intangibility
is a characteristic of much of Frederick Delius’s music, both vocal and
orchestral, whether he is using Celtic traditions or any other sources of
inspiration.
John France
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A WARTIME MEMORY OF ERIC FENBY
Many readers will know that during WWII Eric Fenby served in the army,
initially in the Royal Artillery and later in the Royal Army Education Corps
at Bulford in Wiltshire. It was here that he conducted the Southern
Command Symphony Orchestra made up of musical military personnel.
The following is an extract from the recently-written memoirs of an
amateur cellist who came to England as a German refugee, joined the British
Army and played under Eric Fenby in that orchestra. The memoirs have
not been published but his family has kindly given permission for this
extract to be reproduced verbatim in the Journal as it might be of interest to
readers. The extract starts in 1942: the author had been playing in the
Pioneer Corps orchestra when the entire garrison was moved from its base
in Ilfracombe to Bulford Camp.
‘...Very soon after we arrived we were merged with the bigger Southern
Command Symphony Orchestra which was rehearsing in our area. It was
made up of musicians from different units based nearby, and was
conducted by Eric Fenby, who had been an assistant to the composer
Frederic (sic) Delius, and among musicians, was quite well known,
although at the time I had heard neither of him nor of Delius. He probably
had very little experience of conducting, and was not very effective ...
The leader of the cello section was William Pleeth, then a private in the
Royal Corps of Signals, who became very well known and taught both
Jacqueline du Pré and Anita Lasker-Wallfisch. I wrote to my parents in
some detail about our first concert with them:
“As some of the orchestra members have had to come here from some
distance, the poor conductor was able to rehearse with the full orchestra
only one day before the concert. Our programme was as follows:
Rosamunde overture (Schubert), two short pieces by a modern English
composer called Delius, Credo from Othello, the Factotum aria from The
Barber of Seville, sung by a well-known baritone, a Mozart symphony (C
major), the Schumann piano concerto, played by a well-known and very
good pianist, an overture by our conductor which was a parody of Rossini
and based on an English song (witty and well done), and the Romeo and
Juliet overture by Tchaikovsky. The concert took place in a large
gymnasium which unfortunately was not heated. We rehearsed there on
the day before the concert and the following morning. There were several
degrees of frost and all of us felt extremely cold, the wind players were
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unable to get their instruments warm, many were playing in coats and
some wind players with their gloves on. As the rehearsals lasted for
several hours, we all felt quite sick with cold afterwards. Astonishing that
people tolerated these conditions. During the concert the audience of
about 1000 people raised the temperature somewhat. All the same, the
pianist played her concerto wearing a coat! Considering the few and
insufficient rehearsals, it came off tolerably well. The wind players in
particular were excellent musicians and the concert itself was fun to play
– the rehearsals less so. The string sections were a little weak for the heavy
brass: seven desks of first violins, six desks of second violins, four and a
half desks of violas, three of cellos and three of basses.”
On one or two occasions we were conducted by a professional conductor
called Herbert Lodge who was called the ‘Musical Advisor Southern
Command’. In the Romeo & Juliet Overture there is one section with a
series of off-beat cymbal clashes, representing a sword fight, but none of
the soldiers on the orchestra could be trusted to get them right, so Herbert
Lodge played the cymbals out of sight (because he was not in uniform),
standing below the platform at the back. The piece also required a harp,
but as there was no harpist in uniform, we had to hire a professional. As
it was not considered a good idea to have a civilian playing in an army
orchestra she was asked to wear a uniform. Unfortunately she was on the
large size and the only uniform available was for someone much slimmer,
so she had to squeeze herself into that, complaining loudly that she was
most uncomfortable and had never had to play in such conditions.
By the time we gave a concert in Winchester on 24th June 1942, Eric Fenby
had been promoted to Warrant Officer 1st Class, the highest rank below
an officer, I suppose because the authorities considered that a large
orchestra like ours should not be conducted by a mere sergeant.’

Tony Summers
Shortly before his death a year ago, the author of the memoir quoted in this article
gave permission for his words to be used in the Journal on condition that he was
not named.
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ON TRANSCRIBING DELIUS’S THIRD VIOLIN
SONATA FOR CELLO
Lionel Handy’s recording of his transcription for cello of Delius’s Violin Sonata
No 3 is reviewed on page 73. Here, he gives some background to the creation of the
transcription.
The idea for this transcription came about in 2012 as I was preparing a
London concert to celebrate the 150th anniversary of Delius’s birth. I had
played the Cello Sonata, dating from 1916, many times but I was always
fascinated by those works for which Eric Fenby scribed for Delius at the end
of his life when he was blind and paralysed. Fenby was still teaching at the
Royal Academy when I was a student there in the Seventies and I vividly
remember his passion for this music.
Although I had played some of Delius’s smaller cello works, I was in
search of another sonata to complement the larger-scale works by Bax in the
programme. I looked at all the violin sonatas and eventually decided that
the lush autumnal qualities of the Third Sonata would work best in a cello
transcription. I knew of my namesake, Lionel Tertis, and his transcription
for viola, which I had studied. The challenge was keeping the clarity in the
cello part, without merely imitating the original violin part, and using the
lower range of the cello to give a new colour to Delius’s writing.
The opening of the Sonata worked very well two octaves lower than
the original violin part, but the end of this theme became too low, so I had
to adjust the melodic line in bar 11, from this:

to this:
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The second triplet theme was ideal just one octave below the violin part, as
there was plenty of scope for more variety in the cello version, with a
change in registers. Whilst the original violin score remained within a
range of a tenth:

the cello score could do this:

The third theme is marked sul g in the violin part, and I thought this
glorious theme would work well at the same pitch with the cello playing
‘sul a’. This was an idea taken from the Cesar Franck sonata, where in the
second movement the cello plays the same pitch as the violin, but with a
totally different colour.
The second movement marked allegro scherzando has a slightly sinister
dancing character, and much of the violin writing is high on the e string. I
didn’t think the lower range of the cello would be appropriate here, so I
only used the C string briefly in two passages. In this movement, with the
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repeating rhythmic figures, I changed the bowing articulations so that the
flow of the music wasn’t hampered by a ‘sameness’ of repeated patterns.
Of course, this is a personal idea open to many other possible alternatives,
but the changed bowings make a clear impact:

The middle section of this movement has the ‘Scotch snap’ theme that was
memorably depicted in Ken Russell’s film about Delius: Fenby was initially
totally nonplussed at how to notate the barking noises that Delius emitted,
but was eventually able to decipher them and unlock this beautiful melody!

The third movement starts with an open g on the violin, so I preserved
Delius’s intention by playing with an open g on the cello one octave below.
The con moto section has arguably more agitation than the violin original, as
the many big leaps require greater physical movements on the cello whilst
keeping all of Delius’s melodic lines audible and intact. In the passionate
climax I not only preserved the double stops that Delius had written, but
also added some more as Tertis had done in his 1933 version. The final ten
bars of the Sonata I decided to play very high ‘sul d’ at the violin pitch,
which I believe gives an appropriate nostalgic quality (see example on next
page).
I gave the premiere of my transcription with pianist Nigel Clayton in
November 2012 at The Warehouse, London, and have given several
performances in concerts since. I’m delighted to say that it has always been
very well received. A recent review in The Strad magazine said this
transcription works so well, it should be called the Delius Second Cello
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Sonata. Be this as it may, I hope that my recording of this piece on the Lyrita
label, and its forthcoming publication will open cellists’ eyes to this
remarkable late work of Delius, and our debt to his amanuensis Eric Fenby.
Lionel Handy
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DELIUS’S DANCE FOR HARPSICHORD AND
ITS RECORDINGS
This brief article began life as a short presentation at a Delius Society ‘Members’
Choices’ Meeting in January 2009, and was later informed and nourished by Paul
Guinery’s presentation at the ‘Delius in 2012: An International Celebration’
weekend held at the British Library in September 2012. Paul had actually recorded
the piece the previous year.
In the first ever edition of Music & Letters, dated January 1920, there
appeared an article by the English harpsichordist Violet Gordon
Woodhouse entitled Old Keyed Instruments and their Music.1 In the same
issue, appearing for the first time, was a new piece composed by Delius and
dedicated to Mrs Woodhouse, entitled Harpsichord piece, composed for Mrs
Gordon Woodhouse, 1919, and headed ‘With graceful dance movement,
rather quick’. It was published as Dance for Harpsichord by Universal
Edition two years later.

Photograph illustrating the 1920 Music & Letters article
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The first page of the Dance for Harpsichord, as it appeared in
Music & Letters, Vol 1 (1920)
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Having long considered this piece to be one of the least satisfactory of
Delius’s mature compositions – fascinatingly unsatisfactory, in fact – I
decided to look into the background of its composition and to listen to a
number of recordings.
Early in 1918 Delius found that the war had come uncomfortably close
and that as a result he was unable to concentrate properly on his work. He
decided to move to London until the war was over, thinking that he might
accept pupils for composition and orchestration. However, his health
deteriorated and on his doctor’s advice he spent the summer in Biarritz.
When the Deliuses returned to Grez in August they found their home in
disarray following its occupation by French soldiers. They decided to move
on to London, staying first in Sir Henry Wood’s house in St John’s Wood
and then in an apartment at 44 Belsize Park Gardens. There they remained
until October 1919, just over a year later.
During their time in London the Deliuses kept themselves busy.
Delius even started a new concert series. However, he soon tired of London
society, where he found, as he wrote in a letter to Henry Clews, ‘an utter
indifference to things artistic’.2 He did however make one exception, for his
letter continues as follows:
‘a really artistic salon – Mrs. Woodhouse – a real artist – who plays the
Harpsichord most beautifully & plays us all the lovely English music of
the 15th and 16th centuries – also Bach & Scarlatti.’

At about the same time Jelka was writing to Marie Clews as follows:
‘I do not know whether you ever met Mrs. Gordon Woodhouse, such a
charming little woman, with enormous “style” who plays so beautifully
on the harpsichord? We go there rather often, she has a charming milieu.
Poets, musical people – les jeunes y vont. She is not young, and not got
up “young”; but just dressed and to her fingertips in harmony with her
delicate, dainty old instruments and her whole person.’3

Delius had in fact met Mrs Woodhouse 20 years earlier in London and had
written to Jelka that he found her very musical, charming and
unpretentious.4 This was therefore a renewal of an old acquaintance.
The piece that Delius wrote for Mrs Woodhouse, Dance for Harpsichord,
was for him a return to writing for solo keyboard after a gap of two decades.
Perhaps he had always intended to write it, for he had known Mrs
Woodhouse for a similar length of time and Robert Threlfall, in the
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44, Belsize Park Gardens, with the English Heritage plaque that records
the stay of Delius in 1918-195
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introduction to Volume 33 of the Collected Edition, where the work appears,
indicates that the melody probably dates from an earlier period.
It was soon recognised that the piece, though resembling a gavotte and
having some antique features such as mordents and appoggiaturas, was
anything but an idiomatic work for harpsichord and it was generally agreed
that it worked better on the piano. The earliest recording is in fact on that
instrument and was made by Evlyn Howard-Jones in 1929. It is a record
that was probably in Delius’s own collection. Nearly ninety years later it
sounds rather ethereal and there is some distortion, but the playing is fine
and it is well worth hearing.
I believe that the first recording of the Dance on the instrument for
which it was written was made by Ralph Kirkpatrick in 1961. Kirkpatrick,
a celebrated harpsichordist and the pupil (and rival) of the even more
celebrated Wanda Landowska,6 demonstrates a complete lack of sympathy
with the piece. The performance is loud and insensitive, discouraging
further hearings. In this context it is interesting to refer to a passage from
Jessica Douglas-Home’s biography of Violet Gordon Woodhouse:
‘One night Delius came to dinner with Violet and announced that he had
brought with him a harpsichord piece written specially for her. Had his
character been different, one might have thought he had composed it out
of a sense of black humour, or perhaps a desire to tease Violet, since she
was such a tease herself. There is, however, no hint of anything but
respect and affection in his dedication to “the great artist and dear friend
Violet Gordon Woodhouse”. Perhaps the least idiomatic composition
ever written for the harpsichord, its antique flavour is almost drowned by
the over-rich harmony. The chords, which require stretched hands and
arpeggios, make no sense without a sustaining pedal – which the
harpsichord does not possess – and the purple harmonies jangle each
other out of recognition when plucked on the harpsichord as opposed to
being struck on the piano. The piece sounds like the piano’s revenge on
the harpsichord.’7

There have been further recordings on the harpsichord, for example by
Leyla Pinar in 1991 and before that by Igor Kipnis in 1976. The version by
Kipnis demonstrates how the angularity of the harpsichord’s timbre may in
fact be tamed by really skillful and sympathetic playing: both legato, and
light and shade, can be achieved.
Jonathan Woolf, reviewing Leyla Pinar’s recording, commented:
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‘… the harpsichordist has to work perspiringly hard to achieve a sense of
momentum and line. The big stretches and arpeggios can’t help either
and it’s not Pinar’s fault if the work remains a winsome and rather aimless
one.’8

Eric Fenby decided to arrange the Dance for flute and string orchestra.
In this version it is at last possible to appreciate the full musical potential of
the composition, with all the harmonies clearly delineated and with as
much legato as is desired. Eric’s 1978 recording with Elena Duran (flute)
and the Bournemouth Sinfonietta, with its rather relaxed tempo, allows us
to hear all the detail.
The Dance for Harpsichord was several things. It was a tribute to a fine
musician, who though an amateur was widely regarded as a great virtuoso
of the harpsichord, clavichord and other old keyboard instruments. She
was considered the equal of Segovia on the guitar, Lionel Tertis on the viola,
and Casals on the ’cello.
Secondly, the Dance was written at a time of interest not only in 16th
to 18th century instruments, thanks to enthusiasts such as Arnold
Dolmetsch, but also in old musical forms, and it is notable that a number of
Delius’s piano pieces of this era have classical titles, such as Mazurka, Waltz
and Toccata. This short piece is also, I believe, a small indicator of the
increasing harmonic complexity of Delius’s late mature style.
Most of all the Dance for Harpsichord is an act of friendship and a tribute
to the attractive, charming and unpretentious person whom Delius had
known for 20 years. The piece has not entered the repertoire of the modern
harpsichordist, but that in no way belittles the sincerity of Delius’s gesture.
Mrs Woodhouse never recorded the piece, but she did include it in the
programme of her last recital which she gave at the Grotrian Hall in March
1927. In the audience that night was the composer Kaikhosru Sorabji, who
declared in his long and ecstatic review for The New Age that Violet Gordon
Woodhouse was ‘one of the greatest living masters of a keyboard
instrument’.9
Roger Buckley
Violet Gordon Woodhouse, ‘Old Keyed Instruments and their Music’, Music & Letters, 1
(1920), pp. 45-54
2 Lionel Carley, Delius: A Life in Letters 1909-1934 (Aldershot: Scolar Press 1988), p203
3 Ibid., p202
1
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Lionel Carley, Delius: A Life in Letters 1862-1908 (London: Scolar Press 1983), pp135 (footnote
5) and 136
5 Illustration accessed at: https://commons.wikimedia.org/wiki/File:FREDERICK_DELIUS__44_Belsize_Park_Gardens_Belsize_Park_London_NW3_4LY.jpg
6 Paul Kildea, Chopin’s Piano: A Journey through Romanticism (Penguin Random House UK,
2018), p188 et seq
7 Jessica Douglas-Home: Violet: The Life and Loves of Violet Gordon Woodhouse (London: The
Harvill Press, 1996), p179
8 http://www.musicweb-international.com/classrev/2002/May02/Pinar.htm
9 Kaikhosru Sorabji, ‘Miss Violet Gordon-Woodhouse’, The New Age, 40 (1927/23), pp273-4
4

A complete discography of the Dance for Harpsichord may be found on the Delius Trust / Delius
Society website.
Selected Recorded Examples:
Evlyn Howard-Jones (pf.) 1929 (Dutton: CDAX8006)
Ralph Kirkpatrick (hpschd.) 1961 (Music & Arts: CD-977)
Igor Kipnis (hpschd.) 1976 (EMI Angel S-36095, included on CD8 of EMI’s 18 CD Delius 150th
Anniversary Edition of 2011)
Leyla Pinar (hpschd.) 1991 (Pavane ADW 7225)
Elena Duran (flute), Bournemouth Sinfonietta / Eric Fenby 1978 (EMI Classics 0946 3 70566 2
2)
Paul Guinery (pf.) 2011 (Stone Records 5060192780130)
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DELIUS AT THE RACES
An article in DSJ 162 (Delius Arrived at Folkstone, p97) referred to a story
about a telegram sent by a newspaper correspondent in France to alert his
editor that Delius’s body was coming back to England to be interred at
Limpsfield. The news was mistakenly consigned to the racing page,
because the telegram saying, ‘Delius arrives Folkestone 2.30,’ was assumed
to be about a racehorse of that name. It was standard practice then to inform
the press which horses had reached the racecourse stables (and were,
therefore, likely to run).
Unfortunately this story is apocryphal. No racehorse called Delius was
running at the time. However, there have been a few racehorses called
Delius over the years.
Clare Delius’s book refers to her brother’s love of riding and his
appreciation of sport, common to so many Yorkshiremen. In the 1870s and
80s there were at least as many licensed race courses as the nine that are
currently in Yorkshire, so it is within the bounds of possibility that Fritz
went to the races. And during his long sojourn in Paris, might he have gone
to the half-dozen tracks within easy reach of the city centre?
A horse called Delius was running in 1892-93 but it seems unlikely that
he was named after the composer. The surname may have been better
known in England via Delius Textiles, a business dating back to 1722 based
in Bielefeld, his parents’ birthplace. Another Delius (or perhaps the same
one) took a little race at Windsor in 1901.
Delius (b 1923)
This colt’s mother was called Delos and it was – and is – quite logical to
perpetuate an element of one or more parents’ names in their offspring. A
personal favourite is Bachelor’s Pad, who was sired by Pursuit Of Love, the
dam (mare) being Note Book.
1923 was the year that the stage production of Hassan with Delius’s
incidental music had been such a hit and here was an obvious ‘Del’ the foal
could be named after. He was owned by Mr Reid Walker, a member of the
Jockey Club and one of four brothers closely associated with the Turf.
Delius proved useful early in his career, and in the autumn of 1926 he
was a big tip for the Cambridgeshire, one of two major betting races run in
the autumn at Newmarket. He flopped in that but accumulated seven
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victories altogether, becoming a regular in the big handicaps, but often
disappointing his supporters.
He tended to succeed when dominating inferior opposition despite
carrying more weight than them. Competing against better horses, with
less weight to bear himself, seemed to be beyond him. As The Times racing
correspondent said,
‘He would seem to be a horse with an inferiority complex.’

In his final season of racing he allowed that,
‘He is a really good-looking horse now and would make quite a valuable
stallion, for when he is at his best he is very good.’

He was reported as having ‘ended an honourable career’ with an easy win
at Haydock in October 1929, only to be pulled out again for an unsuccessful
tilt at a £1,000 race at Aintree. He then went to stud, producing little of note,
except for our interest that one of his male offspring was named Deliana.
Delius (b 1978)
This Delius was trained, appropriately, in Yorkshire by Tony and Monica
Dickinson and their son Michael. Their stable boasted numerous good
horses who all won more than their fair share of races. He came to them
from Ireland, where he was bred; his sire and dam were The Parson and
More Melody.
The Dickinsons won three races with him, and he was part of their
record achievement by being one of the 12 winners they trained on a single
day (Boxing Day 1982). Despite an unfavourable blood count a few days
before, they let him take his chance and he won easily.
One day he went lame on both front legs. Medicine and surgery can
help but sometimes the best cure is simply a long period of rest, which is
how Delius was treated. He responded, and some years later he reappeared
as a point-to-pointer in the care of Henrietta Knight, who later won three
consecutive Cheltenham Gold Cups with Best Mate.
‘Points’ are
steeplechases arranged by hunts; originally they were for horses who come
from the hunting field, but nowadays they are one way of introducing
young horses to jump racing. They also give older ones who are past their
best, but still enjoy racing, a chance to compete in less pressurised
circumstances.
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Miss Knight realised Delius’s inherent ability was rather better than
that of a point-to-pointer and she suggested he was sent to Richard Lee, a
professional trainer in Herefordshire who became renowned for his skill
with delicate horses. He takes up the story.
‘He arrived here and I was immediately impressed with his size, scope
and power. His legs were always a concern for any trainer – let alone one
embarking on the fledgling days of his career.’

He won all his three races for the Lee stable in the spring of 1988, jumping
well and galloping on strongly, including one at the Grand National
meeting. Though he was getting on in years, he won a good race at Ascot
the next year, and in February 1990 he took on Desert Orchid in a valuable
handicap. Delius wasn’t championship class, and he was given two stone
less weight than ‘Dessie’ to carry over three miles and eighteen fences.
Society members may recall the grey Desert Orchid
(pictured, right) was one of the most popular horses in
the last thirty years. He won numerous big races over
jumps including the Cheltenham Gold Cup and Boxing
Day’s highlight, the King George VI Chase, four times.
His colour, flamboyant jumping style and determination
not to be beaten endeared him to the public during a long
career and his popularity was such that his fan club ran
for 17 years.
According to the form book, one of his best performances was when
he beat Delius by eight lengths. Desert Orchid led for the first two miles,
had a breather and resumed in front with three fences to go. Delius was the
only one able to keep near him, and stayed on to finish a gallant second.
The form was good, for a further eight lengths behind Delius was Seagram,
who won the following year’s Grand National.
Delius finished lame in his next race and was promptly retired.
Richard Lee added,
‘He was a lovely big horse who was an absolute gentleman, and as such
was a firm favourite in the yard, especially with my wife Carol who rode
him almost all of the time.’

One might speculate whether either of these have any of the human Delius’s
qualities?
There are a few more recent international Deliuses.
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Delius (USA) (b 1997)
This horse ran on the flat between 1999 and 2001, winning two races at
Leicester and Windsor. Bred in the USA, he was bought by the Coolmore
syndicate in Ireland for $500,000. This syndicate has been responsible for
vast numbers of top-class flat racers for over 20 years. Coolmore like to
select famous names from history and art for their horses, hence their choice
for this horse. This Delius, however, was one of their less successful
purchases, for although he had a reasonable amount of ability it wasn’t at a
high enough level for them to win big races or earn substantial fees as a
stallion. They sold him for £22,000.
Delius (SAF) (b 2000)
This South African-bred horse ran four times, never finishing better than
eighth.
Delius (AUS) (b 2014)
The leading Arab stable of Godolphin, owned by the rulers of Dubai, have
hundreds of horses in training all round the world. This one was running
in Australia earlier this year, showing promise in two of his three races but
not looking like a world-beater.
Jim Beavis
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THE DELIUS SOCIETY PHILADELPHIA
BRANCH

The final concert of the Delius Society of Philadelphia, on 22 April 2018.

Those of you who attended the AGM on Saturday 22nd September 2018,
will have heard the sad news that the Philadelphia Branch of the Delius
Society is to close. The chairman, Bill Marsh, provided the following report:
Report of the 2017-18 Season
There were two major concerts both held at The German Society of
Pennsylvania in Philadelphia.
29th October 2017
The Wister Quartet (Nancy Bean and Davyd Booth, violins; Pamela Fay,
viola; and Lloyd Smith, cello) played Finzi’s Prelude Op 25, member Frank
James Staneck’s Spring Dance, and Delius’s String Quartet. Nancy played
Grieg’s Violin Sonata No 3 in C minor Op 45 with Davyd Booth at the
piano.
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22nd April 2018
Choral Arts Philadelphia under the direction of Matthew Glandorf
performed Vaughan Williams’s Serenade to Music with string quintet and
piano accompaniment, Parry’s unaccompanied Lord, let me know mine end,
from Songs of Farewell, and the first Philadelphia performance of Delius’s
Songs of Sunset with a new accompaniment for string quintet and piano
arranged by Lloyd Smith. Mark Livshits also played Delius’s Three
Preludes on the piano, probably the first time we had heard these in our
42-year history.
Sadly, this concert was our last. Because of declining membership and
aging board members, with no successors in sight, we have decided to
wind up the Society. The official close will be on 11th December 2018, our
42nd anniversary.

In the final issue of The Delian (Summer 2018), the newsletter of the
Philadelphia Branch, Bill Marsh explained more about the closure:
The Board of Directors has voted unanimously to suspend operations
following the concert of April 22, 2018 and to officially declare the Society
out of business as of our 42nd anniversary on December 11, 2018.
This decision was not made lightly and with considerable disappointment
to all concerned. But with a serious decline in membership due to a few
deaths and resignations plus a large number of non-renewals even despite
reminders and an aging board, this step was necessary.
We point out that after 49 years The Delius Association of Florida ceased
operations in 2004 with an outstanding final Festival weekend because
there were only a couple of living members left. While the UK Delius
Society thrives, nevertheless they have been without a Chairman and Vice
Chairman for two years. Nobody will step forth to run for those offices.
We did not want to be in a position where the membership all but
vanished and the Board members had died off leaving nobody to wind
things up. This process isn’t very easy, because we have considerable
assets that have to be dealt with; this will take some time even after
December 11th.
We are most appreciative for the support we have received from
members, performers, The Delius Trust, The German Society and other
grant-making bodies over the past 42 years.

The following short history of the Philadelphia Branch has been put together from
material in copies of the Society’s Newsletter, The Delian.
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Board members and performers at the 25th Anniversary event of the Delius
Society of Philadelphia. From left: Bill Marsh, Sir Andrew Davis,
Davyd Booth, Nancy Bean, Lloyd Smith, Enos Shubb, Phyllis Linn,
Angelika Zbinden and Arthur Zbinden.

The Delius Society, Philadelphia Branch, came into being on 11th December
1976 at a meeting held at the apartment of violinist and pianist, Davyd
Booth. This news was warmly received in the UK, and the Delius Society
Journal 55 (April 1977), carried an extended news feature. The Society was
established as a branch of the UK-based Delius Society, and the local
subscription was set at $2. William (Bill) Marsh was elected Chairman, with
Davyd Booth as Vice Chairman.
The first public concert followed, a few months later, in March 1977.
Held at the Curtis Institute of Music, the concert featured British violinist
David Stone playing the Philadelphia premiere of Delius’s Violin Sonata in
B major, with pianist Vladimir Sokoloff, and Peter Warlock’s The Curlew. In
November that year, together with the Sir Thomas Beecham Society, a preconcert lecture was presented on A Mass of Life in Cleveland’s Severance
Hall; this was the local premiere of the work, performed by the Cleveland
Orchestra conducted by Robert Page, and sung in English. The baritone
soloist was Benjamin Luxon.
The first AGM of the Society was held in June 1978 and at this meeting
the Delius Society Philadelphia Branch Inc was incorporated in the
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Commonwealth of Pennsylvania as a non-profit educational institution,
becoming independent of the UK Delius Society.
Over the years the Society welcomed many prominent Delians to its
events. Robert and Joan Threlfall visited Philadelphia for the first time in
1979, and in the same year Eric Fenby made his second visit, performing the
second and third Violin Sonatas with Davyd Booth at St Peter’s Church
Parish House.
Over the weekend of 9th-12th May 1980 a Delius Festival centred on
the local premiere of A Mass of Life, with events including a symposium and
various performances, some including more local Delius premieres. Felix
Aprahamian attended the whole weekend.
5th May 1985 saw the Philadelphia premiere of Sea Drift, alongside a
symposium entitled Walt Whitman, Frederick Delius and English Music,
attended by Lionel Carley, representing the Delius Trust. Three years later
William Smith conducted the Philadelphia premiere of Eventyr, following
which he was presented with Honorary Life Membership of the Society.
The Society’s last AGM was in 1989; Pennsylvania law covering nonprofit organisations changed around that time, removing the need for
annual elections. In January 1995 the Society held its first Delius Birthday
Party, with performances from members of the Society.
In 1999 another Honorary Life Membership was conferred, this time
on Sir Andrew Davis, during an on-stage pre-concert talk prior to the
Philadelphia Orchestra performing Brigg Fair.
2001 was dominated by the Society’s 25th anniversary celebrations. At
a dinner and concert at the Cosmopolitan
Club, Philadelphia, the guest of honour
was Sir Andrew Davis, with music played
by the Barnard Trio – Davyd Booth
(piano), Nancy Bean (violin) and Lloyd
Smith (cello). Sir Andrew, with Davyd
Booth (pictured, right) offered as a surprise
encore the four-hand piano version of
Grainger’s Country Gardens. In the same
year the Delius Trust, represented by
Helen Faulkner, presented The Collected
Edition of the Works of Frederick Delius to the
Free Library of Philadelphia.
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The ‘Crown of Lights’ atop the PECO Energy Building, 10th-12th December
2001. Michael Kulas shot the moving lights to make this composite photo on
12th December 2001.
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A full programme of concerts and talks continued. In September 2003
Dr Jeremy Dibble and Nora Sirbaugh gave a lecture-recital on Sir Charles
Villiers Stanford and the following year the Clara Voce Chamber Choir,
along with an orchestral ensemble from the Curtis Institute of Music,
conducted by Michael Glandorf, gave a programme of Delius and Stainer
(the premiere of Barry Rose’s orchestrated version of Crucifixion).
In March 2004 11 members of the Philadelphia Branch attended the
final Delius Festival in Jacksonville. Lectures and recitals were given in the
following years by a wide variety of speakers and musicians including
regular performers The Barnard Trio and the Wister Quartet, as well as
pianists Charles Abramovic, Clipper Erickson, Michael Dorio, Michael
Djupstrom and Alan Hassan, mezzo soprano Suzanne DuPlantis, tenor
Robert Petillo, the Haverford School’s Notables directed by Michael Stairs,
the Conwell Woodwind Quintet, viola player Ayane Kozasa, and organist
Nigel Potts. Violinist Tasmin Little gave a concert in 2012 marking both
Delius’s 150th anniversary in 2012 and the Philadelphia Branch’s 35th
anniversary, at which she was presented with Honorary Life Membership
of the Society by Chairman Bill Marsh.
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OBITUARY
RODERICK (BRIAN) SWANSTON (1948-2018)
MA, MusB (Cantab), FRCO, FRCM, GRSM, LRAM
(b 28th August 1948; d 12th April 2018)

The sudden death of the musical lecturer and broadcaster Roderick
Swanston came as a great shock to his wide circle of friends, colleagues and
former students. Large both of personality and person, he was a great
character and a warm friend, whose laughter and erudition will be long
equally remembered by all who knew him. This notably ebullient
character, long associated with the Royal College of Music (RCM) and adult
education, was a remarkable musical polymath, whose wide contacts in
academia and music ensured that all the enterprises with which he was
associated enjoyed close contacts with the leading figures of the musical
world.
After Ludgrove prep school, Swanston attended Stowe public school
as a music scholar in September 1961, leaving in 1966. While at school his
musical activity was prodigious, winning prizes for piano, organ and
composition, organising a House Music Competition and achieving a
Distinction in Grade 8 piano. Subsequently he was a student at the RCM
from 1966 to 1969, and then was the organ scholar at Pembroke College,
Cambridge, soon an FRCO.
Early in his student career at the RCM his organ professor was John
Birch (about whom, much later, he wrote a moving and eloquent memorial
tribute). At this time he familiarised himself with church organs around
central London and knew Denis Hunt, who was organist at the canal-side
church of St Mary Magdalen, Paddington, where the now celebrated annual
liturgical performance of a French Requiem setting with orchestra was then
a new tradition, at first alternating the Fauré and the Duruflé. Duruflé had
offered his new Cum Jubilo mass, and Hunt asked the young Swanston if he
would play the organ for the premiere. However, his teacher John Birch
refused the RCM’s permission for Roderick to play in such an event and
unwittingly Roderick (‘Roddy’ to many) was instrumental in the organ part
being played by Madame Duruflé under the composer’s baton.
Subsequently he returned to the RCM where he was a member of staff
for over 28 years, from 1976 until August 2004. During his time at the
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Roderick Swanston with members of the LUMDS group at the
Extra-mural Centre, Tavistock Square.

College he held a number of posts including Reader in Historical and
Interdisciplinary Studies. He taught a variety of courses and inaugurated
a large number of others, and he was admitted to fellowship of the RCM in
1994. Friends and colleagues will remember his intemperate ridiculing of
the processes and management-speak of the RCM’s reorganisation in the
early 2000s, a process which eventually resulted in his enforced early
retirement. Although he must have taken this very hard it was in fact a
blessing in disguise and allowed him to develop his later career as a lecturer
to adult audiences. The warmth of the many tributes to him by dozens of
his ex-RCM students on alumni pages on Facebook was tribute to his
success, though his departing remark ‘the one thing I will not miss is
students who don’t turn up – such a waste of time’, underlined the
seriousness of his calling as a teacher.
Swanston was particularly devoted to the adult student, writing:
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‘When I emerged from music college, and subsequently university, I came
upon the world armed with a thick carapace of professional knowledge
and skills that I thought equipped me for life. How little I knew! I had
already found at university some of the instrumentalists who were not
studying music played both better and with more insight than many of
the performers I had known at my conservatoire … but it was not until I
started teaching adults, and came into the orbit of adult education , that I
began to see how mistaken my perspectives were.’

In the 1960s and after, the London University Extra-Mural Department
offered a four-year course of evening classes leading to the London
University Diploma in the History of Music. This was the brain child of the
late Geoffrey Bush, composer, teacher and champion of British music. This
later spawned the London University Music Diploma Society (LUMDS), a
continuing series of evening lectures for those who held the Diploma, also
the brainchild of Bush (he argued it was a grass roots ex-students initiative,
which he supported). It met in the same room in the extra-mural centre at
Tavistock Square from 1974 until 2008, by when the building had been
renamed ‘Lifelong Learning’, and the enthusiastic thirty-somethings who
had founded the Society were no longer thirty-something but still regular
supporters.
Roderick Swanston was introduced to the Diploma course as a lecturer
by his own teacher Geoffrey Bush, and when Bush relinquished the role of
President of the Society in 1986 he named Swanston as his successor.
Roderick had previously given just one talk to the Society, as long ago as
1980 (on ‘Musical analysis today’), but during his 31 years as President
whenever there was an unexpected loss of a booked speaker he stepped
into the breach, averaging around one lecture a year. Increasingly the
Society came to rely on his personal musical contacts at the highest level
including at least one composer – often former students – each year. On
several occasions he acted as interviewer and over the years persuaded
some 170 celebrities to speak. Not least was the impact made by his
familiarity and command of a wide range of the latest digital equipment
which gave his lectures an enviable fluency and authority. Swanston’s
uniquely idiosyncratic technique and seemingly encyclopaedic knowledge
as a lecturer brought him many friends from an international audience.
Typical was the astonishment to all when on being asked a trivial question
about Handel’s operas he launched into a brilliant and extended off-theDSJ 164
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cuff summary of the Whig Ascendancy.
His long association with Martin Randall Festivals, the branch of
Martin Randal Travel promoting music festivals began with a cruise along
the Danube in 1994. For a dozen years or more he was at his peak as a
lecturer and generated an enthusiastic following. Tours included the
Danube and the Rhine, Austro-Hungary, and music in Rome, Venice,
Prague and Naples. This role provided him with a remarkable first-hand
experience of many aspects of European music history and brought him a
unique audience. One particularly remembers his enthusiasm, as an
organist, when he was about to lead one of these tours on a Bach Pilgrimage
to Leipzig. Another writer has reminded us that when Swanston, always
the master of the apposite off the cuff remark, was about to introduce a
performance of Schoenberg’s Second String Quartet to a Viennese audience
he remembered
‘there was this distant bloodcurdling scream from [the nearby Steinhof
mental asylum] that seemed to sum up everything Schoenberg was trying
to say’.

For many years a broadcaster, the 1990s was probably the high-point of
Swanston’s extensive work for the BBC, and in 1995 during the Fairest Isle
series, he presented the monthly linked features on British music. On New
Year’s Eve 1999 it was he who presented a larger canvas in Radio Three’s
day-long survey of music called ‘Unfinished Symphony’.
In 1999 Swanston was absent from his familiar London scene when he
spent a term in the USA as Visiting Professor of Music at Dartmouth
College. This was one of many varied engagements overseas, notable
examples being his tour of South Africa with the London Song Circle, and
in Switzerland at the Verbier Festival in 2006. A succession of speaking
engagements on remarkably varied subjects took him to a wide range of
institutions and halls in the UK and beyond. He was particularly attached
to the idea of Study Schools, away days, and supported the Birkbeck
summer schools started by Geoffrey Bush at Westonbirt and elsewhere. His
appearances as Billy Bunter in the light-hearted end of term concerts are
especially remembered by participants.
I recall speaking at the Delius Day School in Portsmouth in February
1993, and being followed by Roderick, who was not a Delius specialist but
who analysed Delius’s Double Concerto at the keyboard, completely
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discrediting the proposition that Delius’s music was formless. Sadly, his
vivid contribution never appeared in print. In May 2004 he hosted ‘An
Audience with Frederick Delius’ at the RCM, Roger Buckley noting in his
report (DSJ 136) that he spoke authoritatively and without notes on Delius’s
background and musical style.
We remember Swanston for his presence and his live presentations, a
person who enriched all who knew him, but he left a curiously small
bibliography in the literature, and even his Concise History of Music
announced in 1988 seems never to have appeared. Maybe someone will
investigate his compositions, of which Let Us Gather Hand in Hand for chorus
and brass quintet was once recorded by the BBC.
Lewis Foreman
There will be a Thanksgiving Service for Roderick Swanston at Southwark
Cathedral on Tuesday October 30th at 11.00am. Any members of the Delius
Society who would like to attend will be welcome, but you are asked to register on
www.eventbrite.co.uk rather than contacting Joanna Swanston direct. Simply go
to the Eventbrite website and search on ‘Roderick Swanston’.
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100 YEARS AGO
In this regular series, Paul Chennell looks back at Delius’s letters and the writings
of others to gain an insight into the composer’s activities in Autumn 1918.
When Delius and his wife returned to Grez in mid-August 1918 they found
their house vandalised after it had been requisitioned and occupied by
French officers. In his letter to Henry and Marie Clews, sent from Grez in
the second half of August, Delius said:
‘We thought we lived in a fairy dell called Grez & we returned to a filthy
barrack – all transformed by a few filthy humans & evidently reflecting
the real state of their souls.’1

He mentioned in the letter that the place was now spoiled for him – he noted
how many items had been stolen – and that they may sell up and try to find
another sympathetic place to live.
Delius and his wife came to London in September, stopping on the way
for a short stay with the Clews in Paris, and Lionel Carley suggests that a
performance by Henry Wood of the First Dance Rhapsody at a Promenade
concert in September:
‘… was probably the first chance Delius had had to hear any of his
orchestral music since 1915.’2

At the end of 1918 a number of performances of Delius’s music took place.
The composer and his wife also received the sad news that one of his
nephews had died on active service towards the end of the First World War.
The attraction of London now began to fade for Delius. Musical and
artistic life seemed a pale reflection of what it had been before the war, and
Delius did not compose whilst there. However, not for the first time, he
attempted to found a concert society, raising the question as to why he is so
often regarded by commentators as a recluse who made no effort to
promote his own or other people’s music.3 In December 1918 Philip
Heseltine wrote to Delius with several suggestions of then unfamiliar music
which might be revived – a list which unusually included an overture by
Beethoven as well as works by Berlioz, Weber and other early 19th century
composers.4
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Percy Grainger wrote to Delius from New York in
mid-December informing him that Joseph Stransky
(1872-1936, pictured, right) and the New York
Philharmonic Orchestra had performed Delius’s Life’s
Dance a few days previously, and that he and his
mother had been at the performance. Grainger said
that
‘it was an inspired performance and had a great and
genuine success.’5

Grainger talked of all the press coverage and suggested that this was an
ideal time for Delius to come over to the USA. Grainger was very keen for
this to happen so that he could meet his friend once again and promote his
music.
In the first letter sent after the conclusion of the war to his publisher
Universal Edition, Delius raised various matters of concern and included
the final proof of the score and parts of An Arabesque, with the English
translation for publication. After asking about progress with Fennimore and
Gerda, Delius said that he had had many enquiries from America, and that
his music had not been available there for a long time. He mentioned that
in America, in connection with the celebrations of the centenary of Walt
Whitman’s birth, the Boston Publishing company wanted to publish an
American edition of Sea Drift. Delius said that he wanted to bring out a new
edition of the Piano Concerto because
‘everybody wants to play it and no material is to be had’.6

In 1918 Delius completed A Song before Sunrise, for small orchestra and A
Poem of Life and Love for orchestra, as well as sketching the first movement
of his Sonata No 3 for violin and piano.
Paul Chennell
Lionel Carley, Delius A Life in Letters 1909-1934 (Scolar Press, 1988, p193)
Ibid p186
3 Ibid p186
4 Barry Smith (Ed), Frederick Delius and Peter Warlock A Friendship Revealed (OUP, 2000 p269)
5 Lionel Carley, Delius A Life in Letters 1909-1934 (Scolar Press, 1988, p197)
6 Robert Montgomery and Robert Threlfall, Music and Copyright, The Case of Delius and his
Publishers (Ashgate, 2007 p137)
1

2

DSJ 164

51

CONCERT & EVENT REVIEWS
ENGLISH MUSIC FESTIVAL: DOUBLE CONCERTO
Friday 25th May 2018
Dorchester Abbey
Rupert Marshall-Luck violin, Joseph Spooner cello
English Symphony Orchestra
John Andrews, Richard Blackford conductors
Parry: Jerusalem
Richard Blackford: Violin Concerto – Good Friday (UK Premiere)
Delius: Double Concerto for violin and cello
Christopher Wright: Symphony (World Premiere)
This year’s English Music Festival featured a major work by Delius at its
opening concert in Dorchester Abbey. Performances of the Double Concerto
are infrequent, so it was enterprising of the festival’s founder and director,
Em Marshall, to feature it in such a prominent way. The concerto is not an
easy work to bring off because of the difficulty of balancing the two soloists
against the orchestra. This is relatively easy to solve in the recording studio
but quite another matter in a live rendition; on this occasion the problem
was not entirely solved.
I have no qualifications, though, about the musical ability of the two
soloists: the violinist Rupert Marshall-Luck (pictured, opposite page) and
the cellist, Joseph Spooner. The former is an experienced and technically
skilled player who’s been an enduring presence at the Festival since its
inception twelve years ago, whilst the latter is an equally fine musician with
an admirable desire to wander off the beaten track of the cello repertoire
and explore many neglected works. I thought they both had the measure
of the Delius in all its forthright lyricism and its intricate and sometimes
tortuously chromatic figuration. I also have the fullest praise for their
accompanists, members of the English Symphony Orchestra conducted by
John Andrews who gave a hugely impressive account of the orchestral part
with some beautiful contributions from the woodwind and wonderfully
resonant and accurate brass playing. My only reservation about the
interpretation was that in places it lacked room to breathe, and I wanted
more expansiveness at the points when the music overflows with passion.
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Rupert Marshall-Luck

In other words, it was all a little bit driven as if the conductor felt he must
press on and not let it become sentimental. Too much lingering by the
wayside is usually a mistake with Delius, I agree, but, in this performance,
I felt the score was kept on too tight a rein.
Delius scored the work quite thickly and, in the Abbey, with its rather
narrow nave, the number of strings in the orchestra had, of necessity, to be
reduced. Despite this, there was still a problem for the soloists in projecting
their solo lines above the ensemble and this was particularly acute for the
cellist. Unfortunately, neither soloist was raised up above floor level – and
they should have been. A wooden rostrum would have helped enormously
DSJ 164
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and given them a surface to
resonate against (essential
for cellists) rather than the
bare stone floor of the
Abbey.
The balance
consequently
was
inadequate in busier and
more fully scored passages
and I felt particularly sorry
for
Joseph
Spooner
(pictured, left) as one could
see him giving his part
plenty of energy and
articulation which sadly
just didn’t carry over into
the audience.
Still, overall this was a
fine performance of a
wonderful work and it was
good that it was given
prominent exposure to a
large audience.
I had
wondered whether this
concert would sell tickets as it was eccentric in its programming: before the
Delius came the UK premiere of Richard Blackford’s Violin Concerto and,
after it the world premiere of a new symphony by Christopher Wright. But
audiences at the EMF are not put off by unfamiliar English works and like
to be surprised; that, after all, is one of the raisons d’être of this remarkable
festival.
Paul Guinery
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ENGLISH MUSIC FESTIVAL: AIR AND DANCE
Monday 28th May 2018
Dorchester Abbey
Camerata Wales
Owain Arwel Hughes conductor
Dyson: Woodland Suite
Warlock: Serenade (To Frederick Delius on his sixtieth birthday)
Delius: Air and Dance
Howells: First Suite
Arwel Hughes: Fantasia in A minor
Ireland: Elegaic Meditation
Finzi: Romance for Strings
Vaughan Williams: Charterhouse Suite
Following the performance of the Double Concerto on the opening night of
the Festival, it was very good to see that more Delius would be featured
during the Festival’s closing concert. Owain Arwel Hughes conducted the
Camerata Wales in a programme that included a fine Fantasia by his father.
Like the Double Concerto, the Air and Dance was a Watford work, remaining
unpublished until discovered at Grez in 1929 by Peter Warlock. It was
originally brought out by Beecham, and of course is memorably on disk for
us to savour. All comparisons must measure up to the Beecham magic, but
the added dimension here was the acoustic of the Abbey, which worked so
well with the dreamy qualities of the music. It is no surprise that there is
an arrangement for flute and piano by James Galway of this wonderful
piece.
Also played was the Serenade, by Peter Warlock. Dedicated to
Frederick Delius on his sixtieth birthday, the piece may or may not have
been intended as part of a larger work. As such it feels a bit at a loose end,
as if it is going somewhere but never reaches its destination. It was
inventive programming placing it immediately before the Air and Dance,
but there was insufficient contrast in the first half of the concert to sustain
full interest. The whole concert was well played, and Owen Arwel Hughes
clearly enjoyed his rare appearance at the English Music Festival.
As to future works at the EMF by Delius, one hopes the Piano Concerto
might get an airing. The English Music Festival is all about the lesser
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known works, and this would certainly suit well. Next year’s Festival takes
place on the weekend of 24th-27th May, and lovers of British music, as well
as the plain curious, should put that date in their diaries now. It is
deservedly known as the ‘friendly festival’.
Robert C Rush


A SONG OF SUMMER
Tuesday 3rd July 2018
St John’s Smith Square, London
Kensington Symphony Orchestra
Russell Keable conductor
Delius: A Song of Summer
Bridge: The Sea
Sibelius: Symphony No 6 in D minor
The Kensington Symphony Orchestra concluded its 62nd season with a
most satisfying programme of works by Delius, Bridge and Sibelius. It was
with this orchestra that in the ‘60s, ‘70s and ‘80s its founder conductor Leslie
Head gave some of the most exciting and enterprising concerts to be heard
anywhere, with first performances and revivals of works by Havergal
Brian, Bax, Bridge, Bliss, Delius, Elgar, Howells, Stanford, Nielsen,
Schoenberg, Sibelius and Bruckner. The Delius works included Appalachia,
the overture Paa Vidderne (On the Mountains), the first public performance
of the recitation Paa Vidderne, the Double Concerto in the Tertis transcription
for violin and viola, and the closing scene from Irmelin. Today under
Russell Keable (pictured, right), only its second conductor, the Kensington
Symphony Orchestra is just as enterprising and well deserves its reputation
as one of the finest non-professional orchestras in the United Kingdom.
That Russell Keable has maintained Leslie Head’s sense of adventurous
repertoire can be seen by visiting the KSO website and viewing its concert
archive (although the list of Leslie Head’s concerts in that archive is
unfortunately far from complete).
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A Song of Summer (1929) which opened the concert was an early
product of Eric Fenby’s extraordinary association with Delius, a remarkable
and wholly satisfactory reworking of the earlier A Poem of Life and Love, with
vivid contrasts in mood and energy. The acoustics of St John’s Smith Square
are a challenge for large orchestras and the climaxes of A Song of Summer
were somewhat muddied in consequence, but it was otherwise an engaging
and well-paced reading.
The Delius was followed by Frank Bridge’s once popular suite The Sea
that made such an impact on the ten-year-old Benjamin Britten when he
heard it at the 1924 Norwich Triennial Festival conducted by its composer.
Bridge’s even finer Enter Spring made an equally strong impact at its
Norwich premiere three years later, as a result of which Britten studied
privately with Bridge. Britten made two-piano arrangements of at least two
of the movements of The Sea while studying with Bridge – it would be
interesting to hear these if they have survived, and much later he conducted
both works at Aldeburgh (The Sea in 1971 and Enter Spring in 1967 – both
performances have been issued on BBCB8007-2). The Sea was first
performed under Henry Wood in 1912 at the Proms, with 14 further Proms
performances until 1944 (some under Bridge) and only three thereafter, the
last in 2011. The four movements are evocative and imaginative mood
paintings or sea images, with ‘Seascape’, ‘Sea Foam’ and ‘Moonlight’
(whose sensuous harmonies had especially impressed Britten) leading to a
powerful climactic ‘Storm’ that even created quite a stir in St John’s.
After the harmonic riches of the Bridge, the purity of Sibelius’s Sixth
Symphony was a welcome contrast, the clarity of the opening string writing
being emphasised by having the strings spread across the stage. If there
was any momentary lack of unanimity at the beginning, this quickly gave
way to a performance of impressive certainty, strength and drive. One
wonders why this symphony is not as frequently heard as some of the
others. Completed in 1923 (and to be followed within a year by Sibelius’s
last symphony), Cecil Gray has aptly written that ‘the spiritual and
emotional key-note of the work is a sense of poise, serenity and proportion’.
It concluded a most rewarding programme.
Stephen Lloyd
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DELIUS IN GREENWICH
Saturday 28th July 2018
St Alfege Church, Greenwich
Matthew Petrie bassoon
Philharmonic Chamber Orchestra of London
Christopher Petrie conductor
Delius: Two Aquarelles
Robert Matthew-Walker: April in Appalachia – Rhapsody on a Theme of Delius
(World premiere)
Mahler: Adagietto from Symphony No 5
Barber: Adagio
Delius, arr Fenby: Sonata for Strings
It was something of a paradox that the third concert in a series under the
banner of the Greenwich Mozart Festival contained no music by Mozart
and was labelled ‘Americana’.
The composers on this evening’s
programme either lived or worked in the States. Three of the five works
performed were by, or inspired by, Delius, with a world premiere amongst
them. For the opportunity to hear these we must be grateful to the Delius
Trust for their financial support.
The Philharmonic Chamber Orchestra of London is a group of young
music professionals formed in 2013. Under their Artistic Director and
Principal Conductor they enterprisingly founded the Greenwich Mozart
Festival last year. Tonight’s ensemble consisted of 15 strings players and a
harpist.
St Alfege Church is in the centre of Greenwich and is dedicated to a
martyred Archbishop of Canterbury. The current building, a Hawksmoor
design, dates from 1718. It’s not a huge church, and with just eight rows of
pews on either side of the central aisle it made for a surprisingly intimate
venue. It is, however, very close to a main road, making it more susceptible
than some city churches to the intrusion of external noise. The orchestra
was, however, unruffled by passing sirens, and the occasional thud of a
rather different sort of music.
Fenby’s arrangement of the Two Aquarelles began the concert. Petrie
took the first movement more slowly than is usual, but this brought out the
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sensuous side of its nature in a most attractive way. The second movement
evoked a jaunty Englishness.
A little roughness among a few of the high notes in Mahler’s Adagietto
did not spoil the enjoyment of this languid, ever-popular piece.
Then came the premiere of Delius Society member Robert MatthewWalker’s April in Appalachia. Invited to introduce the piece, the composer
explained its background:
‘Two years ago, in April 2016, tonight’s conductor Christopher Petrie gave
the premiere of my Symphonic Variations with the Oltenia Philharmonic
Orchestra live on television in the Romanian city of Craiova. The work
had been written 60 years earlier, when I was 17, and was my first
orchestral score. It was a remarkable experience to hear it for the first time
after so many years, and as a result of that performance, the Orchestra’s
General Manager commissioned a new work from me for performance
during the following season.
On the flight home, Chris proposed a piece for solo bassoon and orchestra,
which would enable his brother Matthew to take part. I readily agreed,
and began to plan the work a little while later, but I soon realised that the
bassoon, as a solo instrument, does not have a very penetrating sound
when set against a full orchestra. As the music progressed, I decided that
only a string orchestra would be suitable – which was, of course, not what
the Oltenian orchestral management had in mind. Consequently, it has
been agreed that the premiere of my work should be given tonight, in
London with the same soloist and conductor for which it was written.
The title arose from a mixture of coincidental events which led to the
work’s composition: ‘April’, of course, was the month in which it was
commissioned, and ‘Appalachia’ from the fact that I had long been
fascinated by the dreamy opening theme of Delius’s great Appalachia – a
theme which ‘sets the scene’ for his masterpiece but which is not,
however, that on which the work is based.
Appalachia refers to that broad stretch of largely mountainous country in
the eastern USA running from south of New York state in the north to
Kentucky in the south. I know the lower part of the region reasonably
well, as for a time I stayed in the city of Cincinnati in a beautiful home on
the banks of the Ohio River, from which I would occasionally cross to
Kentucky and its largest city, Louisville (where a big hero of mine,
Muhammad Ali, was born).
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I soon learned that this region has its own folk-lore and folk-music – as
Aaron Copland’s Appalachian Spring brought memorably to the world.
Elements of ante-bellum tunes, woven into the fabric of my piece, may
occasionally be heard, alongside larger non-melodic string textures, all
derived in some way from Delius’s opening soundscape (which I have not
attempted to reproduce).
I have not ignored the bassoon’s familiar tones in a work essentially
Spring-like in expression, heralding long lazy days – languorous
afternoons and early-evening hoe-downs, which are captured so well in
my teacher Darius Milhaud’s Kentuckiana, to which I occasionally nod,
alongside Copland, whom I also knew. However, I trust my April in
Appalachia fully acknowledges Delius’s great – and utterly original –
masterpiece as the work’s underlying inspiration.’

The work’s subtitle, Rhapsody on a theme of Delius, is a succinct definition of
the work. ‘Variations on a theme’ would also describe it. The opening
theme of Appalachia recurs throughout, in all sorts of guises. It’s also a
bassoon concerto in all but name. It was a rare and welcome chance to hear
what this unfashionable instrument can do given the chance. The soloist,
Matthew Petrie, evoked a mellow sound and the suppleness of his playing
captured the spirit of the livelier passages.
Robert Matthew-Walker did not attempt to reproduce ‘the Delius
sound’. He has his own voice, having composed many other works over
the years. One could hear, and enjoy, the influences of Stravinsky and
Copland. The reviewer has to confess that his wife is not a Delius fan, but
she felt this piece and its performance was the highlight of the evening.
After the interval Barber’s Adagio was the prelude to another Fenby
arrangement, that of the Sonata for Strings. The first two movements were
suitably animated, and the orchestra produced a pleasing warmth. Petrie
did not allow the third movement, Late Swallows, to sink into melancholy
and with the final section he brought the concert to a dashing conclusion.
This young orchestra does not have a Delius pedigree, but with their
skilful and sympathetic playing it is to be hoped they can keep him in their
repertoire and, as they did this evening, introduce him to concert-goers
lured by the better-known works.
Jim Beavis
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A CONCERT BY THE RIVER
Sunday 3rd September 2018
The Delius house, Grez-sur-Loing
John Ehde cello
Carl-Axel Dominique piano
Delius: Romance for cello and piano
Grieg: Cello Sonata, first movement Allegro agitato
Grainger: Vermelandsvisa from Scandinavian Suite for cello and piano
Messiaen: Petites Esquisses d’Oiseaux: II Le Merle noir for piano
Messiaen: Preludes for piano: II Chant d’Exstase dans un Paysage triste
Delius: Cello Sonata
Olsson: Melodie for cello and piano
Carl-Axel Dominique: The Birds of Nam Dinh
Grainger: Norwegian Folk Song and Finale from Scandinavian Suite
Some 50 people, of whom around 20 were members of The Delius Society,
made their pilgrimage to the house where Delius spent so many years of
his life for a concert in the garden, given by cellist John Ehde and pianist
Carl-Axel Dominique.
For one or two, this was their first visit to Grez, and it was a wonderful
experience to walk around the same paths in the spacious garden,
extending down to the river, where Delius had been inspired to write some
of his most beautiful music. We were blessed with a day of perfect sunshine
with a (mostly) light breeze.
We are extremely fortunate that the current owner of the house, Jean
Merle-d’Aubigné, is so well disposed towards The Delius Society. He had
not only allowed the erection of a canopy and installed seating on the lawn,
but had also provided refreshments – drinks and some delicious food for
all who attended.
Guests were invited to attend from 1pm, to allow plenty of time to
walk around the garden, before the concert which was scheduled to start at
2.30pm, but actually began a little later as the Swedish ambassador was
expected (but did not, in fact, materialise).
John Ehde is a Swedish cellist, conductor and teacher, now based in
Copenhagen. He was principal cellist in the Helsingborg Symphony
Orchestra for 10 years and a member of the LINensemble. For the past 20
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Enjoying the garden
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Photo Roger Buckley

Pianist Carl-Axel Dominique and cellist John Ehde

years he has worked with pianist Carl-Axel Dominique, specialising in
presenting new and unknow music by composers such as Yngve Sköld,
Tommie Haglund, Alkan, Grainger and, of course, Delius.
Carl-Axel Dominique is a Swedish pianist, flautist and composer. He
is particularly well known for his interpretations of Messiaen’s piano music,
which he studied alongside the composer. He is also a jazz musician,
performing with his wife, Monica. For the concert, the upright Pleyel piano,
bought by Jean’s grandmother back in 1907, had been moved from the
house into the garden.
Opening the concert, Jean Merle-d’Aubigné greeted everyone,
extending a particular welcome to the players and their families, and to all
those who had travelled from overseas to be there. He congratulated one
couple who had come all the way from Tokyo, and noted apologies received
from those who had been invited but could not attend. He went on to
explain that the concert had been planned to mark the 100th anniversary of
the composition of the Cello Sonata (1916) but that preparations had taken a
little longer than expected, and John Ehde had needed time to recover from
an elbow injury, so the concert now marked the work’s 102nd anniversary.
First on the programme was the Delius Romance, which John Ehde
played with a warm and rounded tone. Chatting with him before the
concert, we had touched on the problems of playing in the open air, and the
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Awaiting the start of the concert

need for the performers to ‘create their own acoustic’. Throughout this
work, and in others later in the programme, the balance tended to favour
the cellist which meant that a true ensemble was rarely found.
The same problems of balance came to the fore in the first movement
of the Grieg Cello Sonata, where the piano tone was insufficiently projected,
particularly in the sections in which the piano held the melodic interest.
The short Grainger piece that followed came across much more
successfully, because the piano was in an accompanying role, with few
independent moments. This was a charming miniature, which many were
probably hearing for the first time.
Taking a well-earned rest, John Ehde left the stage whilst Carl-Axel
Dominique gave us some Messiaen. His playing demonstrated his affinity
with the music of this great composer, but the piano, no doubt a fine
instrument when new, lacked the depth of tone and colour needed to do
justice to Messiaen’s music and the effect of the breeze on the flimsy sheet
music was an unwelcome distraction. It was a good thing that the canopy
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Jean Merle-d’Aubigné and Lionel Carley

was securely tethered!
John Ehde, armed with clothes pegs to secure his music, returned to
the stage for the Delius Sonata, the centrepiece of the programme. He
introduced the work by talking about the debt he owed to Eric Fenby,
whom he met in London in 1984, and his study of Beatrice Harrison’s copy
of the music, marked up with her own fingering. John’s tone and phrasing
in the performance were beautifully crafted, and he played with much
passion, but there was inevitably a lack of support from the veteran piano
in the climactic moments.
Introducing the Olsson Melodie, John noted the difficulties in
composing simple-sounding music. Olsson was primarily a composer for
organ, and this piece is a rare example of his work for other forces. The
music, whilst indeed sounding uncomplicated, was very effective, and this
was one of the more successful moments of the afternoon in terms of
balance between cello and piano.
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Jelka’s painting ‘In a Summer Garden’
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Allowing John another short break, Carl-Axel introduced one of his
own pieces, The Birds of Nam Dinh. Whilst this was inspired by Asian
music,and, in fact, based on a Vietnamese folksong by Ho Chi Minh, it also
clearly demonstrated Carl-Axel’s affinity with jazz idioms, with outer
sections of atmospheric sound painting framing a rhythmic central section.
The recital concluded with two short extracts from Grainger’s
Scandinavian Suite (which had a definite Scottish feel about it) and here,
again, cellist and pianist enjoyed a successful partnership, with melodies
passed backwards and forwards between the two and some very colourful
pianissimo playing.
Following extensive applause for the performers, and with the kind
permission of Jean Merle-d’Aubigné, Stuart Winstanley, a member of the
Delius Society for 30 years, read us some text, and a piece entitled A note
and ode in wonder of a summer garden, written in response to questions from
his grandchildren, who were curious about his trip to Grez. This was very
warmly received; the text is worth reproducing in full:
A note and ode in wonder of a summer garden
NOTE
For the benefit of the younger generation in my family who wonder just
what it is I see in the music of Delius and are asking why I am going to
Grez once more (for the ‘Concert by the River’) having been a few times
already, I sat down a couple of nights beforehand and penned the
following Ode for them (and to myself). Even if when they receive it and
my grandchildren, in particular, think it is just grandad rambling on,
perhaps in the years to come they will find it again in their ‘I-cloud Grandad file’ and take the time to listen to In a Summer Garden and find
that wonderful magic I have found throughout all these years.
ODE
In all the music of Delius that I love, my favourite is In a Summer Garden.
It is for me, the most perfect small piece of what I would call ‘mind’s eye’
nature music that has ever been written by anyone and the recording by
Thomas Beecham has never been bettered. I have only to hear the first
few notes, and I am in that garden once more. The garden as it is today
still retains much of its original wonderful aspects, but this music is the
pure golden essence of that tranquil spot as it was sensed by Delius and
which inspired him to compose such a deeply felt ‘sound-world’. You can
actually hear the whole myriad nature of that garden of a full summer day
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Wooden doors into Jelka’s studio
compressed into just fourteen wonderful minutes. So, make yourself
comfortable and, as the music begins, let Delius take your imagination …
... into his warm, sunlit garden where, ahead and on all sides, there are
masses of flowers and flowering shrubs in the full flush of June and of
every colour and hue, nodding gently to just a whisper of summer breeze,
while butterflies and bees hover and flutter from bloom to bloom. With a
wander and a linger among those fragrant and breathtaking beds the path
then slopes very gradually on into a small meadow-like area and divides
around a reed fringed ‘pool of enchantment’ where dragonflies dart and
glide above its still and azure surface. Beyond that, and after a vision of
the colourful scene left behind, there lies an oasis of cool dappled shade
under giant plane trees standing tall over the approach to the edge of a
gently flowing river. Downstream to the left, an ancient stone bridge
arches the span and to the right, the afternoon sunlight filtering through
overhanging branches, sparkle ‘diamonds’ on a translucence of clear
water which, in the distance, merges into a glowing misty haze; it is
almost as if time in this precious spot has stood still ... that is, until
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retracing those pathways, the full wonder of this poem to nature dissolves
into memory and heart.
... and just about now you will surely have been lulled into a soft and
dreamy sleep … !

Giving the vote of thanks, Lionel Carley expressed his gratitude to the
musicians, remarking that he had not expected to hear the poems of Ho Chi
Minh as part of the afternoon’s entertainment! He thanked David Lloyd
Jones, who was, until earlier this year Chairman of the Delius Trust, for his
and the Trust’s financial support without which the project would not have
been possible. Lionel went on to thank Jean Merle d’Aubigné very warmly
for his generosity over the years in welcoming us into his garden – Jean
interjected a reminder to anyone who had not done so to walk down to the
bottom of the garden – and Kersten Decroix for accommodating guests at
the Hotel Chevillon.
After the concert, guests were invited to look around Jelka’s studio
where her painting In a Summer Garden was on display, kindly loaned by
Jelka’s niece, Nina Booth, who attended the concert with her husband, and
saw her aunt’s garden for the first time. We also saw the doors into the
studio, the surface of which Jelka had used as a palette.
All in all, this was a wonderful afternoon and – for this reviewer – the
first opportunity to visit Grez.
Katharine Richman
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CD REVIEWS
PERCY GRAINGER – COMPLETE MUSIC FOR FOUR
HANDS, TWO PIANOS
Penelope Thwaites piano
John Lavender piano
Timothy Young piano
Recorded 1989, 1991 and 2016
Heritage HTGCD403 (4CDs)

This 4-CD set sees the completion of a
project begun in 1989, the first three CDs
having been released singly between
1989 and 1993 by Pearl,1 while the fourth
disc is only available as part of this boxed
set – somewhat annoyingly for anyone
already possessing the first three and just
wanting to complete the set.
The main work of interest on this
fourth CD is Grainger’s transcription for
two pianos of Delius’s The Song of the
High Hills. This was a work for which Grainger had a special affection. In
December 1922 he attended a performance in London conducted by Albert
Coates (who had premiered the work in 1920), in March 1923 he rehearsed
the chorus for a Delius ‘60th birthday concert’2 in Frankfurt, and he himself
conducted the work in Bridgeport (Connecticut) and New York in 1924, and
in Los Angeles in 1926. And it was on a visit to Grez in August 1925 that
he and Balfour Gardiner played the new transcription to Delius. So
effective is Grainger’s arrangement that the listener is very soon drawn into
a new sound world and not tempted to make obvious comparisons with the
instrumental textures of the original work. Nor, surprisingly, does one
regret the absence of voices, the human element, making this a pure nature
tone-poem. This is only the second recording of this transcription. The
excellent Simon Callaghan and Hiroaki Takenouchi, on SOMM CD0129, at
29’ 17” are nearly five and a half minutes longer. But for them it is not so
much a matter of taking a slower tempo. There is after all no one pace for
ascending a mountain. Callaghan and Takenouchi do at times emphasise
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the heaviness of the ascent, but elsewhere at several places they hold back
for a sharper emphasis on some exquisite detail or even to take in the view
as it were, while Thwaites and Young seem more concerned with the overall
shape, perhaps realising the importance of keeping Delius moving. Yet
both are equally valid interpretations, refreshingly different as can be the
weather from one ascent to another.
The remaining nine works on this new CD are receiving first
recordings in their four-hand versions. Two are of particular interest. The
first is Balfour Gardiner’s English Dance, derived from the orchestral work
of the same name that received probably its only performance at the 1904
Proms, conducted by Henry Wood. Dedicated ‘to Percy Grainger who first
taught me “The English Dance”‘, it underwent some slight reworking in the
‘20s but, unpublished, it might well have disappeared had Grainger not
made this arrangement for two pianos while crossing the Atlantic in August
1925. Gardiner’s English Dance does not have the drive and energy of
Grainger’s work of the same name, composed in 1902 and reworked for
piano(s) and for orchestra at different stages of his life. Gardiner’s is, at
least at first, a more stately, countrified affair, slowly building in strength
until, with a rhythmic twist to the opening theme, the tempo picks up and
the piece develops with some ingenuity.
The other work is Grainger’s Konzertstück, in essence a nine-minute
piano concerto movement in C minor (1896) which is the product of the
thirteen-year-old’s first year of study at Frankfurt Konservatorium.
Although a few bars of the second movement also exist, Grainger
progressed no further, possibly because his teacher Karl Klimsch
considered the work too ‘florid’. However, Grainger did not reject it, as
later, in a more adult script, he made a copy, with some variations in the
harmony and lay-out. Transcribed by John Lavender and orchestrated by
Benjamin Woodgates, the work received its first performance at Kings
Place, London on 8th October 2014. The two-piano version is receiving its
premiere recording on this disc. While showing nothing whatever of the
style of the mature Grainger, it is a remarkably accomplished work for so
young a student, with a youthful vigour and tunefulness that in places
recall Mendelssohn and Mozart.
Elsewhere on this new CD, transcriptions of pieces by Palestrina,
William Lawes, Bach and Grainger himself (The Maiden and the Frog and
Walking Tune) provide a varied fare. The only other substantial work is
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Grainger’s 1941 arrangement of Richard Addinsell’s Warsaw Concerto from
the 1940 film Dangerous Moonlight. Warsaw Concerto was one of the first and
the most popular of a number of ‘piano concertos’ that were written for the
cinema. Roy Douglas, who over a period of about 10 years orchestrated all
Addinsell’s film music, had asked for royalties but instead he was paid £100
for orchestrating the whole score without any credit,3 a paltry sum
considering the great success of the film and the royalties he might have
received from the performances and recordings that followed, not to
mention the huge sale of sheet music. Grainger’s transcription was
published in 1942 and he occasionally included it in his concerts as a solo
artist. Another, less familiar and less impressive Addinsell transcription
made in 1954 and entitled Festival, from the incidental music for Emlyn
Williams’ ghost play Trespass, is on CD3.
The 50 tracks on the other three CDs are too numerous to list here, but
in addition to four-hand versions of many familiar works by Grainger – In
a Nutshell Suite, Lincolnshire Posy, Over the Hills and Far Away, Hill-Songs 1 &
2, Handel in the Strand, Harvest Hymn and Molly on the Shore, to name but a
selection - and a good number that are much less well known, the third CD
includes further transcriptions of works by other composers, among them
Cyril Scott’s Three Symphonic Dances, Grieg’s Knut Lurasen’s Halling II, the
Fantasy on Themes from Porgy and Bess and Gershwin’s Embraceable You,
Claude le Jeune’s La Bel’ Aronde (two versions) and Delius’s Dance Rhapsody
No 1.
This set complements the 19-CD Grainger Edition from Chandos in
which Penelope Thwaites was the principal pianist, and she, John Lavender
and Timothy Young offer authoritative performances.
Stephen Lloyd
Percy Grainger Piano Music for Four Hands: Volume 1 SHECD9611, Volume 2 SHECD9623,
and Volume 3 SHECD9631
2 Delius mistakenly believed he had been born in 1863, a fact that went uncorrected until
Heseltine visited Somerset House at the time of Beecham’s 1929 Delius Festival
3 As Roy Douglas informed this reviewer, when interviewed at his home in Tunbridge Wells
on 23 July 1996
1
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BRITISH CELLO SONATAS

Ireland, Delius and Bax Cello Sonatas
Lionel Handy cello
Jennifer Hughes piano
Lyrita SRCD.361
Here is a very welcome addition to the
somewhat select number of recordings of
British cello sonatas. All three works are
performed with real musical connection
built on respect for the music and the
instructions on the page, (not always a
given in some cases).
I particularly enjoyed the feel for the
structure which was conveyed in each of
the movements of the John Ireland
Sonata where the demands for each
player were admirably moulded into the characters within the work. The
closing section of the finale for example, with its echoes of Debussy and
Ravel, was excellent and rounded off a fine performance that proved the
case for this Sonata to be programmed rather more often. The recorded
balance between the instruments was excellent throughout the disc.
With regard to the transcription of the Sonata No 3 for violin and piano
of Delius, I must applaud Lionel Handy for the care and considerations he
has made. I was also interested by the helpful information in the booklet
concerning the earlier transcription that Lionel Tertis made for the viola
(and not available in a download, of course).
Having deliberately listened to this cello version before comparing the
original, I was never uncomfortable with the issue of registration employed
nor aware of any uneasy ‘changes of gear’ which can be an issue in some
similar sonata transcriptions (Franck or Brahms G/D major violin sonatas
for example).
Take for an example the start of the third movement, where the
warmth of the cello voice seems very natural and ‘at home’. At times in the
second movement the music could have been slightly more connected
between musical statements and at certain points within the 12/8 treble clef
passage work there was the need for some understandably considered
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playing where the notation lies less comfortably for a cellist’s left hand. The
articulation of the basic crochet-quaver notation in this movement was not
quite as I would have expected from the text, though I suspect a conscious
artistic decision here.
The warmth of the cello sound and the excellent duo playing from
pianist Jennifer Hughes made for a convincing and highly satisfying
performance.
The Bax Sonata, the most substantial work of the disc, is delivered with
energy and due drama and this compelling performance sits well alongside
another recent issue on disc from Paul and Huw Watkins. I found the first
movement particularly impressive given its declamato opening section offset
by the English lyricism of the second subject in a work full of creative
invention (note the haunting piano ostinato in the second movement).
A very enjoyable and welcome issue and also a companion disc to the
early recording of Bax works for cello and piano from Lionel Handy and
Nigel Clayton (Sleeveless Records SLV1007).
Stephen Threlfall
An article by Lionel Handy on his transcription for cello of the Violin Sonata No
3 is on page 24.
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GRIEG & DELIUS PIANO CONCERTOS
Grieg: Piano Concerto in A minor Op 16
Grieg: Sketches for Piano Concerto No 2 in B minor
Delius: Piano Concerto in C minor
Delius: Three Preludes
Delius: On Hearing the First Cuckoo in Spring
Mark Bebbington piano, Irene Loh piano
Royal Philharmonic Orchestra
Jan Latham-Koenig conductor
Playing time 74’59”
Somm CD 269

Delius’s Piano Concerto, completed in
1906 after a decade of evolution, is a fullblooded romantic work that belongs in
the exalted company of Grieg’s Concerto
in A minor (1868), Tchaikovsky’s
Concerto in B flat minor (1875) and
Rachmaninov’s Piano Concerto No 2
(1901), among very many others. That it
entered this company seems to have
been due in part to the intervention of
the
Hungarian
pianist-composer
Theodor Szántó who, perhaps on the advice of Busoni, was given the task
of revising the piece. In the words of John White,
‘… the soloist’s part was completely revised – indeed, largely re-written –
by Szántó, and Delius got what he did not want: a virtuoso concerto.’1

Yet Delius, writing to Percy Grainger, stated:
‘Szanto arranged the Klaviersatz most beautifully – & made it much more
effective’.2

Most commentators have found the revised one-movement version
preferable to the original three-movement work, with its sprawling final
movement, that was first played in Elberfeld in 1904 by Julius Buths,
conducted by Hans Haym.
As has often been commented, the Concerto does not closely resemble
any of Delius’s other compositions, except in the quiet passages in which
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the piano communes with solo instruments of the orchestra or adds a
graceful counterpoint to the orchestral texture. Nevertheless, Bebbington,
most ably partnered by Latham-Koenig, delivers with insight not only the
more characteristically Delian passages, but also the virtuoso elements that
Delius, in the end, found that he needed.
The Three Preludes, published in 1923, and generally reckoned to be
Delius’s best work for solo piano, here receive sensitive, idiomatic
performances. It is a shame that the penultimate bar of the second prelude
dissolves into a harmonic blur; that this is unnecessary, both Evlyn
Howard-Jones in 1929 and Paul Guinery in 2011 demonstrate, simply by
articulating the written notes clearly. In the third Prelude, the challenge of
the two bars before the octave-higher return of the original theme at bar 23,
in which the note values are highly sub-divided, is nicely judged. There are
thumps from the sustaining pedal throughout: the piano technician’s
oversight, rather than the pianist’s fault. The problem is less audible in
Grainger’s piano duet transcription of On Hearing the First Cuckoo in Spring,
in which Bebbington is partnered by the talented young Malaysian pianist,
Irene Loh. It is a disciplined performance which allows the harmonies to
speak for themselves.
The decision to set down another recording of the Grieg Concerto,
despite the existence of dozens of earlier versions, some of them very fine,
can only be described as courageous. Yet this performance is thoroughly
enjoyable, with the exception (for this reviewer) of the slow tempo of the
middle movement (duration 7’13”, compared for example with Andsnes’s
6’10” and Bavouzet’s 6’13”). At this speed, musical cohesion is difficult to
maintain. Elsewhere, Bebbington plays with admirable bravura, coupled
with fine sensitivity.
It is good to have on this new recording the fragments left by Grieg of
his never-completed second Piano Concerto, played both by Mark
Bebbington alone and in a restrained and nicely idiosyncratic orchestration
by Robert Matthew-Walker (who also contributes the liner notes). The three
fragments, which from their disparate natures seem to have been intended
for separate movements of the work, can yet be welded together reasonably
convincingly, as is demonstrated here. In under four minutes of music we
are shown both what has mercifully survived and, at the same time, we are
provided with an insight into what we have forever missed. There have
been attempts to ‘complete’ the work, for example by Helge Evju and
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Laurent Beeckmans, but these admirable distractions are not in the same
league as, for example, Anthony Payne’s reconstruction of Elgar’s Third
Symphony. All credit to Bebbington and Matthew-Walker for their sensitive
restraint.
This is yet another enterprising issue from the admirable Somm label.
Roger Buckley
1 John White, ‘The Delius Concertos – A Survey, Part 1: The Three Versions of the Piano
Concerto’, The Delius Society Journal, 125 (1999), pp8-14
2 Letter dated 29th April 1914, transcribed in: Lionel Carley, Delius: A Life in Letters 1909-1934.
(Aldershot: Scolar Press, 1988), p126

Selected comparative recordings
Delius Piano Concerto in C minor
Piers Lane/Ulster Orchestra/David Lloyd-Jones (original 3-movement version) (Hyperion
CDA67296, 2005)
Piers Lane/Royal Liverpool Philharmonic Orchestra/Vernon Handley (EMI 0 84182 2, recorded
1994)
Philip Fowke/Royal Philharmonic Orchestra/Norman del Mar (Unicorn-Kanchana UKCD
2072, recorded 1985)
Jean-Rodolphe Kars/London Symphony Orchestra/Sir Alexander Gibson (Decca 478 3084,
recorded 1969)
Delius Preludes
Evlyn Howard-Jones (Danacord DACOCD 717, recorded 1929)
Paul Guinery (Stone Records 5060192780130, 2011)
Grieg Piano Concerto in A minor
Leif Ove Andsnes/Berliner Philharmoniker/Mariss Jansons (EMI Classics 0946 3 94399 2 8,
2007)
Jean-Efflam Bavouzet/Bergen Philharmonic Orchestra/Edward Gardner (Chandos CHSA5
190, 2018)

Readers may also be interested in an account of Mark Bebbington’s presentation to
the Delius Society on page 87.
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DVD REVIEWS
THE PLEASURES OF DELIUS
John Bridcut
Crux Productions
90 minutes

Apart from its slightly lugubrious
beginning (about Delius’s re-internment
in Limpsfield Churchyard), this
marvellous film radiates a growing
sense of deep happiness and enjoyment,
not only on the part of all those
involved, but also in the music – a signal
achievement on John Bridcut’s part.
This is the fourth of his brilliant
documentaries about English (-born)
composers, and probably the best – an
illuminating exploration of the many
contradictions in Delius, which centres
unashamedly on the erotic aspects of
both his life and his music. It may well
be that the majority of readers of this
Journal are unaware (or might even not wish to know!) that that is a major
aspect of either of them, but, without exception, every member of the ‘cast’
is in no doubt at all that it is.
For a composer, Delius’s early years were most eventful – a refusal to
join the family wool business, two years in America, two at the Leipzig
Conservatorium, and then a long spell in Paris before he married and, in
1903, finally settling down in Grez for the rest of his life – and that gives
ample opportunity for vivid, perhaps over-vivid, illustrations of the ‘high
life’ he undoubtedly enjoyed in Paris. Some viewers may feel that there is
too much about sex and its trappings - although there is no sensationalism
in the sections about Delius’s illegitimate American child and his syphilis –
but that is what the ‘cast’ insist is all part of the ‘Delius picture’. The
questions about his marriage to Jelka Rosen are sensitively handled. Delius
was, of course, a ‘poet of Nature’, but the myriad of ‘nature pictures’ –
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forests and trees, water, bees, waving grass and kissing pigeons, for
example – might seem to have escaped from a television advertisement!
The ‘cast’ could not be bettered. They are all very engaging and
enthusiastic: knowledgeable about Delius the man and persuasive
advocates for the music, with the three foremost conductors of Delius today
as the ‘stars’. Bo Holten relishes everything about Delius’s character –
particularly the naughty bits – and his orchestra, the Aarhus Symphony
Orchestra, plays marvellously for him, with an obvious sense of
commitment.
Not surprisingly, the deep love of the other two major conductors,
Mark Elder and Andrew Davis, for the music comes over equally strongly.
Elder put an extremely powerful case for Delius’s music generally, and
there is a sequence, lasting several minutes, of Andrew Davis listening to,
and commenting on, The Song of the High Hills which leaves one in no doubt
at all of its effect on him! Anthony Payne’s many brief contributions from
the point of view of both a composer and a student of life are most
illuminating, as are those of Paul Guinery, the musicologists, the
Frenchmen Jérôme Rossi and Michel Fleury, Daniel Grimley, and others all hugely enthusiastic.
The two singers, the soprano, Christina Christensen, and the baritone,
Simon Duus, are ideal in a quite substantial excerpt from Delius’s last work,
Idyll, and the un-named Danish chorus and the Oxford-based Schola
Cantorum under Jamie Burton are also both quite excellent – while the
photography of the performers, collectively and individually, (mainly in
the Aarhus concert hall) is greatly superior to that usually seen on TV.
Perhaps the highest tribute that can be paid to this very special film is
that if many people who do not know of Delius’s music saw it, it would be
surprising if some of them did not immediately investigate – and The Delius
Society might acquire more members!
Martin Lee-Browne
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BOOK REVIEWS
TOWARD THE SUN RISING: RALPH VAUGHAN
WILLIAMS REMEMBERED

Stephen Connock
Albion Music Ltd, 2018, pp393
ISBN 978-0-9956284-3-4
£30.00

It is 60 years since the death of Ralph Vaughan
Williams and we still do not have a biography
which does full justice to the stature of this
composer. In view of this unfortunate situation
we must be grateful that Albion Music has
published Toward the Sun Rising: Ralph Vaughan
Williams remembered, which is edited by
Stephen Connock.
The editor began collecting detailed
memories of Ralph Vaughan Williams in 1996,
working in close collaboration with the
composer’s second wife, Ursula Vaughan
Williams, who gave him introductions to
Simona Pakenham, Michael Kennedy, Roy
Douglas, Sir David Willcocks, Ruth Gipps, Jill Balcon and Lord Armstrong.
There are now 67 individual recollections, described by Stephen Connock
as ‘Primary Memories’ – recollections directly commissioned for his book –
and 46 have been transcribed in full. To these Stephen Connock added 39
of what he calls ‘Additional Memories’, ranging from Larry Adler to
Virginia Woolf. These were taken mainly from published books, magazine
articles and broadcasts (in the UK and USA) as well as from unpublished
sources in the Vaughan Williams Collection at the British Library in
London. These ‘Additional Memories’ are generally provided by people
who had died before he began his work. The book brings all this material
together in a comprehensive Introduction. Toward the Sun Rising also
includes many photographs and several other illustrations, mostly given to
the author by Ursula Vaughan Williams. Some of these have not previously
been published.
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Stephen Connock tells us in the Acknowledgements at the beginning
of the book that many of those interviewed were surprised that they had
not been interviewed for any of the biographies of Vaughan Williams,
which might explain some of the inadequacies of these works. Connock
provides us with a glorious portrait of a modest, kind, intelligent musician
and a great composer. Whilst some of the anecdotes and descriptions of
people and places are repeated several times, overall the different views of
the composer included here are many and various. This is an important
addition to the literature as it brings to one place so many memories from
different people which will be invaluable to a future biographer.
The book has a clear structure, and Connock is careful to introduce
each contributor – whether they are family members, performers,
composers, friends or other relevant individuals. The book begins with a
biographical note, informed by the memories included within, and has
several helpful appendices as well as an ample index. All of this ensures
that our expectations are wholly met, and this is an excellent addition to the
bookshelves of all those who are interested in English music.
Vaughan Williams appears to have had rather mixed feelings about
Delius and his music. In a letter (included in Letters of Ralph Vaughan
Williams edited by Hugh Cobbe), written in 1941 to Lord Kennet who
wanted advice as to whether his son should pursue a career in music,
Vaughan Williams advised that he should be a ‘spare time composer’ and
should be in touch with practical aspects of music such as playing in an
orchestra, singing in a chorus and conducting and teaching. He thought
Wagner had benefitted from working for a while as a conductor and that
Brahms had not benefitted from such experience after refusing this kind of
practical work. Of Delius he says:
‘Delius would perhaps have had more backbone in his music if he had
gone down into the arena and fought with beasts at Ephesus instead of
living the life beautiful in a villa in France.’

Vaughan Williams continues this theme in a letter, included in the same
volume, this time to Fritz Hart in 1948, and suggests that if Delius had
experienced some of the struggles which Holst had experienced with music
it would have added strength to the beauty which Delius undoubtedly had
in his music. In 1955 in reply to a letter, also in Cobbe’s edition of the letters,
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from Michael Kennedy, who had made a mention of the music of Delius, he
responds thus:
‘… About Delius – I think anyone who could write the wedding scene
from Romeo and Juliet (not the Paradise Garden) entitles Delius to be a
great composer – for the rest he smells rather too much of the restaurant.’

Conversely, in his book The Works of Ralph Vaughan Williams Michael
Kennedy recalls the composer having no very high opinion of Delius in his
later years. He tells us how Vaughan Williams conducted Delius’s Two
Aquarelles although he thought it was not worth the trouble because of their
difficulty. He told Kennedy
‘Delius always sounds to me like the curate improvising I am afraid. His
music doesn’t grow, it is addition not multiplication’.

In National Music and Other Essays, Vaughan Williams says of the folk-song
movement and its impact on English composers
‘... none of the more level-headed of us imagined that because Beethoven
quoted a Russian tune in one of his Rasumovsky Quartets he therefore
became a Russian composer; or that because Delius used an English folk
song in one of his compositions it made him into an Englishman. Those
who claim England as the birthplace of Delius’s art must base their
argument on more valid premises than this.’

Interestingly Stephen Connock includes in Toward the Sun Rising a
recollection of the musician and academic Ruth Dyson, who remembered a
performance of An Oxford Elegy. Vaughan Williams had been worried that
this work was too romantic and had asked her and her friends what they
thought of it.
‘He said to a group of us “Well what do you think? I’m told it sounds like
Delius, but I think it’s worse than Delius.”‘

This book raises a number of apparent contradictions in relation to
Vaughan Williams’s character and asks: ‘Who really was Ralph Vaughan
Williams?’ Stephen Connock concludes that
‘many of the contradictions identified, with closer thought, are not
contradictions at all - they are different facets of the same character.’

There is much else to think about and enjoy in this wonderful book.
Paul Chennell
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BRITISH MUSICAL CRITICISM AND INTELLECTUAL
THOUGHT 1850-1950

Jeremy Dibble, Julian Horton, editors
The Boydell Press, 2018, pp372
ISBN 978-1-78327-287-7
£65.00

In so far as a compendium of essays on such a
large-scale subject as this may require the input
of two editors, on the first page of their joint
Introduction, entitled ‘Trends in British
Musical Thought 1850-1950’ (though the
contents cover a rather wider period, close to
the end of the 20th-century, as more properly
befits a book published in the series Music in
Britain 1600-2000), Professors Dibble and
Horton confess to having omitted detailed
assessments of the work of such prolific and
widely-influential figures as A Eaglefield Hull,
H C Colles and Edwin Evans, among others,
thereby devaluing, from the start the claimed
range of what might well have become in, say, a two-volume set, a more
suitably comprehensive and therefore more valuable contribution to
discussions of the subject.
Indeed, the very selectivity and differing approaches of the various
contributors make for inconsistencies which at times are disconcerting, and
which render the very title of this book somewhat misleading, not least
when various comments are made in passing by the contributors which
either omit or fail to acknowledge the significance of certain influential
figures in British music during this wide-ranging period, other than those
which the editors acknowledge on their Introduction’s first page.
Such an approach removes any likelihood of a narrative history of
those one hundred years. The result is a collection of polemical studies of
varying worth and inconsistent summations. This approach is not
necessarily to be condemned, for the contributors, in the main, have been
chosen with care, and are all worth reading, although early 21st-century
opinions jar occasionally when put alongside those of earlier times, rather
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as performances of the classics and of certain new music (especially of the
‘new complexity’ variety) sit oddly when set against the ‘anything goes’
values in almost every other branch of contemporary art (except for poetry,
of course, which discipline, in contemporary guise, appears to have
disappeared from the face of the earth). If largely the contents are writings
on aspects of the subject about which the various authors are enthusiastic,
the implications of the book’s title suggest a dichotomy which is not wholly
successfully achieved.
In 1850, the strength of British intellectual thought could hardly have
been applied to musical criticism as it could more readily have done so in
German-speaking Europe – for obvious reasons, not least the fact that
almost all of the most significant composers of the day were either German
or Austrian. There was little, if any, British equivalent – hardly any, in
music; Beethoven’s piano sonatas, for example, were not first performed in
England as a cycle until 1870, by Sir Charles Hallé – so, although Chorley
was undoubtedly the leading musical commentator in Britain during the
early decades of this period, such significant writers on music as Ebenezer
Prout, Eaglefield Hull (much later) and others began to publish and
influence the wider concept of musical criticism from the early 1870s
onwards, their omission, other than ‘in passing’ comments or footnotes, has
a rather deleterious effect on the range and scope of the collection.
For example, it was Eaglefield Hull’s five-part analysis (with music
examples) of Schoenberg’s Five Orchestral Pieces Op 16 in the Monthly
Musical Record of March-July 1914 (following Wood’s world premiere of the
work in 1912, and Schoenberg’s own London performance early in 1914 –
this latter being only the second performance) that enabled adventurous
music-lovers to come to terms with this ground-breaking score. Although
Hull ended by stating the fifth piece was ‘a hideous nightmare’, his careful
analysis of the work is but one example of his extraordinarily wide range
of interests, further exemplified by his ground-breaking book on Scriabin,
published in 1916 (Hull was an early British champion of the Russian),
though one cannot quite go along with Phillip Ross Bullock’s claim that MD Calvocoressi would have been ‘horrified’ by Hull’s ‘passion for Scriabin’
– Calvocoressi certainly regarded Scriabin’s piano music as ‘altogether
artificial’ (in an essay praising Leo Ornstein), but he and Hull remained
mutually-admiring colleagues.

84

DSJ 164

One welcomes those contributors who would appear to have some
reverence for their subject, but Paul Watt’s chapter on Ernest Newman
occasionally veers towards the disingenuous in describing Newman’s
failure to find any merit in the music of Liszt, for example: ‘he cared little
for the music’, Watts says, a pretty broad understatement, for Newman
cared enough in his dislike of Liszt to write an appalling hatchet-job of a
book on the composer, so shot through with vilification and downright
ignorance as to have spearheaded the decades-long dismissal of the
composer in this country. So much for Newman’s misapplication of his
‘method’ approach to musical understanding, still remembered by those
who recall his last years as chief music critic for The Sunday Times in the late
1950s, wherein it appeared he was terminally obsessed with Richard
Strauss and Hugo von Hofmannsthal. Delians in particular will applaud
Julian Horton’s acknowledgement of Michael Spitzer’s observation of
Tovey’s lack of a ‘systematic analytical theory’ looking now ‘more like
virtues than faults’, in the light of Deryck Cooke’s famous comprehensive
analysis of Delius’s Violin Concerto 50-odd years ago, in which Cooke surely
took his model from Tovey, rather than from Newman’s entrenchment. It
is good to read Horton’s acknowledgement of Tovey’s seemingly innate
grasp of the individual mastery of Schumann’s orchestration in the light of
the smaller orchestral forces available to the composer-conductor in
Leipzig.
One cannot entirely agree with Sarah Collins regarding what one
might term ‘the Englishness of English art’ in her chapter ‘AntiIntellectualism and the Rhetoric of “National Character” in Music: the
Vulgarity of Over-Refinement’ (sic), encapsulated (if that is the word) in her
circa 350-word footnote on page 201, which appears as a thinly-veiled
argument against the results of the 2016 UK Referendum – quite what the
current Brexit situation has to do with the subject of the book’s title is
unexplained by the editors – although Delians will find matters to ponder
over later in her chapter as she appears to struggle with the simple (but
hard-won, and lengthy) conclusions that Delius was a great and original
composer from Koanga onwards and that the impact his music made in the
pre-War opening years of the 20th-century in both Britain and on the
Continent was profound, if not, of itself, ‘influential’.
Similar early-21st century revisionism may be found in Patrick Zuk’s
final chapter, on Hans Keller (whose influence on British music criticism
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almost – but not quite – wholly occurred after the book’s cut-off date of
1950), a view of Keller that would have, I am sure, reduced the subject to
exasperation, when Zuk says,
‘Whilst one can readily see how Keller could adduce Schoenberg as a
paragon of the modernist (sic) composer, it was less clear how Britten
conformed to his model, especially as, in Keller’s words, Britten contrived
“to make his truths ‘beautiful’ or at least – in the case of such ‘ugly’
material as emerges ... un-ugly, ‘fascinating’ and indeed ‘well-sounding
to even the conservative ‘beauty’-starved listener.”’

The point Zuk avoids is that neither Schoenberg nor Britten conformed to
any Kellerian model; in each case, the composer concerned was a true
original, and as such, ‘conforming’ was never part of their individual
aesthetic – other than what one might term their differing ‘approach’ to,
say, C major, each having arrived at broadly similar points albeit by
different routes – their ‘model’ in each case being easy to ape by lesser later
figures (of which there are countless examples).
In other words, Zuk appears more readily to appreciate Keller’s grasp
(to put it no higher than that) of Schoenberg as a Viennese Jewish refugee
than his early-on (post-Grimes) blinding insight into Britten’s genius
(whatever was tagged-on to the gay Englishman’s contemporaneous rural
character) – but the fact that Keller could so profoundly understand both
their differences and their more deeply-rooted connexions, and could
explain them in a language which was not that of his birth (Keller once told
me that, on being invited to give a talk on Austrian Radio on Schoenberg,
he had first to write his script in English and then get it translated – after
40-odd years in this country, his German was pretty much unreliable) – this
musical ecumenicalism of Keller (also a profound admirer of John Lennon)
may appear odd to Zuk and to those millennial musicians whose scope
today is not as wide as the subjects covered herein.
On balance, then, if occasionally provocative (no bad thing in itself),
this is a reasonably worthwhile compendium, cast more widely and less
deeply than the title suggests, which some may feel is over-priced. There
are some very rare individual photographs and mercifully few music
examples.
Robert Matthew-Walker
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DELIUS SOCIETY MEETING REPORTS
MARK BEBBINGTON

Wednesday 25th April 2018
National Liberal Club, London
Photo Rama Knight

We were fortunate to be able to offer another
live music event so soon after Midori
Komachi’s excellent presentation, Delius in
Japan, in February. This time pianist Mark
Bebbington (pictured, right) discussed his
recently-released CD of the Delius and Grieg
Piano Concertos, illustrating his comments at
the keyboard.
Introducing Mark, the Society’s President,
Lionel Carley, remarked that he had known
Mark for 20 years but had never yet heard him
play the Delius Piano Concerto. He described
Mark as a very fine pianist with a strong
commitment to British music and noted that
his CD had already received excellent reviews. Lionel also introduced
Robert (Bob) Matthew-Walker, Editor of Musical Opinion and the Grieg
Society Journal and author of two books on Grieg.
Mark began by acknowledging the part that Bob Matthew-Walker had
played in the genesis of the CD. It was he who came up with the idea of
coupling the Delius and Grieg concertos on one disc, something that had
never been done previously, despite the links between the two composers
being well known. Bob was also aware of the existence of 152 bars from a
projected second piano concerto by Grieg, along with the composer’s
suggested orchestration, and he undertook to assemble these sketches into
a coherent structure without adding to the music or trying to finish it, and
this recording was being offered for the first time.
Delius’s Piano Concerto has never become established in the repertoire
and in that sense it joins concertos by other distinguished British composers
such as John Ireland, whose Piano Concerto once enjoyed popularity but is
rarely heard now. Grieg and Delius met for the first time in 1887 and a
warm friendship developed. On their second meeting, Grieg gave Delius a
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Robert Matthew-Walker addresses the audience

copy of his Piano Concerto, but it wasn’t until 10 years later that Delius
produced his own.
Delius was taken with the idea of writing a concerto in a onemovement fantasia style and this is what he first produced, although
following a play-through with his friend Busoni, on two pianos, Delius
reworked it into a three-movement format, which was first performed in
Elberfeld, conducted by Julius Buths, not by Busoni, and went on to have
several more successful performances. Despite this, Delius reworked it
again, combining the original fantasia idea with the three-movement
concerto to produce a one-movement work lasting around 25 minutes.
Mark said that he admired both versions but preferred the revised singlemovement version as he felt that it combined the best structural features of
both.
Mark then moved on to discuss the problems of performing and
recording a work which lacks an established performing tradition. There
are several recordings of the work – including those by Piers Lane, Philip
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Fowke, Clifford Curzon and Howard Shelley – but it was the recording by
Benno Moiseiwitsch, conducted by Sargent, that most influenced him as he
felt that Moiseiwitsch brought a personal rubato and freedom to the
performance. However, conductor Jan Latham-Koenig was of the opinion
that Mark should forget Moiseiwitsch and focus on what Delius had
written, to avoid his interpretation becoming a filtered version of others’
recordings.
Mark paid tribute to Jan Latham-Koenig, a wonderful conductor who
had never seen the score of the Delius Concerto before embarking on this
project and dedicated to it a huge amount of time. They had gone through
the score together bar by bar until Jan found a harmonic pacing that would
work for all the disparate elements of the Concerto. Since the nature of the
work is rhapsodic, it is the performers who can help structure the material.
We then heard a recording of the first five minutes of the Concerto, with
its magical orchestral sounds, and the music gradually evolving. Mark
pointed out that Jan had had the courage to do what he believed Delius
wanted – to retain the slow harmonic pulse and think of it as intimate
chamber music rather than a grand concert hall opener. He went on to
explain that the work never really defines itself as a piano concerto, having
a kind of ambivalence because it isn’t typical of the Romantic concerto.
Mark demonstrated on the piano the chorale-like theme which is first
introduced on the horns, pointing out differences in orchestration in the
answering theme between the original and revised versions, and also
highlighting the rhythmic motif beginning with a triplet, from which much
other material is derived. Mark also demonstrated on the piano how one
changed note can have a profound emotional effect on the music.
Turning to the slow centrepiece of the work, Mark mentioned its
similarity to the second movement of the original version and
demonstrated a section that closely resembled the opening of the slow
movement of Grieg’s Piano Concerto. Grieg allows the pianist to decorate
the harmonies, giving the impression of much greater movement than is
actually present in the harmony. He said that the tendency in the Delius is
to hurry the tempo, but Delius’s intention was that it should be slow.
Playing an extract from this section of the work, Mark commented on the
problems integrating the solo part with the orchestra given so much rubato,
and said that the conductor and soloist needed to be firmly locked together
to enable a successful result.
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Recording session in St John’s Smith Square with the
Royal Philharmonic Orchestra and Jan Latham Koenig

Mark then invited questions and comments from the audience. Bob
Matthew-Walker remarked on the fact that both the second movement of
the Grieg concerto and the central slow section of the Delius were in the key
of Db major. In the case of the Delius, this is a key not too far removed from
the home key of C minor, but for Grieg it is a long way from A minor. He
went on to praise the Royal Philharmonic Orchestra, describing them as
world class, and said how much he had enjoyed attending the recording
sessions. He noted that when Delius produced his Piano Concerto it was, up
to that time (1907), the longest single-movement piano concerto ever
written. Bob said that, in his opinion, the revised single-movement version
was far superior to the first version.
The pianist Theodor Szántó was the soloist in the first performance of
the revised version and is known to have influenced Delius’s piano writing.
Roger Buckley asked Mark for his views on Szántó’s contribution. Mark
acknowledged that there could be said to be a degree of vulgarity about
some of the piano writing which was unduly ostentatious when viewed on
the page, but that it was up to the soloist to play the music sympathetically.
He noted a comment by the conductor Norman del Mar who thought that
Delius’s scores were unimpressive on the page, and said that for him the
magic was in the realisation.
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Following a break for refreshments, Mark performed the Three Preludes
of 1923, expertly coaxing warmth and sonority out of the piano. He was
then joined by the Malaysian pianist Irene Loh for Peter Warlock’s
transcription for piano duet of On Hearing the First Cuckoo in Spring. This
was extremely well played, but for me rather monochrome, and I was left
wanting much more colour – perhaps more than the National Liberal Club’s
grand piano was able to give.
To end the evening, the CD of the entire Delius Concerto was played.
Mark had remarked earlier that many Delians viewed this as a substandard work, but he hoped that his recording would go some way to
convincing us that it is in fact a magnificent Romantic piano concerto.
Whether or not you agree, it is certainly an inspired idea to pair the Delius
and Grieg concertos, and to include the ‘new’ recording of Grieg’s sketches
for a second concerto. The interest sparked by these different elements will
surely bring the Delius work to a much wider audience.
Katharine Richman
A review of the CD, by Roger Buckley, is on page 75.
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THE DELIUS PRIZE

Friday 11th May 2018
Angela Burgess Hall, Royal Academy of Music
David Hill, adjudicator
The new award-winning, 100-seat, rooftop Angela Burgess Hall was an
ideal venue for the 2018 Delius Prize, held on Friday 11th May. There were
four entrants – a lower number than had been hoped for – and all four
consequently played in the Final without having gone through a first
elimination round. We heard three cellists and a soprano, all accompanied
on the piano; it is worth remembering, though, that entrants are always
judged as an equal duo partnership in Delius Prize competitions.
Introducing the evening, Roger Buckley, representing The Delius
Society, said:
‘The purpose of this competition is to encourage young musicians to
investigate and perform music by Delius, with the incentive of cash prizes
for the winner and runner-up, and to perform a twenty-minute public
recital, at least half of which consists of music by Delius (the balance being
of music by any of his contemporaries). The previous winners have
enhanced their CVs and, in a number of cases, have gone on to perform,
record and promote the music of Delius. Over the years, the Prize has
introduced nearly two hundred young musicians to Delius.’

Unsurprisingly, given that there were three cellists amongst the finalists,
we heard two performances of the Cello Sonata and three of the Romance.
The full programme was as follows:
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Hamin Kim cello
Harry Rylance piano

Delius Romance
Delius Cello Sonata

Hannah Curtis soprano
Gus Treadwell piano

Delius Young Venevil
Delius The Homeward Way
Delius Twilight Fancies
Delius Three Shelley Songs
(Indian Love Song; Love’s
Philosophy; To the Queen of my
Heart

Hamzah Zaidi cello
Luca Gliozzi piano

Delius Romance
Delius Cello Sonata
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Ye Jin Choi cello
Kevin Suherman piano

Delius Romance
Delius, arr Fenby Serenade from
Hassan
Debussy Cello Sonata

Hamin and Harry gave a well-paced account of the Romance and Cello
Sonata; the latter was more technically assured than the former, and this
reviewer would have liked more colour and communication in what was a
slightly monochrome performance.
Engaging from the outset, Hannah and Gus worked especially well as
a partnership, Gus providing a very sensitive and musical accompaniment.
There were a few little technical issues in Hannah’s performance but these
were far outweighed by vivid communication throughout.
Returning to the Romance and Cello Sonata, Hamzah and Luca put
behind them the various technical issues at the start, becoming more
assured as they went on, with the end of the Sonata very well paced. As a
duo, though, they did not always work successfully together.
I was concerned when Ye Jin Choi positioned her cello so that she
couldn’t see her pianist, but I need not have worried; from the opening
phrase of the Romance it was obvious that this was a performance in a
different class to the others – beautifully phrased, technically assured and
engagingly communicated.
Following a short break, the adjudicator, David Hill, took to the stage
to present his feedback. Renowned for his fine musicianship, David Hill is
widely respected as both a choral and orchestral conductor. He has just
completed his 20th year as Musical Director of The Bach Choir; he is also
Associate Guest Conductor of the Bournemouth Symphony Orchestra,
Music Director of Leeds Philharmonic Society and Principal Conductor of
Yale Schola Cantorum. Until recently he was also Chief Conductor of the
BBC Singers.
David began by describing his first experience of the music of Delius
as the leader of a student orchestra that had programmed On Hearing the
First Cuckoo in Spring. Though the performance was imperfect, the music
lodged in his mind and began an involvement with Delius which
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Pianist Kevin Suherman and cellist Ye Jin Choi with adjudicator David Hill

culminated recently in a fine recording of A Mass of Life for Naxos. He
emphasised the need, in interpreting the songs and chamber music of
Delius, not only to play close attention to the details of the score but also to
maintain the pulse and direction which should always be apparent.
Turning to the evening’s performances, he acknowledged the very
high standard of entries and the time and hard work required to prepare
performances of this level.
As runners up, David chose soprano Hannah Curtis and pianist Gus
Tredwell, commending Hannah on her excellent intonation and diction, as
well as the characterisation that came across from both performers. He
complimented Hannah on having performed entirely from memory, and
encouraged her to keep these fine songs in her repertoire. Hannah and Gus
were presented with a cheque for £500.
Awarding the first prize to cellist Ye Jin Choi and pianist Kevin
Suherman, David commented particularly on the performers’ sense of
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architecture and outstanding ensemble throughout a performance that was
nuanced, elegant and full of colour – a tour de force! The duo were
presented with a cheque for £1,000.
Katharine Richman
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MISCELLANY
DIGITAL DELIUS: UNLOCKING DIGITISED MUSIC
MANUSCRIPTS
By the time this Journal is read, this event will have taken place, but is included
here because of its significance. A full report of the event will be included in DSJ
165 – Ed.
A free event, open to all, took place on Monday 1st October 2018 at the
British Library. Seeking to show how technology can help people access
and understand music manuscripts, this was the launch of a new digital
exhibition, showcasing the music of Delius, including a live performance of
the original version of the String Quartet by the Villiers String Quartet.
Bringing together digitised sources including scores and sketches, early
recordings, photographs, and concert programmes, the exhibition was
complemented by expert commentary and interactive digital tools.
Daniel Grimley, Joanna Bullivant and representatives from the
University of Oxford’s e-Research Centre presented an overview of the Arts
and Humanities Research Council-funded project and outline how
technologies that they have developed can enrich engagement with musical
sources and give an insight into the creative process.
Talks were followed by the performance from the Villiers String
Quartet, revealing some of the practical implications of the project.


A HECKELPHONE FOR HEREFORD
When Delius visited the Festival 1909

This was the title of an illustrated talk given at the Three Choirs Festival by
Festival historian Stephen J D Williams, on Tuesday 31st July 2018.
Delius was championed by the Three Choirs and several times listened
in live to the Festival on his radio from France, but only attended the Music
Meetings on this one occasion, Hereford 1909, when he conducted the
premiere of his Dance Rhapsody No 1, which required the unusual and
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mysterious bass oboe sound of a heckelphone. Stephen told the story of the
negotiations leading up to Delius’s visit, the strong belief in his music by
his friends, a few social strains — and two unexpected rescues, one by Elgar,
and the other by two local lads ...
Will Bishop Percival redeem himself? What will the audience make of
a woman in the orchestra? With cameo readings by Roderick Dunnett as
Robin Legge, Chief Music Critic of the Daily Telegraph, and Paul Feldwick
as Delius, the story came to life.
John Orford, Professor of Bassoon at the Royal Academy of Music,
demonstrated the unique heckelphone sound that Delius had in mind. John
has performed almost the whole of the heckelphone repertoire, not least
that by Richard Strauss.
Ever since hearing his father describe the HMV recordings van parked
outside Hereford Cathedral in 1927, Stephen J D Williams has taken a lively
interest in the history of the Three Choirs. The story of the first TCF
recording was told as his father drove Stephen to the final choral rehearsal
with Sir Adrian Boult in 1970. Stephen went on to read Biochemistry at
London University and Theology at Cambridge, whilst continuing his
choral singing and local history studies.
It is hoped that a longer article, based on Stephen Williams’s talk, will
be included in DSJ 165.


NORMAN O’NEILL WEBSITE
www.normanoneill.com

Readers of The Delius Society Journal may be interested to learn that a
website has been created by a team from the Royal College of Music for that
great friend of Frederick Delius, the composer Norman O’Neill (1875-1934).
The O’Neill Collection, comprising the greater part of O’Neill’s output,
has been with the College since 1970 when the Reference Library agreed to
take the theatre scores, some chamber music and songs. In 1996, following
the enlargement of the College library, the rest of the Collection followed.
In recent years interest has been shown in O’Neill’s chamber music with
live performances at the English Music Festival and elsewhere, and it was
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Norman O’Neill in middle age
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felt that to open up the archive via the internet would provide a wider
audience with a useful introduction to this versatile composer.
In his Introduction, Norbert Mein, the leader of the team, makes clear
that though chiefly known as a composer of incidental music for the theatre
(there is a link to the College’s holding of over fifty orchestral scores)
O’Neill, throughout his career, was a composer of fine songs, trios, quartets
and a piano quintet of distinction. A number of these chamber works have
been definitively edited by Dr Bruno Bower for RCM Editions and offered
for free download from the site. In addition, a large quantity of songs (now
out of copyright) have been selected for free download along with a
quantity of piano works. Audio examples of these works are streamed and
where appropriate can be bought as CDs. At RCM Editions Dr Bower offers
a detailed account of his editorial policy.
The display of The Rehearsal, a group painting of O’Neill’s entire family
enjoying home theatricals, by his father G B O’Neill – with Norman an
enchanted spectator of two years old – dominates the homepage and
provides a charming motif across the site, along with other posters from
Norman’s theatrical career. The entire site has been beautifully designed
by Catherine Cheung, and the Media section offers more family
photographs, a number for download, and under Biography can be found
two downloadable illustrated biographies – the longer one by Stephen
Lloyd. There is also an account of Norman’s pianist wife Adine with audio
examples of her playing two Scarlatti sonatas.
It is hoped that this website, rich in material not only of O’Neill but of
his wider artistic circle, will prove a useful resource for anyone interested
in exploring the composer and his times.
Katherine Jessel
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DELIUS DEBUTS IN LONDON

Many thanks to Bill Thompson for highlighting this entry in American Public
Media’s Composers Datebook for Wednesday, 30th May 2018. This entry was,
in fact, identical to the entry for the same date in 2015.
Frederick Delius died in 1934, two years before the publication of Dale
Carnegie’s book How to Win Friends and Influence People, devoted to the
psychology of marketing. Too bad, since that British composer was not
always the savviest marketer of his own music. On today’s date in 1899, for
example, Delius mounted at his own expense an all-Delius concert in
London, performed by a hand-picked orchestra and well-rehearsed chorus.
Although born and raised in England, Delius had been living as an expat in
Europe, so this concert would be the first opportunity for British audiences
to hear his music. The opening work on the program, entitled Over the Hills
and Far Away, could just as well have described the 37-year old composer’s
prior career to the Brits. The good news was the concert was a great success,
with one critic stating
‘a composer wholly unknown to this country burst upon us with
something like the astonishing effect of an unexpected thunderstorm.’

The bad news was that almost immediately after the concert Delius
returned to France. The concert’s organizer wrote to him,
‘I was extremely sorry that you had to go … It was a business mistake, as
you would have been the lion of the season ... and would have made many
useful musical and moneyed friends.’

In fact, it wasn’t until 1907 that the musical and moneyed British conductor
Sir Thomas Beecham would discover and champion Delius’s music in his
own homeland.
An article by Lionel Carley in DSJ126 (Autumn 1999) gives more information
about this concert.
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DELIUS AND THE LATE NICK DRAKE
Bill Thompson writes:

The March 2018 issue of MOJO Magazine contains a 17-page article about
the late English singer/songwriter Nick Drake. I have been a fan of the
music of Nick Drake for almost as long as I have been a Delian. I first heard
his songs on the local FM radio station back in 1972.
Nick was familiar with Delius’s music and, for the recording of his
song River Man, he specifically wanted a string arrangement that would be
reminiscent of Delius. Harry Robinson was brought in to do the
arrangement, which is quite effective.
In many of Nick’s finest songs, there is a feeling of sorrow for the
transience of life – a feeling that is also found in much of Delius’s music.


DELIUS IN THE CONCERT HALL?
Delius Society member Harry Fröhlich has suggested the idea of a discussion topic
for each issue of the Journal, with comments invited, and the resulting opinions
published in the next edition. He poses the first question as follows:
After having attended some concerts that included music by Delius (eg
Violin Concerto, Brigg Fair, and even Sea Drift with Elder/Williams in Berlin)
I am disappointed. The audience remained lukewarm, and that’s no
wonder, because every conductor tried to play Delius as vigorously as
possible to match the effects achieved by the other works framing the
programme. There were none of the delicacies I’m experiencing through
recordings, and none of the subtleties in dynamics which are so important
in Delius’s music. I think conductors fear being considered boring if they
don’t play Delius like Strauss – obviously, audiences are supposed to be
awaiting a spectacle in the concert hall. Another reason could be that,
without technical help, it seems to be very difficult to balance the sound
between soloists, a large choir and orchestra. I don’t know the answer, but
people who listen to my Delius record- and CD-collection really like this
music for its subtle colours and calm intensity (and it is never boring!).
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I therefore suggest the following discussion topic to launch this
initiative:
Is Delius an artist for recorded music rather than for the concert hall?

Harry Fröhlich
Comments are invited by post or email to the Editor (details at the front of the Journal) by
1st February 2019. A distillation of all the comments received will appear in the next issue.


HALFDAN JEBE
Professor John Bergsagel has alerted the Society to the fact that 3rd
November 2018 marks the 150th anniversary of the birth of Halfdan Jebe,
the friend about whom Delius famously wrote ‘Jebe is the only man I have
loved in all my life’ (Lionel Carley: Delius A Life in Letters, Vol 1 p230).
Andrew Boyle, author of Delius and Norway, tells us that the National
Library in Oslo held an event to celebrate Jebe’s anniversary on 10th
October. This featured insights into Jebe’s life, comments on his opera Vesle
Kari Rud, and performances by Geir Inge Lotsberg, violin, Svein Erik
Sagbråten, tenor, and Stian Alexander Olsen, piano.
Andrew Boyle further adds the exciting news that a documentary film
is to be made about Jebe, produced by Sverre Krüger. More on this in a
future issue. In the meantime, readers may be interested to read articles on
Jebe by Don Gillespie (DSJ 149 p34) and Paul Chennell (reporting on a talk
given by Professor Bergsagel, DSJ 153 p50).


HUNTING FOR ALLIGATORS?
The manuscript of an early Delius score has recently turned up in Florida.
The Hunting for Alligators Suite, dating from the composer’s Florida years
was found locked in the safe of the Sun Inn hotel in the small community
of Blowfish Creek some 72 miles east of Jacksonville. Apparently, the
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composer had visited the hotel accompanied by his lady friend Chloe and
had forgotten to retrieve it before his return to Solana Grove.
The hotel, long abandoned, but still largely intact, gave up this
treasured document only after discovery by a team of wreckers prepared to
demolish the premises. The rusty safe was opened after some difficulty and
luckily a worker, and Delius aficionado, recognized the composer’s name
immediately and notified authorities. Also found was a considerable sum
of confederate currency along with the remains of a partially eaten, and
rotting pepperoni pizza.
The Suite itself is in four movements. An examination by several music
professors at Jacksonville University has shown the duration to be
approximately 27 minutes. The composer’s love of nature shows forth in
every section, and nowhere in the Suite is there any indication of doing
harm to the reptiles. Indeed, as everyone knows, Delius was reported to
have a pet alligator that came ashore from the St John’s River every evening
to feast on a chicken carcass left by the composer and the Solana staff.
Movement 1 in the composer’s favoured Sonata Allegro form, is titled
Tropical Nights. A lush theme, played by the oboe and picked up by the
bassoon, weaves its way in a semi-gelatinous manner before the strings
begin to assert themselves in 12-part harmony. The movement concludes
with the beautiful song of a sandhill crane being eaten by an alligator. Only
a composer of Delius’s talents could make the heart melt with the crunching
sounds so tellingly orchestrated.
Movement 2, Slithering through the Water, is a Scherzo, and most
certainly the liveliest piece that the composer has written. The usual
sluggish image of the alligator is abandoned in favour of a whirlwind race
to the finish in less than two minutes. Still, the composer finds time to slip
in a memorable tune that will send listeners spinning with delight.
Upsetting the Boat, the title of movement 3, refers to merely spotting the
large creature and not literally taking a dumping. The slow tempo allows
for a multitude of solo instruments performing melismatic riffs while a rock
steady rolling rhythm underpins the safety of the vessel. Astute listeners
will recognize a theme that was eventually to find its way into Delius’s last
opera Fennimore and Gerda—still many years away.
Splash, a merry dance ends the Suite with a joyful dousing of the boat
mates while the alligator looks on from a respectful distance. Here Delius
uses his contrapuntal skill and his love for the music of Mozart and Bach by
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writing a quadruple fugue. It rises to an immense climax before receding
to a hedonistic ecstasy of emotion only he could achieve.
The entire suite calls for large orchestra, similar to that for his tone
poem Hiawatha. While severely water stained and discoloured, it is all
easily readable and requires no reconstruction. Undoubtedly it will be
taken up for performance by one of the composer’s conducting champions
during the next few years. A request made of Sir Thomas has so far gone
unanswered. For now, the Blowfish Creek Historical Society has prepared
an attractive display in their municipal museum. It is adjacent to the
corridor on organised religion.
Alan Becker
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PUZZLE CORNER
Many thanks to Derek Schofield for once again supplying something for our Puzzle
Corner.
Hidden in the alphabetical matrix below are two of Delius’s well-known
works, each of which deals with elevated and undulating topography. Can
you name them? Words may be read in either direction, horizontally,
vertically or diagonally.
Answers on page 110.
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LETTERS TO THE EDITOR
From Derek Schofield:
Darkened Luminaries
Well, there’s a phrase if ever there was one! A pictorial oxymoron, perhaps,
judging by the way they are represented on page 111 of the Delius Society
Journal (No 163). Readers should note that these phantasmagorial images
are not of my making and that the fault lies somewhere within the printing
process. Nevertheless, I hope not too many of you were discouraged from
having a stab at the answer.
Derek Schofield


From Paul Chennell:
I greatly enjoyed Stephen Lloyd’s excellent talk on Malcolm Sargent, given
to the Society in October last year, and the article he has adapted from the
talk which was included in the last Journal. This encouraged me to go back
to Charles Reid’s biography of Sargent which appeared fifty years ago, and
which I had read many years ago. Re-reading the book made me wonder
what younger musicians of the time thought of Sargent, and so I was
particularly fascinated by what Colin Davis had to say when he was asked
by Charles Reid for his memories of his last meetings with Sargent and the
impressions they left. Davis recalled in an appendix at the end of the book,
how at the very end the public personality of Sargent fell away and
‘one had the impression of being much closer to the man as he really was.’

Davis also remarks that
‘I cannot say that I ever had what I would describe as a “real”
conversation with him or that I ever really sensed what was at the back of
his mind, but then, our acquaintance was very brief and under rather
trying circumstances.’

Davis says that these remarks should not be taken to indicate ingratitude
on his part, and that Sargent was nice to him and full of encouragement.
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Given Sargent’s widespread unpopularity with orchestral musicians in this
country, Davis’s is a generous conclusion.
Paul Chennell


From Tony Noakes:
ABC Classic FM (Australia’s classical music station) recently made Delius
its composer of the week, possibly as a result of my complaints of their
neglect. Beecham recordings of Brigg Fair and The Cuckoo were included, as
was Piers Lane’s recording of the original version of the piano concerto. So
I heard the third movement for the first time, but think Delius was right to
abandon it.
I recently borrowed from a friend the Hickox-Shelley recording of
Howells’s two piano concertos, both of them unknown to me. Not great
music, I thought, but worth hearing. Stephen Lloyd, in his article on
Sargent claims that it was Howells’s first concerto which, in 1925, was
violently objected to at its first performance. The notes with the CD make
it clear that it was in fact the second concerto; it had been commissioned by
the Royal Philharmonic Society, and was indeed conducted by Sargent,
with Harold Samuel as the soloist, who was said not to have liked it. What
puzzles me is why this work should have led to Robert Lorenz, a critic,
standing at the end of the performance and shouting ‘Thank God that’s
over!’ Howells’s supporters shouted back, but he withdrew the work. Does
anyone know who Lorenz was, or his motivation? I had elsewhere read
that the complainer was part of the Peter Warlock circle. I’m glad that the
English Music Festival has revived much of Howells’s instrumental music,
but still think he is at his finest in choral music. Once only, I heard a
broadcast of his grandest work, the Missa Sabrinensis, whose richness of
sound had something in common with Delius. I would love to hear it again,
and hopefully confirm this opinion.
The above quibble did not at all detract from my enjoyment of
Stephen’s excellent article on Malcolm Sargent; he and I were both in the
Royal Choral Society together. I joined in 1962 so as to be able to take part
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in Sargent’s A Mass of Life performance – a wonderful experience. I already
knew Sargent from the Proms, which I had attended every year from 1950.
The great surprise when I joined the RCS was to find that Sargent took most
of the weekly rehearsals himself, only occasionally using Charles Proctor or
James Gaddarn as deputy chorus master. It is often said that Sargent
treated amateur choristers as old friends, and professional orchestral
players like naughty schoolboys, which they hated; Stephen’s article helps
to explain why.
From 1964-66 I was working and studying in USA (and singing in
choirs there, and meeting my first wife at a Bach Festival concert in San
Francisco). When I returned to England I rejoined the RCS, but because of
Sargent’s illness a number of other conductors were tried out. Luckily, I
was there for Meredith Davies’ recording of Songs of Farewell. However, I
left when Wyn Morris, for whom I did not care, was appointed, and joined
the London Philharmonic Choir.
I was interested in Roger Buckley’s review of a concert by the
European Union Chamber Orchestra, and his approval of most of the
performers standing while playing. This is also the practice of the highly
regarded Australian Chamber Orchestra – but I found it restless and
visually distracting. Is there a good reason for this trend? What do
performers and concert-goers think?
I was astonished at the account of Australian Aborigines travelling to
England to play cricket in Bradford in 1868. It seems that six-year-old
Delius was present. Even now, Aboriginal people here in Australia are
often disadvantaged, and many white Australians are prejudiced against
them. However, they feature widely in Australian Rules football. I picked
up the reference to ‘CricketArchive’ and found that the Aboriginal
cricketers were stockmen from the state of Victoria, who had learned cricket
from their employers. Their amazing visit to England was 10 years before
the first official (white) Australian cricket team went to play in England.
Tony Noakes
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Stephen Lloyd responds:
I am most grateful to Tony Noakes for his correction to my article on
Sargent, an error that arose because, after the first performance in 1914 of
his First Piano Concerto, Herbert Howells withheld the work from further
performances, and when the new concerto was premiered by Sargent in
1925 at a Royal Philharmonic Society concert it was announced in the
programme simply as ‘Pianoforte Concerto’ (see the appendix in Robert
Elkin’s Royal Philharmonic, 1946 Rider and Co, p154). (Incidentally,
Howells’ magnificent Missa Sabrinensis that Tony mentions has been
recorded by Chandos.)
I enjoyed Tony’s comments on Sargent. We were indeed both
members of the Royal Choral Society. I suspect that the recording he took
part in under Meredith Davies was in fact of the Requiem (which I also sang
in) and not Songs of Farewell which Sargent recorded. His mention of Wyn
Morris reminds me of the sheer frustration felt when for his first RCS
concert Morris spent far more time rehearsing Bruckner’s Te Deum than Sea
Drift – with obvious results in performance.
Stephen Lloyd


From Roger Buckley:
It was fascinating to read, in DSJ 163, Leslie Woodcock’s account Frederick
Delius and Bradford Cricket. I for one had not suspected that Delius’s slender
comments might yield such a wealth of historical research. I was reminded
of a letter to the Editor of the Daily Telegraph (23rd February 2000) which at
the time I cut out and kept:
SIR – My father-in-law lived outside Paris before the First World War,
where he played cricket with Frederick Delius. Years later, while listening
to Brigg Fair, he remarked rather sadly: “Delius’s taking up of music was
a great loss to cricket.”
Ann Roques
Northwood, Middx

Roger Buckley
DSJ 164
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PUZZLE CORNER – ANSWERS
Answers to the Word Search on page 105 are:
Over the Hills and Far Away
The Song of the High Hills
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FORTHCOMING EVENTS
THE DELIUS SOCIETY
There is a small charge for attending Delius Society Events: members £5
and non-members £10, with the latter benefitting from a £5 refund if joining
the Society. This charge includes tea, coffee and biscuits.
Wednesday 24th October 2018, 7.15pm-9.15pm
If Love the Food of Music …
An illustrated talk with renowned filmmaker, John Bridcut, to tie in with the DVD
release of his film The Pleasures of Delius
(reviewed on page 78) and other composerprofiles.
Originally shown on BBC Four under the title
Delius: Composer, Lover, Enigma, John Bridcut
explores the multiple contradictions of British
composers, including Delius, Elgar and
Vaughan Williams.
Available through Crux Productions: www.cruxproductions.co.uk
The David Lloyd George Room, The National Liberal Club,
Whitehall Place, London, SW1A 2HE
Nearest Stations: Embankment (tube), or Waterloo (mainline)
Supper after for those who require it at Prezzo, Northumberland Avenue



DSJ 164

111

Tuesday 26th February 2019, 7.15pm-9.15pm
What can we learn from Delius’s Red Notebook?
A talk by Roger Buckley
Delius’s small pocketbook, known as the Red
Notebook because of its reddish-brown
covers, is to be found in the Percy Grainger
Museum in Melbourne. Dating from 1886, it
is the earliest of all Delius’s surviving
notebooks and it differs from the others in
that it is a diary and commonplace book
rather than a musical sketchbook. Roger
Buckley, who recently completed a doctoral
thesis based on this artefact, will describe some of the riches it contains,
including a vivid account of Delius’s first walking tour in Norway. The talk
will be supported by musical examples and visual images.
The Lady Violet Room, The National Liberal Club,
Whitehall Place, London, SW1A 2HE
Nearest Stations: Embankment (tube), or Waterloo (mainline)
Supper after for those who require it at Prezzo, Northumberland Avenue
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Saturday 6th April 2019, 2.00pm
Paul Guinery – piano
Paul Guinery, pianist, broadcaster and
Chairman of the Delius Trust, explores some
Delius rarities.
Lecture Recital Room, Guildhall School of
Music, Silk Street, London ECY 8DT (next to
the Barbican Centre).
Nearest Stations:
Barbican & Moorgate
(tube), or Liverpool Street (tube and mainline)
Non-members can book online through The Delius Society website:
www.delius.org.uk/forthcomingevents.htm
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OTHER EVENTS

This section may include events which are in the past by the time the
Journal is read; their inclusion is deliberate so that we have in print a
complete record of all performances. Venues of non-UK concerts are in
upper case. Before travelling to events listed here, you are advised to
confirm the details with the relevant box office.
Sunday 8th July 2018
KAMERMUZIEK AAN DE BERKEL FESTIVAL, THE NETHERLANDS
Elgar: String Quartet
Delius: String Quartet
Sterndale Bennett: String Quartet
Mendelssohn: String Quartet, Op 13
The Villiers Quartet
Friday 13th July 2018 at 7.30pm
St Pancras Church, Euston Road London
‘Music for a summer evening’
Mozart: Violin Sonata K377
Elgar: Violin Sonata
Delius: Violin Sonata No 3
Saint-Saëns: Danse Macabre
plus works by Paganini, Sarasate and Massenet
Gavin Davies violin
Murray Hipkin piano
Monday 16th July 2018 at 12.00 noon
Pavillion Arts Centre, Buxton
Dring: Trio
Poulenc: Sonata for oboe and piano
Arnold: Suite Bourgeoise
Delius: Fennimore and Gerda: Intermezzo
Poulenc: Flute Sonata, FP164
Iain Farrington: Heatwave
Juliette Bausor flute
Daniel Bates oboe
Simon Lepper piano
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Friday 20th July 2018
Brickwall Music and Arts Society
Elgar: String Quartet
Delius: String Quartet
Sterndale Bennett: String Quartet
Mendelssohn: String Quartet Op 13
The Villiers Quartet
Saturday 28th July 2018 at 7.30pm
Greenwich Festival
St Alfege Church, Greenwich
Delius: Two Aquarelles
Robert Matthew-Walker: April in Appalachia (Rhapsody on a Theme of
Delius) for bassoon and string orchestra (world premiere)
Mahler: Adagietto from Symphony No 5
Barber: Adagio
Delius, arr Fenby: Sonata for Strings
Matthew Petrie bassoon
Philharmonic Chamber Orchestra of London
Christopher Petrie conductor
Friday 10th August 2018 at 1.00pm
Charlton House, London SE7 8RE
Bridge: Four Characteristic Pieces
Vaughan Williams: Romance for viola and piano
Delius, arr Tertis: Sonata No 2 for violin and piano
Katherine Clarke viola
Mandakhtuya Dorj piano
Monday 27 August 2018 at 8.00pm & Tuesday 28 August 2018 at 7.30pm
STADTTHEATER, THEODOR-HEUSS-PLATZ 1, BREMERHAVEN,
BREMEN, GERMANY
Bernstein: On the Waterfront; Symphonic Dances from West Side Story
Gulda: Concerto for cello and wind orchestra
Delius: The Walk to the Paradise Garden
Raphaela Gromes cello
Philharmonisches Orchester Bremerhaven
Rasmus Baumann conductor
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Sunday 9th September 2018 at 3.00pm
The Music Room at the Old Barn, Oxted
Delius, arr Komachi: To be Sung of a Summer Night on the Water
Ireland: Sonata No 1 in D minor
Bax: Ballade
Delius: Sonata No 3
Elgar: Gavotte
Midori Komachi violin
John Paul Ekins piano
Sunday 23rd September 2018 at 3.00pm
St John’s Smith Square London
Winton Marsalis: String Quartet
Delius: Late Swallows (original 1913 version)
Barber: Dover Beach
Dvorak: String Quartet Op 105
The Villiers Quartet
Wednesday 26th September 2018 at 7.00pm
OSLO CONCERT HALL, NORWAY
Delius: On Hearing the First Cuckoo in Spring
Grieg: Piano Concerto
George Li piano
Oslo Philharmonic Orchestra
Vasily Petrenko, conductor
Monday 1st October 2018, 1:00pm - 6:00pm
(rescheduled from 16th July 2018)
Foyle Visitor and Learning Centre, The British Library, London
Digital Delius: Unlocking Digitised Music Manuscripts
Free admission, ticket required
More information on this event is on page 96.
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Saturday 6th October 2018 from 7.00pm
Razumovsky Music Studio, 56 College Road, London NW10 5ET
CD Launch – From the Shadow of the Great War
7.00pm Pre-concert drinks
7.30pm Concert – to include excerpts from the CD
8.45pm Post-concert supper
Liubov Ulybysheva, cello, and John Paul Ekins, piano, invite you to
celebrate 100 years since peace was reached at the end of World War I, with
the launch of their CD of English Music for cello and piano, from which
they will perform extracts.
Delius: Cello Sonata
Ireland: Sonata for cello and piano in G Minor
Bridge: Sonata for cello and piano in D Minor
Bridge: Berceuse, Elegie, Spring Song, Cradle Song and Serenade
Admission £30
Saturday 6th October 2018 at 11.00am
English Music Festival - Yorkshire
St Andrew’s Church, Aysgarth, North Yorkshire, DL8 3SR
1918: War’s Embers and echoes of a dying age
Parry: Shulbrede Tunes
Bliss: Elegy (FKB Thiepval 1916)
Ireland: London Pieces
Delius: Three Preludes
Armstrong Gibbs: An Essex Rhapsody
Alwyn: Three Preludes
Farrar: Waltz
Bridge: Sonata
Duncan Honeybourne piano
https://www.englishmusicfestival.org.uk/2018-autumnfestival/programme.php
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Saturday 6th October 2018 at 2.30pm
English Music Festival - Yorkshire
St Andrew’s Church, Aysgarth, North Yorkshire, DL8 3SR
Vaughan Williams: It was a lover and his lass
Delius: So white, so soft, so sweet is she; To Daffodils
Finzi: Come away, death; Fear no more the heat o’ the sun; Who is Silvia?
Quilter: Weep you no more, sad fountains
Gurney: Under the Greenwood Tree; Spring; Sleep
Browne: To Gratiana dancing and singing
Vaughan Williams: The Vagabond; Let Beauty Awake
Delius: Twilight fancies
Haydn: The Sailor’s Song
Ireland: Sea Fever; Hope the Hornblower
Vaughan Williams: Silent Noon
Gurney: I will go with my Father a-ploughing
Trad, arr Britten: The Ploughboy
Warlock: My own Country
Armstrong Gibbs: Silver; Five Eyes
Royal Northern College of Music Songsters:
Olivia Carrell soprano
Kamil Bien tenor
Liam McNally baritone
https://www.englishmusicfestival.org.uk/2018-autumnfestival/programme.php
Friday 26th October 2018 at 1.00pm
Jerwood Hall, LSO St Luke’s, London
War’s Embers – A BBC Radio 3 Lunchtime Concert
Delius, arr Fenby: Air and Dance for Strings
Elgar: Sospiri for string orchestra and harp
Vaughan Williams: Romance for viola and piano
Bliss: Conversations for woodwinds and strings
Gurney: Ludlow and Teme
Nash Ensemble
https://lso.co.uk/whats-on/icalrepeat.detail/2018/10/26/1264/-/nashensemble-war-s-embers.html
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Saturday 3rd November 2018 at 7.30pm
St John the Evangelist Church, 109A Iffley
Road, Oxford OX4 1EH
String Portraits
Grieg: Holberg Suite
Delius: Two Aquarelles
Britten: Two portraits
Grace Williams: Sea Sketches
López-Chávarri: Acuarelas Valencianas
Corona Strings
Janet Lincé conductor (pictured)
https://www.sje-oxford.org/event/corona-strings-string-portraits
Sunday 11th November 2018 at 3.00pm
Assembly Hall Theatre, Crescent Road, Tunbridge Wells TN1 2 LU
Programme to include:
Vaughan Williams: Dona nobis pacem
Elgar: The Spirit of England
Delius, orch Tony Summers: The Walk to the Paradise Garden
Royal Tunbridge Wells Choral Society
Orchestra tbc
Robyn Sevastos conductor
http://www.rtwcs.org.uk/future-concerts/
Friday 7th December 2018 at 7.30pm
Cadogan Hall, London
A Winter Wonderland
Humperdinck: Hänsel und Gretel: excerpts
Prokofiev: Lieutenant Kijé: Symphonic Suite, Op.60
Tchaikovsky: Eugene Onegin: Polonaise
Tchaikovsky: Eugene Onegin: Waltz
Delius: Sleigh Ride
Tchaikovsky: The Nutcracker Suite Op 71a
Royal Philharmonic Orchestra
Owain Arwel Hughes conductor
https://secure.cadoganhall.com/event/rpo181207/book/?performance=4649
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Saturday 15th December at 1:30pm
CONCERTGEBOUW:
MAIN HALL,
AMSTERDAM
Delius: A Village Romeo and Juliet (in
concert)
Marina Costa-Jackson Vreli
Matthew Newlin Sali (adult)
Tim Kuypers Manz
Callum Thorpe Marti
David Stout The Dark Fiddler
Radio Philharmonic Orchestra
Netherlands Radio Choir (Groot Omroepkoor)
Sir Mark Elder conductor (pictured)
Benjamin Goodson choirmaster / chorus director
http://www.grootomroepkoor.nl/agenda/romeo-en-julia-zwitserland-0
2019
Friday 18th January at 7:30pm
Bradford Cathedral
Brahms: Sonata No 2 in A major
Beethoven: Sonata in E flat major Op 12 No 3
Clara Schumann: Romance Op 22 No 1
Delius: Légende
Grieg: Sonata No 2 in G major
Tasmin Little violin (pictured)
John Lenehan piano
https://www.bradford-theatres.co.uk/whatson/tasmin-little-john-lenehan
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21st January 2019 at 1:00pm
Music Room, Liverpool Philharmonic Hall,
Hope Street, Liverpool L1 9BP
The Fruit of Broken Lands
Enrique Granados: Spanish Dance No 5
Ravel: Pièce en forme de Habanera
Villa-Lobos: Etudes No 7 & No 10
Villa-Lobos: Aria from Bachianas Brasileiras
de Falla: Spanish Dance
Radamés Gnattali: Sonata for Cello
Delius: Serenade
Liubov Ulybysheva cello
Martin Fogel guitar
Friday 8th March 2019 at 7:30pm
Symphony Hall, Birmingham
Delius: The Walk to the Paradise Garden
Grieg: Piano Concerto in A minor Op16
Sibelius: Symphony No 5 in E flat major Op 82
Nikolai Lugansky piano
Oslo Philharmonic Orchestra
Vasily Petrenko conductor (pictured)
https://www.thsh.co.uk/boxoffice/ticket/585536
Thursday 28th March 2019 at 7.00pm
Saturday 30th March 2019 at 3.00pm
Stockholm Composer Weekend
KONSERTHUSET STOCKHOLM: STORA SALEN, STOCKHOLM
Haglund: Serenata per Diotama
Haglund: Hymns to the Night
Delius: Fennimore and Gerda: Intermezzo
Haglund: La rosa profunda
Haglund: Symphony
Ilya Gringolts violin
Miah Persson soprano
Royal Stockholm Philharmonic Orchestra
Tobias Ringborg conductor
https://www.konserthuset.se
DSJ 164
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Tuesday 9th April 2019 at 7:30pm
Cadogan Hall, London
Delius: The Walk to the Paradise Garden
Walton: Two Pieces for Strings from Henry V Suite
Vaughan Williams: Symphony No 5 in D major
Royal Philharmonic Orchestra
Mark Wigglesworth conductor
cadoganhall.com/event/rpo-190409/book/?performance=4654
Thursday 16th May 2019 at 8.00pm
Friday 17th May 2019 at 8.00pm
BALUARTE, PALACIO DE CONGRESOS Y AUDITORIO DE NAVARRA,
PAMPLONA
Delius: The Walk to the Paradise Garden
Fernando Velázquez: Cello Concerto (World premiere)
Beethoven: Symphony No 3 in E flat major Eroica, Op 55
Asier Polo cello
Orquesta Sinfónica de Navarra
Pablo González conductor
http://www.baluarte.com/
A full list of all concerts and events is always available on The Delius Society
website: delius.org.uk.
Forthcoming copy deadlines:
Delius Society Newsletter:
1st December 2018
Please send material for inclusion to Roger Buckley at rjbuckley@aol.com
Delius Society Journal:
1st February 2019
Please send material for inclusion to Katharine
journal@thedeliussociety.org.uk
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