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EDITORIAL
Welcome to the Spring edition of the Delius Society Journal which contains
a very varied selection of articles, for which many thanks are due, as always,
to their authors.
The Society’s President, Dr Lionel Carley, writes about the recent
discovery of a memoir on Delius’s Garden by Benno Reifenberg (page 8)
and Paul Guinery, Chairman of the Delius Trust, has news of further Delius
manuscripts that have come to light (page 67). And regular contributor
John France presents another in his series focusing on works dedicated to
Delius – this time it’s Moeran’s short piano piece Summer Valley (page 17).
For those of you who like to explore the wealth of online content
relating to our composer, we have a report on the launch of the new digital
catalogue of Delius’s music, the work of Professor Daniel Grimley and Dr
Joanna Bullivant at Oxford University (page 62), as well as an interview
with Society member Jayne Strutt, producer of a series of wonderful
YouTube videos which combine her photographic skills with Delius’s
music (page 57).
I was particularly interested to receive – via Dr Andrew Boyle – news
of a new documentary film about Delius’s close friend Halfdan Jebe,
produced to mark the 150th anniversary of his birth last year. One of the
contributors to the film was the Norwegian academic Olaf Husby, who
became fascinated by Jebe’s colourful story and has written an extended
article which I am sure you will enjoy (page 26).
It is pleasing to see, once again, a long list of concerts featuring Delius’s
music in venues all around the world from Montreal to Pamplona,
Greifswald to Stockholm. Delius is once again well represented at the
English Music Festival (24th-27th May) and, as this Journal goes to press,
we eagerly await the launch of the BBC Proms 2019 in the hope that Delius
has found favour with the programmers this year.
The copy deadline for DSJ 166, to be published in Autumn 2019, is 1st
August 2019. I look forward to hearing from you!
Katharine Richman
journal@thedeliussociety.org.uk

Tel 07940 888508
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COMMITTEE NOTES
The Committee will have met twice since the report in the last Journal. As
always, we work hard to plan events, maintain the Journal and Newsletter
and to ensure that the Society’s finances are closely monitored.
You will know that the Delius Society of Philadelphia ceased
operations last December (report DSJ 164 p39). We offered a reduced
subscription to any ex-Philadelphia Society members who wanted to join
our Society, but sadly this was not taken up.
Having wound up the Philadelphia Society, the Committee there
needed to decide how to dispose of the Society’s assets and I am delighted
to say that our Society was chosen as the recipient of $8,000. We are
currently discussing how this windfall should best be spent and would
welcome your views (treasurer@thedeliussociety.org.uk).
You will see from the events listings that The Bach Choir is giving a
performance of Sea Drift on 17th October 2019 in the Royal Festival Hall.
We are hoping that David Hill MBE, the Choir’s musical director, will give
a talk to the Society around that time – more details will be published on
the website as soon as they are confirmed. The Committee is, of course,
very grateful to Karen Fletcher of Archery Promotions who plans, promotes
and organises all our events. If you have any ideas for future events, please
let her know (archerypromos@btinternet.com).
Roger Buckley undertakes the jobs of organising the AGM and the
Delius Prize, this year combined into one larger event on 9th June in
Birmingham – and we hope that this will enable more of you to join us. Full
details accompany this Journal.
Roger’s other role is as Newsletter Editor, having taken this back after
Paul Chennell’s resignation from the Committee. If you have any material
you would like included in the next newsletter, please let Roger know
(rjbuckley@aol.com). You will note, incidentally, that with only four
Committee members, some of us have more than one role each! It would
be wonderful if we could find a few new members of the Committee so that
we could reduce the burden – we all have busy lives outside of the Society
and it is often difficult, certainly for me, to keep all the juggling balls in the
air.
My role as Secretary and Journal Editor keeps me very busy, and I am
also now project managing the design and building of a new website for the
6
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Delius Society and Delius Trust. Progress is encouraging and I look
forward to sharing the finished website with you in a few months’ time.
Meanwhile, as reported in the last Newsletter, the Society found the funds
to pay for the relaunch of the fabulous online resource Delius Apostle of
Nature, which you can visit at www.deliusapostle.com.
John Graham, who very nobly came forward to replace Paul Chennell
as membership secretary, is now fully up and running in his role, and you
will find his address details in the front of this Journal and on our website
(membership@thedeliussociety.org.uk). We are currently working on a
revised membership leaflet and on a new separate leaflet designed to attract
new members under the age of 25.
Katharine Richman
Secretary
journal@thedeliussociety.org.uk
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BENNO CARL REIFENBERG (1892-1970)
Society President and Delius Trust Archivist, Lionel Carley, gives the background
to the discovery of a memoir on Delius’s Garden, written by Benno Reifenberg, and
published here in an English translation by Henry Roche.
A letter dated 14th March 1957 arrived quite recently at the Delius Trust’s
office. Typed under the letterhead of Die Gegenwart (Present Times), a
fortnightly journal published in Frankfurt-am-Main, it was addressed to the
German ambassador in Montevideo, Dr Georg Rosen, and was signed –
simply – ‘Reifenberg’.1
Reifenberg had just read in the Daily Telegraph something that Rosen,
Jelka Delius’s nephew, had written about ‘the Trust set up by Mrs Delius in
1934’. In that issue of the Telegraph Rosen had furthermore referred to the
fact that the Deliuses ‘had lived in Frankfurt’; something that had caused
Reifenberg to recall a visit that he and his wife had made in 1931 to the
Delius’s ‘country home on the Loing’. He told Rosen that they had
originally come to know Delius through Dr Heinrich Simon, publisher and
editor of the Frankfurter Zeitung, in 1921. Furthermore, their meeting had
come about at a ‘small masked ball’ that they had organised.
Reifenberg then springs a surprise: he had once written a brief memoir
about the Deliuses’ garden in Grez and was therefore sending a copy to
Rosen of his book Lichte Schatten (Luminous Shadows), published in
Frankfurt just four years earlier.2 In it the ambassador would find that same
‘written sketch’, ‘Luminous Garden’, something that might serve to remind
Rosen of times past.
Germany’s ambassador in Uruguay was in fact the diplomat son of Dr
Friedrich Rosen who was Jelka Delius’s brother and sometime German
Foreign Minister. As for Benno Reifenberg, he had been senior editor on
the staff of Heinrich Simon’s great Frankfurter Zeitung (forerunner of today’s
Frankfurter Allgemeine Zeitung) with special responsibility for its Feuilleton,
or cultural pages. Shortly after the war’s end he had founded Die Gegenwart
with which he remained associated until its closure in 1958.
Reifenberg, brought up as a Catholic, was born near Bonn on 16th July
1892 as the son of a German Jewish father and a Dutch gentile mother. He
went to school in Frankfurt and subsequently studied art history in Geneva,
Munich and Berlin, before enlisting as a soldier at the outbreak of the first
8
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World War – in which he was
wounded and awarded the Iron
Cross, first and second class. He
turned to journalism in 1919,
soon joining the staff of the
Frankfurter Zeitung, that major
liberal daily widely read
throughout Germany, and
becoming
responsible
for
reviewing arts events taking
place in the Frankfurt region. In
1924 he was appointed editor of
its Feuilleton in which position
he served until 1930. Then he
was sent to Paris as the paper’s
correspondent there, working
for a year and a half in the FZ
office at 5 Place du Panthéon
until 1932, when he was finally
appointed political editor back
at the FZ. He continued to serve
Reifenberg, the young journalist
on the newspaper’s board until
September 1939 when he had to
resign, but contributed articles to its fortnightly magazine until 1943 when
the paper was finally shut down, if a little reluctantly, by propaganda
minister Goebbels. Why reluctantly? Simply because the FZ had,
unusually, been allowed to continue as a token example to the rest of the
world of the Nazi state’s rare tolerance of a liberal-leaning press, carefully
avoiding (as it had to avoid) such subjects as anti-semitism, race and
political extremism.
However, by 1943 Hitler himself had had enough and personally
instructed Goebbels to close the paper down. Until then Reifenberg had
nonetheless been permitted to live and work – subject to occasional visits
by the Gestapo – as a ‘Halbjude’. He was finally allowed to slip away with
his wife to the Black Forest and to live out the rest of the war in fragile
isolation. Meanwhile Frankfurt fell victim to Allied carpet bombing in 1944,
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The headquarters of the Frankfurter Zeitung

among the city’s many sacrifices being the imposing FZ building itself as
well as the Simon residence.
After the war Reifenberg resumed his journalist activities and founded
Die Gegenwart. His stature increased, and by the time of his death in 1970
he was garlanded with honours, among them the prestigious Goethe Prize.
He was, then, ultimately more fortunate than his Jewish editor and mentor,
Heinrich ‘Heinz’ Simon (1880–1941), who had realised by 1934 that it was
time to move on. Simon had been a colleague and close friend of
Reifenberg’s father and had even played the organ at Adolf Reifenberg’s
funeral in 1917, before subsequently taking Benno under his wing. His
palatial home, Untermainkai 3, in Frankfurt was ever put to the service of
his friends, and his hospitality was legendary. Benno Reifenberg and his
aristocratic Polish wife, the highly cultivated (and non-Jewish) Maryla von
Mazurkiewicz, would lodge there for some time after their marriage, their
nearest neighbour in the house being none other than the expressionist
painter Max Beckmann (1884–1950), also part of the FZ circle. Beckmann
and Reifenberg became great friends, and Reifenberg would much later (in
1949) co-author a monograph on the painter.3 Other ever-welcome friends
in the Simon household whenever they visited Frankfurt were Frederick
and Jelka Delius, and it was none other than the music-loving Simon who
was asked by Delius to prepare a text for the composer’s Requiem.
Soon after quitting his paper, Heinrich Simon emigrated with his wife
and daughter (via periods in Switzerland, Palestine and England) to the
10
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Portrait of Delius by Max Beckman, Frankfurt, 1921
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USA, finally arriving there in May 1940, where the warm-hearted and
generous Frankfurt host was to earn a modest living in Washington as a
teacher of piano until his brutal murder on the city streets in May 1941.
Felix Aprahamian always believed, as did many others, that Simon had
been killed on the Nazis’ instructions while on his way home from an
evening walk. However, this version of the event has more recently been
questioned and it is now thought that Simon was the victim of a commonor-garden, though exceptionally violent, assault. However, in a fairly
detailed newspaper report of the event no mention was made of any
property that might have been stolen from him.
Reifenberg, justly termed as ‘one of the giants of German journalism’,
is a name that is entirely, I think, absent from the voluminous
correspondence preserved in the Delius Trust’s Archive; and it is certainly
absent from all the letters preserved from 1931, the year of the Reifenbergs’
visit to Grez. Nor is that visit to the Deliuses’ home referred to in Dagmar
Bussiek’s recent and detailed Reifenberg biography.4 It appears only to be
documented in Reifenberg’s letter to Georg Rosen and in ‘Lichter Garten’
itself. The original publication of the article almost certainly came about in
Die Gegenwart, though I haven’t been able to find it. Its republication in
Lichte Schatten has, however, made it available since 1953, though this
volume has until now itself remained, unknown to Delius scholars, in
relative shadow.
A final word about Reifenberg’s character goes to Laut Wickenburg, a
junior assistant on the Frankfurter Zeitung in the 1930s, who was later to sum
up the qualities of his superior:
As for us in the Feuilleton, Reifenberg was the boss, for me the ideal not
only of a good writer but also of an exemplary human being; very serious,
but generous in spirit and refreshing in his dealings, so that you always
had the feeling of being understood and respected, even if you had made
a mistake. He always knew […] how to find a good subject. For me the
ideal of a modern gentleman, such as I was never to meet again.5

Lionel Carley
1 My

thanks go to Nina Booth for kindly having donated this letter to the Trust.
Lichte Schatten – Aus den literarischen Schriften von Benno Reifenberg. Societäts-Verlag,
Frankfurt-am-Main, 1953, cf. pp354–7. Reifenberg’s article has been specially translated for
the Delius Society Journal by Henry Roche

2
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The book was published by Piper Verlag in Munich, a company with which both
Reichenberg and Beckmann were associated. The artist’s 1922 Portrait des Komponisten
Frederik [sic] Delius was another collaboration with Piper. Somewhere in the Delius literature
is a puzzling reference to a biography of the composer that was supposedly to be brought
out by Piper. One is now obliged to believe that this must have been a mistaken reference to
Beckmann’s portrait.
4 Dagmar Bussiek: Benno Reifenberg 1892–1970. Eine Biographie. Wallstein Verlag, Göttingen,
2011
5 Ibid. p173
3

LUMINOUS GARDEN (Frederick Delius)

Translated from the German by Henry Roche, 2018
(Lichter Garten, a chapter from Lichte Schatten (1953) by Benno Reifenberg,
who with his wife visited FD in 1931.)
The village street lies deserted and dusty under the midday sun. The
shadows still lurk close along the walls, and the closed shutters guard the
secrets of their buildings from the street, that reaches from the unknown
into the unknown, as if the road itself were someone making a casual and
restless departure. The way from the street into the house can thus be
longer than the farthest journey from outside into the village, the bell that
will resound until the gate is opened announces the start of a play in which
each journey seems merely a preamble – the play in fact whose curtain falls
only when those who appeared in it will be no longer there. The house
shows the scene where its occupants have determined to spend a complete
timespan in order that whoever walks in from outside is changed from
spectator into participant. Our old beliefs of the sacred fire on the family
hearth had to be long ago abandoned, those days are gone when the
Romans would extinguish the hearth-flame for the exile in bitterest token
of his fate – but the house’s outer threshold is still encompassed by
forebodings for us as a perilous boundary, both strength-giving and
strength-destroying, over which we shrink even today from extending
hands.
A door in the great wooden gate opened and then closed at once, so
that the visitor who, blinded and heated by the chalk-white summerwarmed path, was suddenly admitted within, became enveloped in the
dark of the doorway as if into the cool of night. The radiance of the village
street vanished, an echo dying away in the distance. A faint smell of flowers
DSJ 165
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made itself perceptible, like a summons to consciousness. Even before tired
eyes could perceive it, there floated too into the soul a garden, invisible and
scarcely imaginable from the street outside, bountiful as the fulfilment of a
long-promised joy. The world was breathing, the noontide wind speaking
in the foliage. The garden was no broader than the house, but long walls
led far back from it until the low, old grey lines of stone became swallowed
up in the greenery. Large windows and doors in the side-quarters reached
down to the smooth earth; the old house stood there with open wings as if
wanting to fill itself with the sap rising from the summer growth. In the
shade in a wheel chair reclined the master of this demesne, a camel-hair
blanket over his knees, his hands calmly clasped together. He seemed to be
asleep, so peaceful a look overspread his blind features. But he had
discerned the unaccustomed step in the doorway and asked in a quiet voice
‘Who is it?’ As the name was spoken, the ivory-hued hand made a gesture
of invitation. The man was blind and paralysed, though the manner in
which he knew how to don his straw hat with its sun-bleached ribbon was
so cheerfully rustic, indeed serene, that the burden of his misfortune
seemed light as the butterfly that tumbled hither and thither over the bed
of wallflowers, borne aloft by their perfume as if by invisible currents of
wind.
With equal lightness the blind man’s voice led the conversation. He
recalled the pinewoods dripping dark as they warmed from under the
Nordic snowfields and as his friend Edvard Munch had painted them; he
recalled the brown women whom Gauguin in the South Sea Islands had
first dared to see through western eyes, though Gauguin did not discover
in these creatures their wildness and their underlying tenderness, but found
only brightly-coloured flower-decorated idols. One of those paintings
created out of despairing rapture glowed from one of the walls in the old
house. But the scent of hay floating in from the garden through the house
reduced by its living sweetness the coloured paint to a faded pallor. In the
Marquesas, when the dying artist was carried home to his hut from the
virgin forest, an unfinished picture was found on his easel. It was his last
painting, depicting no palm trees, no brown women, but a wintry Brittany
landscape, imbued with the ache of homesickness. The master of the old
house told these stories of his painter friends in a voice shaking with the

14
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Delius’s garden – the pond

compassion of understanding. He too had followed the seductive call of
distant lands but had found himself back at home with no bitterness and
was now at anchor in this village. With the stiffening of his limbs, the little
paths through the meadows turned into great expeditions in his wheel
chair. Then his eyes darkened also, and now only the gardens of his
memory remained to him for his rovings.
‘You should have a bathe in the river’, said the voice unexpectedly.
‘You can undress down by the meadow. The Loing is deep enough to dive
into head first, but you had better climb out slowly taking care of the third
step, it’s fragile.’ The young twigs hung deep over the water, in their shade
the steps descended into the glassy dimness, the foot gingerly felt for the
planks, as if primordial fishes were offering their mossy backs to step onto.
From the reeds blue dragon-flies shot out, inexplicably standing still in midair for the sun to break into fragments on their enamelled wings, then
disappearing again, their flight describing a cryptic sign-language between
insects and stream. This wound silently and steadfastly through the
network of foliage; in the opaque stillness the sun here and there broke
through the branches and stirred up a lighter cloudscape from the water.
DSJ 165
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Beyond the willows on the far bank July sparkled across the meadows, so
that the river, doubly concealed between the banks and beneath the living
vault, transmuted both canopy of branches and gliding surface into a secret
green cavern. As the eye sank deep into the silent scattered eddies, so it
became refined and partook of a secret inner circle of understanding. Any
movement would break the shimmering equilibrium, the very breath was
suspended, slower, as to enter into a different sense of time. When the
welcome moisture began to draw the first chill from the pores, then came
the upward leap into the exultant heat infused with the tangy scent of
poplar leaves, the slow hypnotic retracing of steps through the sunlit
garden into the shelter of the house, whose shadow had now spread over
the wallflower bed. The straw hat with the sun-bleached ribbon lay by the
side of the wheel chair. The face gazed motionless straight ahead, pure and
clear, like a mountain-face seen against the evening sky. The hands lay on
the knees, the upper body slightly bent forward as if the master of the house
were listening to some music which only his ear could catch. ‘I honour the
river,’ recited the gentle voice, ‘it lets whole days sink down into its waters
without one’s harbouring any sense of having wasted them or retaining
even a shadow of regret.’ He smiled through his blindness – he must have
had a glimpse into some wonderful radiance.
Henry Roche is the great-great-grandson of the composer and pianist Ignaz
Moscheles, whose letters and manuscripts he has extensively researched,
contributing to Mark Kroll’s biographical study, published in 2014.
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E J MOERAN’S GIFT TO DELIUS
John France continues his series of articles on music dedicated to Delius with a
discussion of Moeran’s Summer Valley.
Introduction
The Musical Times (May 1928, p426) insisted that Ernest John Moeran’s
(1894-1950) short piano piece Summer Valley (1925) could have been re-titled
‘After hearing Brigg Fair.’ This may be a little unfair, but I guess the point
is taken.
This essay will not try to evaluate the musical influence of Frederick
Delius on E J Moeran. It is simply an attempt to look at one piece of music
that was dedicated to the elder composer. On the other hand, several critics
have alluded to the stylistic influence of Delius on the younger man, at least
in the earlier part of his career. I include two anecdotes: firstly, Moeran’s
discovery of Delius’s music, and secondly the tragi/comedy of one visit to
Grez-sur-Loing to meet the great man. I have referred to Peter Warlock
rather than Philip Heseltine throughout.
I was unable to find any reference as to what, if anything, Delius
thought about Summer Valley.
Delius and Moeran
In a letter (21st April 1943) to Lionel Hill (Hill, 1985, pp10-11) Moeran
explained that he ‘always had a great admiration for Delius.’ He qualified
this by adding ‘that is to say what I call good Delius.’ Amongst the ‘bad’
music Moeran said that he had ‘grave suspicions of the musical
perceptibility’ of those who perform his ‘second violin sonata, cello sonata
and his piano music.’ Other works failing to impress him include the Second
Dance Rhapsody and the Song before Sunrise. Moeran thought that Delius
went ‘to pieces roughly from 1913 or so to the end of his life.’ On the credit
side were A Mass of Life, Songs of Sunset, Sea Drift, the opera A Village Romeo
and Juliet, The Song of the High Hills, Appalachia, the First Dance Rhapsody and
most of Brigg Fair. The reader will note that several of these are vocal rather
than purely orchestral works.
E J Moeran then explains to Hill how he first encountered Delius’s
music. It was in 1913 when he was still a student at the Royal College of
Music. He heard Delius’s Piano Concerto at a Balfour Gardiner concert at
the Queen’s Hall. He states:
DSJ 165
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‘I shall never forget the profound impression it made on me at the time,
also the lordly and superior comments on it by some of my fellow
students.’

Moeran’s attendance at this concert is shrouded in mystery. In an article
for The Countrygoer (Autumn 1946, cited Maxwell, 2014, p89) he tells how,
one winter’s evening, he had planned to attend a concert at St Paul’s
Cathedral to hear some of J S Bach Passion music. He was unable to secure
a seat, so he made a beeline for the Queen’s Hall, and heard the Balfour
Gardiner concert instead which had, seemingly, included Ralph Vaughan
Williams’s Norfolk Rhapsody. Twenty-two years earlier, Peter Warlock
(Music Bulletin, June 1924, p172) had presented another version of Moeran’s
story: he made the St Paul’s concert Brahms’s German Requiem and added
that the Queen’s Hall programme included the Delius Piano Concerto.
Warlock concluded that this concerto
‘accomplished for Moeran the same sort of miracle that Tristan and certain
works of Grieg had effected for Delius in the eighties and revealed a new
world of sound to his imagination.’

Ian Maxwell (Maxwell, 2014, pp88-93) has made a detailed investigation
into this concertising chronology and suggests that it is a concatenation of
memories, rather than a single event that can be corroborated. In fact, the
Vaughan Williams Norfolk Rhapsodies (2 & 3) were given by Balfour
Gardiner at the third concert on 17th April 1912. The Delius Piano Concerto
was presented in the last (eighth) concert on 18th March 1913 (Lloyd, 1984,
pp243, 245). The same evening, Bach’s St Matthew’s Passion was performed
at St Paul’s Cathedral.
It does seem true that the Piano Concerto did introduce Moeran to
Delius’s music. It is ironic that he retained a love of this work to the end of
his life: it is certainly one of Delius’s most atypical pieces.
There is considerable uncertainty about when E J Moeran first met
Delius. A tantalising possibility is given by Peter Warlock in a letter to
Delius on 14 May 1923:
‘A great friend of mine E. J. Moeran … has gone to Norway for the
wedding of a friend of his, and if his money lasts out he wants to stay
there a bit and take a trip up to the North Cape. He is a very good
composer and a great admirer of your work and would very much like to
come and see you if you are in Norway and have no objection. According

18
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to his plans when he left, his trip would finish up at Bergen about the 28th
of this month …’ (Smith (ed.) (2005), Letter 766, p73)

It is not known whether the two men met up in Norway.
Maxwell (2014, p251), citing a letter from Peter Warlock to Edward
Clark, notes that
‘In July [1925], Moeran and [Warlock] travelled to Grez-sur-Loing to visit
Fred and Jelka Delius but it seems they found the composer “… in a very
sad state – completely blind and so paralysed that he [could not] stand or
walk even with assistance, or hold anything in his hands”‘ (Smith (ed.)
(2005), Letter 826, p138).

Moeran seemingly made another visit to Grez during the winter of 1926/7.
Warlock, writing to Jelka Delius (7th January 1927) noted:
‘I was so glad to hear from Moeran the other day that Fred seemed better
than he was when we were last in Grez’ (Smith (ed.) (2005), Letter 856 bis,
p166).

There may have been other social calls.
Finally, Geoffrey Self (1986, p73) explained that in mid-January 1929,
Moeran, Warlock and several companions went to France, with the purpose
of visiting Delius in Grez-sur-Loing. Moeran was ‘mislaid’ on the way and
did not arrive until the other members of the party had left Grez to visit
Warlock’s uncle, who lived in nearby Marlotte. The story was continued
by Eric Fenby (1936, 1981, pp59, 242). Moeran subsequently alighted from
a taxi near where Delius lived. He fell head first into a newly tarred road,
cutting his face with ‘obvious consequences.’ When Moeran eventually
knocked on the door, he ‘was unceremoniously dispatched in the same
direction’ as Warlock had gone (Self, 1986, p73). It was at this time that the
nickname ‘Old Raspberry’ accrued to Moeran.
One of the ‘myths’ (Maxwell 2014, p20) about Moeran is that his
musical style was like a ‘sponge’ soaking up what he heard and then
regurgitating it as his own music. Influences included Delius, Peter
Warlock and John Ireland. Clearly, like all composers, Moeran was inspired
by music written in the past as well as by his contemporaries. Moeran
certainly did not write parody or pastiche of Delius or anyone else – with
the possible exception of the present Summer Valley.
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Composition
The period of Summer Valley was characterised by ‘miniatures’ but also
included several more substantial works. The piano pieces Bank Holiday
(1925) and the Irish Love Song (1926) date from around this time. The
orchestral Rhapsody No 2 was composed in 1924 and was duly revised in
1940-1. Moeran had begun work on his first Symphony in 1925: it was not
completed until 1937.
His greatest effort was targeted at vocal music, both choral and song.
This reflected the fact that he was staying at Eynsford, Kent, with Peter
Warlock. Works composed at this time include settings of Thomas Dekker’s
The Merry Month of May, William Shakespeare’s Come Away, Death, W B
Yeats’s, A Dream of Death and A E Housman’s ‘Tis time, I think, by Wenlock
Town and Far in a Western Brookland. O sweet Fa’s the eve by Robert Burns
and The Little Milkmaid collected in Suffolk were folk-song settings realised
at this time.
Analysis
Summer Valley is a ‘slow meditation on the atmosphere invoked by the title’
(Peter J Pirie, Lyrita Liner Notes REAM 1103). The piece is written as a
Sicilienne (also known as Siciliano, Siciliana or Ciciliano). It features a
rhythm that may have derived from an old Sicilian dance. This is usually
presented in 6/8 time played at a moderate pace with a swaying rhythm.
Historically, this would have been rather unhurried and was often used for
the slow movement of a sonata or a suite.

Figure 1 Summer Valley: Opening Bars

The formal structure of Moeran’s Summer Valley is a rhapsody with
variations, thematic development and free invention. The opening of the
piece is enigmatic, with the key of E major/minor trying to establish itself.
The main theme (Fig.1), stated in the first ten bars, is never entirely absent:
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it is presented in different keys and with subtly varied harmonies. Summer
Valley concludes with a quiet coda.
The time signature is predominately 6/8 but includes a few bars of 9/8
and 3/8 allowing some rhythmic flexibility. The pervasive trochaic
‘Sicilienne’ rhythm presents a long syllable followed by a short one, for
example as in the word ‘Vall-ey’. This metrical trope is probably
overworked here, tending to a little tedium (Self, 1986). It is clearly used as
a tribute to Delius who often utilised this rhythm.
An important feature of Summer Valley is the changing harmonic
accompaniment of the main theme, becoming ever more chromatic as the
work progresses. Despite this chromaticism, the work is basically diatonic
with much melodic and harmonic decoration. Moeran often uses dense
chords with six, seven and occasionally eight notes (Fig. 2). Often, these can
be resolved into relatively straightforward chords with added notes
creating a gentle, but pervasive dissonance. It was a trait that Moeran’s
teacher John Ireland often exploited.

Figure 2 Summer Valley: Complex Harmonies

Summer Valley is played quietly, ranging between mezzo-piano and mezzoforte, however, when the music moves to a loose G# minor there is a short
fortissimo passage featuring large chords and octaves. Another fortissimo
passage occurs just prior to the reprise of the opening material (Fig. 2). A
magical moment is created in the coda where the work concludes with a
pppp on a wide-spaced perfect fifth chord.
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One criticism of Summer Valley is that there are few mood changes. It
can lead to the suggestion that the work rambles. This aimlessness is a
reproach often made against Delius. Another issue is the relative lack of a
pianistic style: there are moments when it feels that the music might have
been originally designed for orchestra rather than piano. This is especially
obvious in the opening and closing sections of the piece.
Did E J Moeran have any location in mind when he composed Summer
Valley? I have been unable to find any suggestions in the literature. It is
more likely that he derived the name as a response to various piano pieces
current at that time. This may have included his former teacher John
Ireland’s Summer Evening (1920) or his Darkened Valley (1920). Clearly,
Delius himself invested in the title ‘summer’ in his orchestral Summer
Evening (1890), In a Summer Garden (1908) or his Summer Night on the River
(1911-12). Another possibility is that the title is an evocation of the beautiful
Darent Valley near to Eynsford, where Moeran was staying with Peter
Warlock.
Summer Valley was published in tandem with Bank Holiday in 1928 by
Oxford University Press as part of their Clarendon Piano Series. This
prestigious imprint was edited by John Ireland and featured music by York
Bowen, Dorothy Howell, Herbert Howells, Roy Agnew, Hilda Cooper and
Ireland himself. The entire collection would make a splendid recital and/or
CD.
Criticism
I have been unable to trace the first performance of Summer Valley. The
work does not begin to be referenced in musical literature until after its
publication. Music and Letters (April 1928, p187) reviewed Bank Holiday and
Summer Valley together. Scott Goddard wrote that
‘E J Moeran can write excellently, but in Bank Holiday and Summer Valley
… he fluctuates between [Percy] Grainger and [Arnold] Bax, and in the
latter piece the smoothness of the writing is militated against by a plethora
of notes for both hands which makes smoothness of playing very
difficult.’

This final comment tends to confirm the notion that the piece was
composed with orchestral textures in mind.
The Musical Times (May 1928, p426) considered that
‘Moeran’s Summer Valley is an essay in the manner of Delius …’
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The piece might easily have been called (as noted above) ‘After hearing
Brigg Fair.’ The reviewer, T A, concludes by suggesting that
‘it has many beautiful moments, even if the voice is not the voice of E J
Moeran.’

Finally, L Dunton Green (The Chesterian, July/August 1929, p276) passes
comment on Two Berceuses, one by Netherlands composer Alexander
Voormolen and the other by York Bowen. Apparently, the Dutchman’s
work ‘rather out-Delius’s Delius.’ Green states that he would be
‘the last man to throw a stone at him for doing so, no more than I would
at E J Moeran’s Summer Valley dedicated to the Master himself and
imitating his style in a delightful Sicilienne.’

On Record
The first recording of Summer Valley was made by Iris Loveridge in 1958/9.
It was issued on the then-nascent Lyrita Record Label (RCS3). This
pioneering LP included most of Moeran’s piano music, with the notable
exception of Bank Holiday and Stalham River. In 2008, this album was
reissued on CD: it was coupled with Gordon Jacob’s Piano Sonata (1957).
Most criticism of the four available recordings of Moeran’s piano music
tends to be generic rather than specific to Summer Valley. I do not intend to
provide a compendium of them: I have included a couple of reviews of the
premiere recording.
The Gramophone (May 1960, p597) noted that the most substantial work
on the album was the Theme and Variations. A P (Andrew Porter) felt that
‘the most attractive ones are the shorter pieces, which seem to be the
English equivalent of Debussy Preludes.’

He considers these miniatures ‘unadventurous, but [having] a quiet charm.’
I do not agree with this negative assessment. Iris Loveridge ‘plays all this
music freely, affectionately [and] persuasively …’
Jonathan Woolf, reviewing the Iris Loveridge CD reissue (MusicWeb
International 8th August 2008) declares that
‘… of all the pieces in the recital Summer Valley is my favourite. It’s a
wonderfully openhearted and generous setting and played with especial
understanding and perception by Loveridge.’

Woolf sums up this then-50-year-old recording by noting that:
‘… these sessions have stood the test of time. Augment them if you will
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with the [Eric] Parkin and Una Hunt recordings – both of which are
outstanding and should be on every Moeran collector’s shelf in any case.
But do investigate these near fifty-year-old recordings. Moeran admired
Loveridge’s performance of his Rhapsody No.3 and said so boldly. This
is your chance to hear what an idiomatic player of his music she really
was.’

It was to be more than a third of a century before Eric Parkin recorded the
complete piano music. Since that time, two further ‘complete’ explorations
have been issued at roughly ten-year intervals: by Una Hunt and Duncan
Honeybourne.
Finally, another recent recording of Summer Valley was made by Paul
Guinery as a part of his fascinating exploration of Delius and his Circle. This
included music by Arnold Bax, Percy Grainger, Cyril Scott and Balfour
Gardiner, as well as most of Delius’s own piano music. I guess that E J
Moeran would have been unimpressed by the inclusion of these latter
works.
John France
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HALFDAN JEBE (1868-1937)
November 2018 marked the 150th anniversary of the birth of Delius’s close friend,
the Norwegian violinist and composer Halfdan Jebe. The following article was
written by Olaf Anders Husby, Associate Professor of Language and Literature at
the Norwegian University of Technology and Science. He has recently contributed
to a documentary film about Halfdan Jebe.
A few years ago, I visited a library in Mérida, Mexico. The director
approached me asking what I was looking for. When I answered, ‘a
Norwegian archaeologist’, the director immediately recommended me also
to look for a Norwegian composer who settled in Mérida 100 years ago. He
did not remember his name. A few keystrokes later Google revealed the
person’s identity: he was referring to violinist and composer Halfdan Jebe
(1868-1937), buried in Mexico City.
After returning to my home in Trondheim, Norway, I was out for a
cycle ride and suddenly realized that I was in Jebeveien – Jebe Street.
Another Google search revealed that the street was named after the
physician Haakon Gabriel Jebe (1831-1900), the father of Halfdan Jebe. A
few questions to staff members in the Department of Music at the
Norwegian University of Technology and Science revealed that the name
Halfdan Jebe was completely unknown to them. An unknown Norwegian
composer from Trondheim famous in Mexico! I had to find out more.
Halfdan Fredrik Jebe was born on 3rd November 1868, the second of
three1 children. His father was a military physician at Trondhjem2 brigade,
married to Hedvig Jørgine Klingenberg (1846-1925), who was born into a
bourgeois family in Trondheim.
Halfdan’s sister, Martha Caroline, later graduated as a painter. Under
the name of Tupsy Clement she became part of what Norwegian and
Danish painters called the Skagen group. Halfdan’s brother Johan Fredrik
studied law and become a well-respected judge in Oslo.
Early in life Halfdan demonstrated musical talents, but he experienced
his parents’ reluctance when he wanted to realise his dreams of becoming
a violinist3. However, his talent convinced them, and in August 1885 he
moved to Kristiania4 as a student of violin. On 5th October 1887 he was
registered as a student at the Königliches Konservatorium der Musik zu
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Halfdan Jebe

Leipzig to continue his studies under Professor Hans Sitt. Jebe was
accepted despite the fact that his father’s signature was missing from the
application papers.5
During his six years of study in Norway and Germany, he developed
his talent, and made significant progress in his theoretical knowledge of
music. The Conservatory in Leipzig was popular among Norwegian
students, who constituted the largest international contingent. By the mid1880s, more than 120 Norwegians had studied there. Grieg was there in the
period 1858-62, and after him both Johan Svendsen and Christian Sinding
spent time as students there.
In 1888, Jebe moved to the Königlich Akademischen Hochschule für
ausübende Tonkunst in Berlin where the famous Joseph Joachim became
his teacher. From this time on, Jebe developed a long-lasting friendship
with English composer Frederick Delius (1862-1934). The two had met as
students in Leipzig in 1887 and became very close towards the turn of the
century. Delius was a great admirer of Grieg and counted Norway as his
spiritual home. Jebe was another Norwegian, whose philosophy and ideas
of how to live his life, were very similar to those of Delius.
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After completing his studies, Jebe
returned to Trondhjem in 1891. The autumn
concert program started early in September
with a concert in the Labour Association hall.
Pianist Alf Klingenberg appeared on stage
with ‘benevolent assistance by the violinist
Halfdan Jebe’. Klingenberg was in fact Jebe’s
uncle, but the two were about the same age.
Family
ties
obviously
provided
opportunities for both to cultivate their main
interests. Adresseavisen, the local newspaper,
was enthusiastic and expressed the view that
Mr Jebe had great potential to become a very
skilled violinist, playing with supreme
musicality.6
To reach this goal, Jebe returned to
further studies in Europe. He headed for
Paris to study composition with Jules
Massenet (1842-1912), professor at the
Conservatoire de Paris7. Jebe’s sister Tupsy
was already staying in Paris and was in close
contact with Edvard Munch and a number of
Scandinavian artists. Jebe quickly entered
Announcement in
the city’s musical circles, and in the period
Trondhjems Adresseavisen
1894-1897 he was a member of the Orchestra
Colonne in Paris. The leader of the orchestra,
Édouard Colonne, promoted contemporary music and performed works by
composers such as Saint-Saëns, Massenet, Fauré, Debussy, and Ravel.
Leading foreign composers such as Mahler, Tchaikovsky, Prokofiev and
Edvard Grieg directed their own works there. The greatest soloists of the
time were invited, and in retrospect, Jebe would count this period as the
most formative for him as a performer and composer.8
The artistic environment in Paris was rich, and Jebe established many
contacts such as Gauguin9, Ravel and Verlaine, and we find him among
Scandinavians such as Strindberg, Munch, Krag, Sinding and Grieg. Jebe
was already influenced by Grieg’s nationalist romantic works, and in 1892,
together with Gustaf Dalman, Jebe published his first composition for piano
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inspired by folk music, Jüdishe Melodien aus Galizien und Russland.10 It is
interesting to note that Jebe was inspired by folk music, but not by
Norwegian folk music. Later in life he appeared to support music inspired
by traditional folklore, while rejecting potential nationalistic or chauvinistic
side effects.
During his stay in Paris, Jebe had ample experience of what the life of
an artist could offer. His way of living was defined by the environment he
was a part of, and one of his biographers, the Danish professor John
Bergsagel, described Jebe as
‘violinist, composer, traveling world citizen and libertine whose
personality seems to have fascinated everyone he came in touch with.’11

In Jebe Delius seemed to find an echoing soul as well as a spiritual brother.
He stated that his Norwegian friend was ‘the only man I have loved in all
my life.’12 As a two-sided team, Jebe and Delius seem to have enjoyed each
other’s pleasure-filled escapades, at the same time envying each other’s
prowess with women and intoxication. Jebe was said to be the only person
who could understand all of Delius’s problems13, and Jebe’s later travels,
outrageous life and erotic adventures around Europe and the rest of the
world, would constitute what may seem as Delius’s unfulfilled dream.
Jebe’s letters to Delius are filled with descriptions of a lifestyle described by
Thomas Beecham as ‘among the most outrageously Rabelaisian I have ever
read.’14 This demanding way of life would hit both of them hard. Already
in 1895 at the age of 33, Delius had contracted syphilis15, a disease that
would greatly affect him later in life. For Jebe, drugs dominated his later
life.
During the 1890s, several compositions came from Jebe’s hand. In the
spring of 1896, the Bennett’s Concert Bureau arranged a large concert in the
Labour Association’s Hall in Trondhjem, presenting Jebe’s The Child at the
Beach arranged for piano. In 1897, Jebe’s engagement in Paris ended, and
he returned to Norway, where in July he played in a concert with Vittorio
Vanzo and Anna Kribel-Vanzo. The critics were positive, but one reviewer
wished for
‘a somewhat bigger and more powerful tone, but the instrument used
probably bears the main reason why the performance in this respect asked
something more. Mr Jebe played Sarasate’s Habanera perfectly brilliantly
and Massenet’s Thaïs meditation beautifully and evocatively.’16
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At the end of the month, Trondhjem celebrated St Olav’s Day, as well as the
900th anniversary of the city’s founding, and Halfdan Jebe performed to a
full house in the Circus Concert Hall. From then on, Jebe appeared in
Trondhjem and in other cities in this part of Norway, and his compositions
became part of the standard repertoire.
In January 1897, Jebe and Delius headed for the United States. During
the crossing the two of them met Marie Leonie Mortier, of noble origin, and
titled Princess of Cystria. The party travelled like a musical trio with two
of the participants under pseudonym: Jebe as Professor Lemmanoff, the
princess as Madame Donodossola. In 1885, Delius had been in Danville,
Virginia and had taught as a private music teacher. Twelve years later, a
baffled concert audience met him again as a member of this distinctive trio.
After the concert there, the Danville Register wrote that
‘Mr. Lemmanoff, with his dazzling technique, charmed his audience in
his violin numbers ... The aria of Händel, with violin obligato […] was so
beautifully given by the artists that it was repeated at the request of the
entire audience.’17

The tour is later commented on as
‘one of the more eccentric of European artistic excursions into to the New
World.’18

In Autumn 1897 Jebe was back in Kristiania where Gunnar Heiberg’s
comedy Folkeraadet was to be performed. The play is a political satire on
national arrogance and hypocrisy after the Norwegian parliament’s retreat
in the Union struggle with Sweden in 1895. Delius had composed the
music, and Jebe played in the orchestra. The Prelude to the last act was a
funeral march that contained an A minor version of the Norwegian national
anthem, and this caused tremendous fuss. Fierce demonstrations followed
after the premiere. Nationalists rallied against the Englishman mocking the
national treasure. It all peaked two weeks after the premiere, with the
newspaper VG reporting from the dramatic event:
‘At the famed minor performance, a man got up from the first row of the
stalls and fired three shots over the orchestra, almost directed at Winge,
the conductor.’19

Luckily, only blanks were fired, but the incident nevertheless made an
indelible impression on Jebe and Delius, who withdrew the music. The
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incident obviously triggered Jebe’s
disgust for strong nationalist
sentiments, and over time, this
would affect his relationship with
Norwegian society.
During the autumn of 1897,
Jebe found time to compose, and
before Christmas, Bennett Music
Store in Trondhjem announced
that the sheet music for Halfdan
Jebe’s Serenade for Violin & Piano
was for sale. The music was
presented at a mid-Christmas
concert, but Jebe was not present
as he was spending Christmas
with Delius’s sister, Clare, in
Yorkshire.
In January 1898 Jebe returned
to Norway. In November the
Sofie Jebe as Nastja in Maksim
previous year he had been
Gorkij’s play Night Asylum
employed as a conductor at the
Central Theatre Orchestra in
Kristiania. The position was interesting, but obviously not too enticing as
restlessness soon gained the upper hand. One year later he left the
orchestra to focus on various assignments and to spend time composing. In
October 1898 he published Henrik Harpestreng’s Grandmaster March.20 In his
hometown he celebrated as the Brigade orchestra presented the March at
its Christmas concert.21
Next year Jebe led the orchestra during the first major introduction of
Delius’s music to Great Britain22, and in the autumn he was back in
Trondhjem giving a concert in a completely full cathedral.23
The 19th century came to an end, and during the summer of 1900 his
father, Haakon, died at the age of 69. Professionally Jebe worked on and
off on permanent assignments, but still found time for composing. One
work, a cantata, was presented at the inauguration of a museum in
Trondhjem at the end of the year. However, before the turn of the century,
a major change had taken place in his life. At the Central Theatre in
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Kristiania24 he had met actress Sofie Bernhoft (1870-1966), and the two
married secretly.25
In retrospect the marriage did not seem to change Jebe’s way of living.
On the one hand, he made a promise of eternal fidelity, and on the other
hand, he was restless and impatient and wanted to leave Norway.
Memories of Paris were still fresh in his mind, and he did not favour what
he now observed of Delius’s more retracted lifestyle. Jebe’s enthusiasm for
travelling was satisfied through smaller excursions. Delius’s sister Clare,
who knew Jebe well, described him as ‘the perfect vagabond’. She writes:
‘Jebe, a medieval troubadour born out of his time, gloriously indifferent
to material things, and letting the morrow take care of itself …’.26

Jebe was also working as a journalist and reported in Trondhjems
Adresseavisen that a man named Stroh had just invented a violin in which
the body is replaced by a sound tube similar to the trumpet on Edison’s
phonograph. Jebe found the sound
‘just as good and much better than in the good old instruments and
assumes that the new Stroh violin is representing the future.’

The following year he toured Germany, Austria, Poland, Hungary, Serbia,
Romania, Italy and Egypt. The trip was financed along the way by giving
concerts and selling sheet music. At the same time his music was also being
played in his hometown. On 30th October 1901, a Miss Bottolfsen gave a
well-attended concert to which the critics of Trondhjems Adresseavisen
responded very positively:
‘Here Jebe has found a stunning and well-liked expression of a series of
beautiful moods, which the orchestra rendered very beautifully.’

Sofie was pursuing her acting career in Kristiania. She was not among the
leading actors, but after working with the Second Theatre in 1900-01 she
was given a job in the newly started Fahlstrøm Theatre from 1903.
Jebe’s journeys in Europe and the Middle East made him look for more,
and in 1902–03 he decided to undertake a long tour to South and East Asia.
In China, he visited the big cities of Guangzhou and Shanghai where he felt
attracted to beautifully landscaped gardens and opium houses. The
impulses were so strong that he decided to cultivate decadence to an even
greater degree than before at the expense of discipline and work. In Japan,
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he sought out the local population and dressed in traditional clothes and
learned the language. However, he was no monk:
‘Only in Japan can one purchase young girls very cheaply’27.

In a summary of the journey in Japan, he concluded:
‘Give me a refined old whore, I don’t mean fucked out old cows, but faded
roses with delicate perfumes …’28

He headed south and went on to Vietnam29, Sumatra and Java in Malaysia,
and some sources also mention Australia.30 Then he went to India and
Ceylon where he gave concerts in Colombo and Kandy. The impressions
were strong:
Whoever, from the hills around Kandy, has listened to the timpani’s
rhythms down from the lake with the venerable Buddha temple, he has
been entrusted with a secret with which he may be delighted throughout
his life, from the depths of the soul.’31

According to Jebe’s own understanding of local newspaper reports, this
was the first time ever that a violinist had visited these locations. The
journey was obviously not without its problems. He received a letter from
Delius in November 1903, and in his reply he wrote that
‘[rarely] in my life have I been so happy about a letter. Now, to
understand this you would have to have experienced how it is to smell
land again, when your journey has lasted forever […] But the long
adventure poem which I have now completed - not on paper, but with
bleeding footsteps across the world, through previously unimagined
depths of Bohemian living conditions - this wonderful adventure I bring
home alive - not for the children and not for the adults, only for the few
who do not get tired of playing the Game. […] I have quite simply
travelled towards the horizon; I have carried an idea to its logical extreme,
I am dead, all done – it is the transmigration of the soul’.32

After this trip, which can be described as hedonistic raptus, he set off for
home. Early in 1904 he visited Delius in Grez-sur-Loing, France, where he
had settled with his wife Jelka, the German-born painter Hélène Sophie
Emilie Rosen. Delius’s syphilis was developing, and Jebe brought with him
his universal medicine, opium, which he himself was using on a daily basis.
This seemed perhaps alluring to Delius, but for Jelka it was provocative,
and after a confrontation Jebe chose to continue to Kristiania. This was not
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the kind of encounter he had been looking forward to, as he strongly missed
his close friend Delius:
‘I must live quietly at home for a couple of years, and then later perhaps
you will come and visit some beautiful places with me and for a year live
as idyllic, as ideal, as your peaceful life in Grez’.33

Jebe returned to Norway and resumed his role as Sofie’s husband. One can
only speculate on the relationship between the two after Jebe’s long
absence. Perhaps the condition of marriage was that both could live freely
and exploit the various opportunities life offered? Jebe’s re-establishment
was obviously difficult. He struggled to find a position in the cultural life
of Kristiania and Norway, and had only single assignments. He completed
some compositions, such as Hymn which was published by Olaf By’s
Musikforlag34. It was a relief when Delius contacted him and invited him
to perform in Denmark and England.35
After returning home Jebe came into contact with Johan Fahlstrøm,
who led various theatres in Kristiania. Jebe had been working for him as a
conductor in the mid 1890s. Fahlstrøm now had ambitions to produce
various operas, and when Jebe got to know this, he already had a piece to
offer. Since 1902, he had been collaborating with the author Peter Egge and
the painter and author Christian Krogh on creating the opera, Vesle Kari
Rud, built on a legend from rural Telemark. The opera was completed in
1904 but to their great disappointment they were informed that the opera
would not be performed.
Jebe’s personal unrest and desire for seeing the world still tore him,
and he wanted to go back to Asia:
‘Sometimes I burn with fever to see again those lands where I felt
reborn.’36

He tried to tempt Delius, who in his status as husband struggled with a
desire to free himself from all conventions. In April 1905, Jebe wrote to his
good friend:
‘I really hope we can again consider our great Pacific trip. I have never
given up the thought.’37

A few months later, Jebe increased the pressure, again encouraging a trip
to the Pacific. How about a tour with selected female musicians?
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‘My dear friend, how quickly time flies. Action! Action! Movement! The
great sleep is approaching.’38

In June 1905, Norway celebrated its independence from Sweden. The mood
during the summer months was shocking to Jebe. The days were full of
what he felt was a euphoric and almost fanatical nationalism. He feared
political confrontations and was intimidated by the rumours of war after
the Union was dissolved. The echoes of the shooting in the theatre in 1897
were probably still present, and in addition, his reaction was strongly
negative when he observed that the petty bourgeoisie in Kristiania
positioned itself financially and politically in the newly independent
Norway. Although Jebe supported the independence campaign, the
chauvinist mood seemed so negative to him that in 1906 he decided to leave
the country. He went to Paris where he lived for some time before boarding
SS St Paul in Southampton, heading for the United States. On the passenger
list, he had to state his profession. First he wrote Musician, then crossed it
out and replaced it with Composer. On 9th September, the ship docked in
New York and Jebe went ashore with $75 in his pocket.
In a letter to Delius, dated 22nd July 1905, he wrote:
‘It depends on this: that there is an “Outside“ – then I don’t care how
things go on the inside. I have lived for so long on the outside, I now
know large tracts of this endless country, to which no one has given a
name. But I never meet another person here, not since meeting you, and
you went back again. [...] I am not Norwegian. I come from “Outside”.39

Jebe wanted out. Life is like a card game: New cards - new chances. Still,
it’s wise to be prepared. Jebe’s uncle, Alf Klingenberg, his old accompanist
at concerts in Trondhjem, had worked as a professor of piano at Washburn
College in Topeka, Kansas since 1902. In 1906, Klingenberg assumed the
position of Dean. Jebe had obviously been in contact with his uncle as the
Washburn College Bulletins of 1906-1907 list him as a professor of violin.40
It is hard to tell whether Jebe anticipated that his stay in the US would
be long-lasting. Anyway, Sofie arrived at the end of 1906, abandoning her
professional career in Norway
‘only because her husband received a multi-year employment abroad.’41

The School of Fine Arts of Washburn College referred to itself as the central
art centre in Kansas. The school offered the best facilities for musical
education in the state. The professors on the teaching staff were well
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acquainted with the teaching methods used at conservatories in Germany,
Italy, France and England.42 Here a new era began for Jebe, and the
following year, on 17th December 1907, he was granted the status of
naturalized American resident in Shawnee, a suburb of Kansas City.
Jebe obviously made a solid impression locally. The University
newspaper The Industrialist mentioned an upcoming concert in Topeka and
described Jebe as one of the most talented violinists in the United States.43
After the concerts the critics were no less thrilled:
‘Mr Jebe has all the physical and professional idiosyncrasies of genius. He
needs no label to distinguish him, and after seeing him walk upon the
stage, one is prepared for his mastery on the violin and his temperamental
gifts […] [Jebe played] one of his own compositions, Norwegian fantasy,
on violin. [His] art is so known that only the fact that he was present is of
great importance, and his imagination as composer lies very close to his
artistic achievement on the violin.’44

Jebe stayed in Topeka for a couple of years. During the holidays, the couple
travelled around the US, Jebe giving concerts and Sofie reciting the
Norwegian authors Ibsen and Bjørnson. Uncle Alf Klingenberg had other
plans. He continued as Dean until 1912 when he co-founded the DKG
Institute of Musical Art in Rochester, New York. The school aroused the
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interest of the industrialist George Eastman to the extent that he bought the
school in 1919. In 1921 it was converted to the Eastman School of Music,
with Klingenberg as the school’s first principal. He remained in office until
1923. The school was quickly known throughout the world and students
arrived from everywhere.
In Topeka Jebe managed to put together a symphony orchestra. The
orchestra was short-lived, and because of the lack of local support, he
resigned from his position at Washburn in 1908, and the couple moved
westwards.
A San Francisco newspaper, The West Coast, wrote
enthusiastically about a concert during the summer of 1908:
‘Prof. Halfdan Jebe’s violin solo took the audience by storm, in particular
his own compositions, which he had to repeat before the enthusiastic
people were satisfied.’

On 8th August a ‘Great farewell concert’ was announced, with both the
Swedish Sångsällskapet and the Norwegians’ Singing Association.
After half a year in San Francisco, they continued vagabonding
through the west coast states before heading east again. Were they about
to return to Norway, as some newspapers wrote? The tracks of Sofie and
Halfdan Jebe become unclear for some time with a longer stay in Chicago.
In 1911 they arrived in New York. The Norwegian immigrant
newspaper Nordisk Tidende reported that Halfdan and Sofie Jebe
‘have been on tour in America for a number of years and have visited most
cities in the northern and middle states all the way to California and have
harvested laurels everywhere. When the season begins, it’s the couple’s
intention to arrange a series of concerts or perhaps theatre performances
here [in New York].’

During the following years, Jebe maintained a high profile amongst the
Scandinavian group in the world’s metropolis. He announced concerts and
eventually began a collaboration with the Norwegian conductor Ole
Windingstad, a significant music personality who had migrated to the
United States in 1906. Windingstad was often the first choice to lead the
orchestra for large Scandinavian occasions and he was the conductor of the
Norwegians’ Singing Association in Brooklyn from 1911 to 1926. In
addition to leading a large number of choirs, he conducted the
Scandinavian Symphony Orchestra in New York between 1913 and 1929.
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On 12th November 1911, in ‘ice cold weather’, 1100 spectators attended
the Saengerbund Hall for the Norwegians’ Singing Association’s concert.
Nordisk Tidende reviewed this as
‘one of those moments you remember for a long time, a Norwegian music
night as we have never before experienced outside Norway’s borders. [...]
[T]he violinist Halfdan Jebe, whose reputation has long been established
both in Norway and abroad […] played two major passages from
Mendelsohn’s Violin Concerto in E minor, and one by the artist himself Norwegian suite for violin and piano, both of which were performed
masterfully – with Windingstad at the piano.’

The Jebe family lived in Brooklyn. In spite of success on some New York
stages it seemed that the economical outcome of concerts and engagements
was low, and Jebe needed to make extra money. During 1911-12 Jebe
published several advertisements in Nordisk Tidende offering violin lessons.
He also kept his name known by, among other things, contributing to the
Sailors’ Church concert on March 17th with his Improvisation on Norwegian
folk songs.
On 24th March 1912, the choir Skald gave a concert under the direction
of Windingstad. Jebe participated by presenting two of his own works. The
announcement read
‘[o]ne is an orchestral number (Prelude) and the other La Vaaren komme is
[written] for soprano solo, choir and orchestra. ... The concert will
undoubtedly be the most interesting Scandinavian concert that has ever
been held here. In order to cover the expenses, an audience of 900 is
required’.45

The concert was a success.
The following month Jebe commented on a concert by Miss Inga Ørner
in Saengerbund Hall. The notification in Nordisk Tidende is partly positive.
Initially, Jebe acknowledges Ørner’s artistic qualities, commenting that her
strength lies in
‘the interpretation that no artist can give without knowing the joy of life
and the pain of life.’

Then he turns 180 degrees and attacks popular culture and dance in general.
Jebe is aware that the Norwegian audience’s wish is that
‘the program should be immensely popular and preferably real
Norwegian.’
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Norwegians prefer to
‘hear På solen jeg ser and similar melodies that are played to death.’46

Jebe criticises Inga Ørner for having been too indulgent towards an
audience that demands
‘music that can be heard with the least possible intellectual effort’

but he understands her choices. Finally, he attacks the social gathering after
the concert. There the audience could listen and dance to popular melodies,
‘the adopted, all-beauty-killing lirum larum of American waltzes and twosteps’.47

Jazz and American popular music was displacing Norwegian music thanks
to the audience’s lack of musical taste.
Jebe arranged music for choirs, and he also performed with choirs. In
May 1912 he surprised the readers of Nordisk Tidende by publishing a
polemic against men’s choirs. The background was a festival in Fargo,
North Dakota, where a choir of more than 1,000 singers performed selected
works.
‘That the great chorus will make a huge impact on the audience is not
questioned. A thunderbolt would do the same, and it cannot be called the
greatest musical pleasure in the world.’48

He especially attacks the men’s choirs whose shortcomings are to be found
in a man’s anatomy, and the consequences this has for acoustic aspects of
the male voice:
‘Already the first teaching of harmony shows us that the narrow harmony
of the deeper layers to which the four-part harmony is referenced, is
contrary to the demands of well-being and therefore unmistakably
unmusical.’

The audience is misled, he says, and
‘the delusion of the dilettantism, has brought it so far in the spoil of taste,
that good music seems repulsive and annoying to most of the audience
and [...] professional musicians.’

Jebe feared that the giant choir’s planned trip to Norway on the occasion of
the centenary of the Constitution would contaminate Norway, which
through its
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‘instrumental music has become known and appreciated all over the
world over’.

A rather aggressive exchange was to be read in the newspaper.
Towards the end of 1912, Jebe was engaged in a comprehensive tour.
The Anna Pavlova Ballet was performing in major cities in the United
States, and Jebe was engaged as a concert master on the viola. After the
tour his living conditions again seemed to be more meagre, and in 1914,
Jebe had to play in restaurants to earn a living. New York’s only first-class
Scandinavian restaurant, Henry’s, advertised quality food and music from
6.30pm to 1.00am. Jebe performed there every night, and looked upon this
as a personal defeat, attempting to justify his engagement by saying that the
guests would at least listen to something that is miles away from the tango
lirum larum they hear elsewhere.
Fortunately, the number of engagements increased again, and he
played the violin at the Norwegian Theatre in New York, where Sofie had
set up a production. Halfdan Jebe’s Scandinavian String Quartet was played
in Our Savior’s Norwegian-Lutheran church, with Jebe himself playing first
violin. In November a concert of chamber music in the Henry Street Church
attracted a ‘moderate’ audience but was a musical pleasure from first to last.
The concert opened with a sextet, which in the works that followed was
reduced to quintet, quartet, duet, and finally
‘violin without accompaniment - Improvisation on a Norwegian folk song
was performed by the concert organiser, Halfdan Jebe. His solo was the
subject of the most unreserved applause. This excellent artist also gave
outstanding performances of Viotti’s Andante, Gluck’s Melody and
Wieniawsky’s Légende.’49

Generally speaking, Sofie Jebe seems to have played second violin in the
relationship. Only from time to time was she mentioned more frequently
than him in the press. In the spring of 1915, she concluded that her
ambitions could not be realised in the Norwegian-American circles in New
York, and at the end of June, a farewell concert was held in her honour with
300 people in the Hall. It was announced that the music would be by
Halfdan Jebe and, for the occasion, he had written Suffrage Hymn. However,
the long newspaper review mentioned several musical works during the
performance, but nothing by Halfdan Jebe. As he is not explicitly referred
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to, one might suspect that he was not present during the event. His absence
may be an indication that there had been a breach between the two.50
Sofie received applause from a grateful audience, went home, packed
her cases and left for Norway. In September, the major Norwegian
newspaper Aftenposten announced that
‘the actress Sofie Bernhoft-Jebe has arrived to visit Kristiania. In recent
years she has been the instructor at the Norwegian Theatre in New York.
She has been the leader of several Norwegian dramatic enterprises in
larger American cities. Her husband is staying in New York.’51

Jebe was now on his own but continued as before. In October 1915 the
Atlanta Constitution52 introduced Jebe as
‘the noted Norwegian violinist, whose appearance has delighted music
lovers elsewhere in America for several years past’.

Together with the Belgian singer Emma Van de Zande he gave a number of
concerts, being joined later by the pianist Karl von Lawrenz. The program
included works by Viotti, Gluck, Saint-Saëns, Dalcroze, Godard and Tosti.
Jebe also performed two of his own compositions: Serenade and Capriccio.
The reviews were positive:
‘Herr Jebe’s playing is simple, but his execution is masterful. His tone was
full and pure and his technique excellent. Herr Jebe reached the height of
his genius when he performed Rondo Capriccioso, by Saint-Saëns. He was
recalled a number of times, and gave as an encore Schubert’s Serenade,
which was beautifully and expressively played.’

The reviews contained a couple of interesting details. The accompanist,
Karl von Lawrenz, was born in Germany but had lived in the United States
since early adolescence. He was considered a ‘German nobleman by rank’,
but with World War 1 going on and strong anti-German attitudes emerging,
his German background had started to cause problems. Von Lawrenz was
suspected of sympathising with the German armed forces, and feeling
against him soon also began to cause problems for Jebe. When information
about a concert series was sent out, one of the booking agents, ‘a patriotic
Englishman’, responded that one did not want contact with people with von
in their surname. This statement was primarily aimed at von Lawrenz. The
audience, however, had observed that Jebe at times was presented with the
German title Herr, and from time to time also had a von connected to his
name when he was promoted as Halfdan von Jebe. The audience began to
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stop attending when von Lawrenz was on the
program, and this also hit Jebe.
The last concert with Van de Zande and
Jebe, a ‘high class concert’, took place on 15th
March 1916.
The reviews in the Atlanta
Constitution were again very positive:
‘Herr Jebe’s program was one to bring out his
broad capability as a musician and the fervid
character of his temperament.
Especially
enthusiastic was the reception given his
performance of the Mendelssohn Concerto, a
Sarasate Spanish Dance and a Capriccioso of the
player’s own.’53

Jebe, about to leave USA

His stay in Atlanta ended in the spring of 1916 after which it again becomes
difficult to trace his movements. The reactions towards von Lawrenz had
probably reminded him of what happened in Norway ten years earlier.
Perhaps the United States was not a ‘melting pot’ that welcomed people
from different backgrounds?
At that time Halfdan Jebe was 47 years old. In recent years New York
had been his base with Sofie by his side, until she returned to Norway the
year before. If he did not experience American nationalism corporeally, it
surely restricted his possibilities for making a living. Perhaps this
realisation was a trigger for a renewed sense of restlessness? New York is
a hub used by ships from all over the western world, and the port could be
used as a springboard to further advance in life.
On 26th August 1916, Jebe arrived in Buenos Aires, after travelling
from Rio de Janeiro in 3rd class.54 The Argentinian immigration authorities
noted that he could read and write, was a Catholic and an artist. What he
did thereafter we know little about. The newspaper Nordisk Tidende in New
York carried two short notices relating to Jebe in 1918. They refer to Jebe’s
promising attempt to form a Scandinavian string quartet while staying in
New York some years earlier, but comment that
‘the “wanderlust” that has poisoned this gifted musician [...] had taken
him to Valparaiso, Chile’

In an interview with the Norwegian journal Tonekunst in 193255, Jebe
reported that he was
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‘vagabonding in South America a few years, Argentina, Brazil, Chile and
Peru’.

His stay in Peru would be of great importance to his further development:
‘It was there - in Peru - that I got interested in the many ruins - whole
extinct cities - remnants of the old Inca culture.’

It is unclear which sites he visited, but after the American archaeologist
Hiram Bingham discovered Machu Picchu in 1911, a great interest in the
old Inca culture developed. When Jebe visited Peru, he could not have
avoided hearing stories of important findings that documented the heyday
of the Inca culture, the colonisers’ attacks that forced the Incas to their
knees. Later, his interest turned to
‘the strange Mayan culture and the magnificent ruins that exist after it primarily in Yucatán.’56

The sources are completely silent about his movements over the next two
years. On 14th October 1920, he returned to New York from Santiago de
Cuba, soon disappearing again, but a year later, Nordisk Tidende published
a poem57 by Jebe dated Constantinople, October 1921, The Return of the
Dervish: 58
On the beach of Bosporus where his cradle stood,
he kneels in prayer at the foot of the prophet.
His soul, over the lifeless deserts borne
on outstretched arms, uncut.
For there is only ONE god, only one fatherland:
where the soul found a moment’s rest,
while the glowing arrows of the sea are forged.
Its name: Through the doubt to endure.
You Lord who gave, you Master who took
Allah! May your name be praised. He kisses his homeland’s blessed land,
On revient toujours à ses premiers amours Allah! May your name be praised.

It is impossible to decide whether the poem is inspired by a trip to Turkey,
a journey that may have been made after his return to New York in 1920, or
whether it has its roots in his travels just after the turn of the century. If
Jebe really returned to Europe, one would have expected him to visit his
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homeland. After all, his wife had returned to Norway a few years earlier
and he also had other family there. His mother was still alive and
celebrated her 75th birthday in 1921. His brother had settled as a lawyer in
Oslo, and his sister Tupsy was established in Denmark. However, there
seems to be no trace of him leading to Norway. It is also difficult to say
anything about the deeper personal thoughts behind the praise of the
poem’s one god, Allah.
On 28th January 1923, Jebe was registered in Servicio de Migración in
the port city of Veracruz, Mexico.59 The picture that follows the document
shows a man wearing a crumpled suit, white shirt and tie. He is described
as 1.69m tall, soltero – unmarried, and musico compositor – with blue eyes and
grey hair. His beard is grey, in the form of barba española, that is only beard
around the mouth and not on the cheeks or jaw. The moustache is marked
as poblado – bushy. His appearance is what one would expect of a man of
his age. His back is straight, the eyes a little tired behind his pince-nez,
glasses without earpieces. Otherwise, he has no señas particulares, special
characteristics. He reports skills in reading and writing Spanish as well as
English, French and German. The value of speaking Norwegian and
writing a Danish-like Norwegian was obviously considered less relevant.
Jebe decided to settle in Mérida on the Yucatán Peninsula. The
purpose of going there was archeologically motivated. The peninsula,
which stands out as a thumb in the Gulf of Mexico, is the main area of the
Mayan culture, which had already reached its peak before the 11th century.
When Jebe arrived, several large excavation projects were under way.
Places such as Chichén Itzá, Mayapán, Uxmal and Tikal, which represent
various epochs in the Mayan cultural history, were highlighted, and interest
in the Mayan life and history went far beyond the ranks of the
archaeologists. Jebe was one of several Norwegians who were fascinated
and drawn to the area. On his arrival in Mérida, we can assume that his
personal funds were limited.
While Jebe visited Zocalo, the great plaza in the centre of Mérida,
Felipe Carrillo Puerto, the revolutionary politician and governor of Yucatán
was in his office implementing radical reforms. When he gave his first
speech as governor, he used the Mayan language and took a clear stand in
favour of the indigenous population of Yucatán. During his 20 months as
governor, he undertook radical land reforms by confiscating large estates
and redistributing them to the Mayan people. He worked for women’s
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political rights, started family planning programs, fought against
alcoholism, promoted new farming techniques, and initiated projects to
preserve and restore pre-Columbian cities and sacred sites. Education was
prioritised and in his first year of administration, hundreds of public
schools were opened, including higher education institutions such as
Universidad Nacional del Sureste, now Universidad Autónoma de
Yucatán.
Jebe had great sympathy for Carrillo Puerto’s project and, in particular,
the work of documenting and restoring the Mayan culture and this was the
basis for Jebe’s decision to settle in the city. After being offered a room in a
vacated church, where he stayed for a couple of years, he began teaching
violin. The rumours of his educational and musical skills must have spread,
because he eventually ended up at the new regional conservatory in Mérida
as a professor of violin, piano and composition.60 The position was an offer
from Carillo Puerto who wanted to establish a conservatory in Mérida.
Andrew J Boyle interprets sympathy for Carillo Puerto’s radical
political project as an expression of Jebe’s personal liberation from
pretentious European cultural life.61 At Yucatán, Jebe could seek more
meaningful goals and support Carillo’s struggle with a focus on land
reform, women’s liberation and rights for the native population. Jebe’s
involvement was so deep that he was imprisoned twice during the rebellion
against Carillo in 1923.
This rebellion became fiercer when the armed forces attacked the
revolutionaries and their leader. According to Jebe, Carillo Puerto fled to
the coast, was captured and brought back to Mérida, where he was lined
up at the cemetery wall and shot.
‘I – the stranger – was sitting in my classroom at the conservatory, hearing
the shots and realising the implications.’62

This had an immediate effect on Jebe. Carillo Puerto’s meeting with the
firing squad on 3rd January 1924 inspired Jebe to compose a symphony in
A minor with the subtitle ‘Destiny’s way towards its ideal’. The symphony
is dedicated to Carillo’s ‘unforgettable memory - not the fallen politician,
but the man, the idealist’. And it depicts ‘my friend Carillo’s tragic, yet
magnificent fate’. Later, mentioning Carillo Puerto in glowing terms, his
words made surprising connections to Norway:
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‘He looked like a beautiful Norwegian peasant boy, and it is said that his
family came from a Norwegian ship stranded by the Yucatán’s dangerous
coast.’63

Jebe said that he later heard that Carillo Puerto’s father could have been a
Norwegian captain or helmsman who had been lost on the coast and had
fallen in love with one of the native American beauties. Jebe was well aware
that the hypothesis was weak, so he added:
‘on his mother’s side, he was a real the son of the people, but why not
believe that his blood was of our own tribe?’64

The alleged relationship is of course not in accordance with reality.
However it is striking to observe how these chauvinist statements
contradict his earlier critical views on the Norwegian society.
The execution of Carillo Puerto made a deep impression on Jebe. ‘You
can imagine what I felt,’ he said in an interview eight years later65. His
experiences in Yucatán had a profound effect on the further development
of his personality, and this kept him resident in Mexico for 15 years, a much
longer period than ever before in his life. Regular visits to Europe and
Norway could not change this.
Jebe worked intensively in an enthusiastic environment, and he came
to teach a number of students who later would excel as prominent
musicians and composers in Mexico. Names mentioned are Vicente Uvalle
Castillo, Amilcar Cetina Gutiérrez, Gustavo Río Escalante and Daniel
Ayala. The latter considered himself to be Jebe’s favourite, and for him,
Jebe revealed ‘many secrets of the instrument’. Ayala developed into a
capable violinist and a composer whose style, like Jebe’s, was virtually free
from cultural nationalism.66
Jebe’s reputation grew and, during the period 1925-1935, he held the
position of first violinist in the Orquestra Sinfónica de Yucatán in Mérida, of
which he was a co-founder.67 At times he was also the principal viola
player, and conductor. Over time, he expanded his field by working as a
music critic in Diaro de Yucatán, one of the leading newspapers on the
peninsula. In this way he gained increased insight into, and influence upon,
the development of national music traditions in Mexico, and this laid the
foundation for a renewed interest in composition. His personal interests
led him to more contemporary music, but his romantic orientation also led
him towards characteristic regional traditions, and eventually he developed
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great interest in Maya-related themes, which he published in the form of
symphonies and operas.68 He was excited about trends in modern music,
often in contrast to local reviewers, and he said that he personally wanted
to make Gustavo Río Escalante’s opera Kinchí known in Norway. He
praised Río Escalante for abandoning idols such as Donizetti and Verdi and
seeking inspiration in more modern expressions whilst presenting artistic
expressions that praised a glorious past.
During his early years in Mérida, Jebe developed a close relationship
with the author Sara Molina Font, who was born into a high-ranking family.
Her father was a lawyer and her uncle a former governor of Yucatán.
Molina had caused a scandal when she, as a declared feminist, wanted to
divorce her husband. Over time she developed a relationship with Jebe,
but this was never accepted by her family. Daniel Ayala believed that the
romance between Molina and Jebe was the primary reason for Jebe’s
continued presence in Mérida. Jebe himself claimed that the two were
married, but this is not documented.
Jebe’s lifestyle, dominated by ‘anarchy and confusion’,69 was
demanding. Even into his late fifties, the bohemian in him was vigorously
alive, and his lifestyle became a challenge to both his health and artistry.
Ayala described him as
‘filthy, drunk most of the time, and often he forgot his engagements as a
violinist or conductor of the orchestra. He lived in a small cabin [...] where
he composed with admirable control, almost the way geniuses do.’

His study was characterised by a grandiose mess. Paper was spread across
the floor, and the room was filled with a nauseating odour from wrapping
paper wiped with rotten leftovers and canned boxes – in daily life he was
the realization of a true ‘bohemian’. Several times during concerts the noses
of the audience and the musicians were attacked by a smelly stench as he
opened his violin case containing raw meat and onions which had been
forgotten there.70
Despite his astonishing lifestyle he maintained and strengthened his
position as a prominent composer. Towards the end of the 1920s he was
described as ‘having the grip of the classic Mayan culture’. Through his
interest and fascination with Mexico’s indigenous people, he positioned
himself in the coming years so that
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‘there was no serious musical expression in Yucatán where Norwegian
Professor Halfdan Jebe was not involved’.71

On the other hand, he was unable to free himself from his origins, writes
Jebe’s Danish biographer John Bergsagel, who believes that
‘works like Let the Spring Come and Norvegia showed existing ties to
Norway.’

Early in 1931, Jebe took two years’ leave from his position at the
conservatory and headed for the US and then Europe. He had several goals
with this trip. The purpose was, according to Andrew J Boyle, to investigate
whether his Mayan and Mexican-inspired compositions would spark
interest in Norway. However, the first person he wanted to greet was his
old friend Delius who, blind and paralysed, was being nursed at his home
in Grez. Jebe had not seen Delius since 1906, but there had been occasional
contact between the two, so it is likely that Delius was informed about Jebe’s
work and position in Mexico. In 1911, Delius dedicated his An Arabesque
for baritone solo, mixed chorus and orchestra, one of his greatest and most
personal compositions, to his friend Jebe. The text, written by the Danish
poet Jens Peter Jacobsen, is interpreted as an expression of Delius’s
attachment and devotion to the person who, on his behalf, also pursued the
quest for erotic pleasure and exotic experiences in remote parts of the
world. It is also interesting to observe that some years earlier, in 1902,
Delius had changed his first name from Fritz to Frederick. It can be seen as
an anglicisation of the name, or a continuation of his father’s first name, but
it is also an echo of Halfdan Fredrik Jebe’s second name.
More than 25 years after they had said goodbye to each other, Jebe
knocked on Delius’s door. The meeting between the two is described by
Delius’s young niece Margaret de Visci:
‘One day […] the maid came into the room in a state of great agitation to
say that a filthy old man was at the door, giving the name of Halfdan Jebe.
“Bring him in!” cried Delius, pleased at the thought of meeting an old
friend who had led the orchestra at his first London concert. “But sir,”
replied the worried girl, he smells, he is incontinent, and I believe that he
is on drugs.’

Nevertheless, Delius insisted on inviting Jebe into the house, and would not
let him go until he had been provided with good meal and a change of
clothing.72
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Delius’s wife, Jelka, confirms the impression of an older, sloppy
person:
‘The Norwegian friend from Mexico turned up in a terrible state like the
most abject dirty beggar. It affected us very much. His state was so
impossible that after 2 days I had to take him to hospital in Fontainebleau
and from there we got him to Paris after the most fatiguing difficulties
and we are now sending him back to Norway where he has a brother.’73

The two would not meet again.
In the autumn of 1931, Jebe arrived in Oslo,74 and there he gave the
Norwegian audience the opportunity to listen to works inspired by his stay
in Mexico. He first set up a chamber music evening at the conservatory in
the autumn of 1931.75 Following this his visit was crowned with a full
orchestra night in the University aula, where the Philharmonic Society
Orchestra presented a program called ‘Halfdan Jebe Composition Evening’.
Jebe was to conduct, and the soloist in one of the pieces was one of
Norway’s foremost violinists, Ernst Glaser, who also was the concert master
of the orchestra.
A few days before the concert, Jebe gave a longer interview to the
newspaper Nationen:
‘I have only come home to visit - and to give - in gratitude to the country
where I had my best years - this concert.’76

In another interview77 he said that he would return to Mexico,
‘but only for a short time, [...], because I would like to return to old
Norway.’

One cannot avoid seeing the dissonance between these statements and what
was said when he left the country a quarter of a century earlier. Then he
was not Norwegian, he was from the ‘outside’. However, a rolling stone is
smoothed as time passes by.
The programme was in four parts, and in the printed booklet there
were brief descriptions of each individual piece. The headlines are
Part I, Entrance to the Uxmal (archaeological cycle)
The composition is inspired by architectural features of Maya ruins
Part II, Destiny’s Way to its Ideal
The composition is dedicated to the idealist Felipe Carillo’s
‘unforgettable memory’
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The Offering of the Virgin and
Lyrical intermezzo for string
orchestra
The Caves of Lol-tuns, ballet
music

The concert became a personal
crisis for Jebe.
‘Originally Mr Jebe himself was
to conduct; but at the very last
minute Mr Olav Kielland
agreed to lead the concert
conducting a score “that was
completely unknown to him”‘

writes the reviewer of the
newspaper Nationen78.
What
happened is hard to tell. Jebe
could have become sick with
fever and vomiting, he might have had a nervous breakdown. Intoxication
on narcotic drugs or alcohol is also an alternative, or maybe a major fallout
with his wife Sofie?
The critics were not complimentary. Kielland and the concert master,
Glaser, received positive mentions for the way they dealt with the difficult
situation. Dagbladet’s reviewer believed that a less improvised management
would have put details better in relief and given the music stronger
contours, but the reviewer was disappointed with the content:
‘The compositions were lacking expressive power [...] If the composer
only had expressed his ideas as piano music, the popular and well
sounding pieces would surely have been applauded.’

The conclusion was short:
‘The concert did not deliver what the program promised.’79

Nationen’s critic’s summary is more negative:
‘The Halfdan Jebe composition evening concert was unfortunately an
obvious disappointment ... While he has been trotting the globe, evolution
has obviously passed him by.’
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The first part of the concert evening was broadcasted on national radio. In
this way the concert was heard by many, which might have been some
consolation since few tickets were sold. On the other hand, the Crown
Prince and the Crown Princess were present.
Jebe’s visit to Norway was not a success. No further comments or
interviews seem to exist. He soon packed his suitcase and returned to
Yucatán.
However, during his time in Norway Jebe published an article in the
Norwegian journal Samtiden80. In ‘New Directions in Music’ Jebe advocated
the use of an extended tonal system, named by him as ‘micro-chromatism’.
He referred to his colleague, the Mexican composer Julián Carillo (18751965), who already in the 1890s was experimenting with quarter-tones and
writing music based on micro-tonality. Carillo had introduced a system
based on tones smaller than the tempered scale’s half tones. This theory,
which was developed around 1900 and labelled el sonido trece – ‘the 13th
tone’, fascinated Jebe. In fact, Jebe meant that this was ‘the beginning of the
end’ and the starting point of a musical generation that would change
everything81. By adding elements from outside the traditional major/minor
system, the composer could get closer to
‘the music which in the moment of inspiration was sounding in the
master’s inner ear, but which he, in the imperfect musical language of his
time, could express only partially’.

In her article in the Norwegian journal Folkemusikk, Anne Jorunn Kydland
compared the Norwegian composer Eivind Groven (1901-1977) to Jebe and
Carillo. Groven was also occupied with music and instruments outside the
tempered system. In her article Kydland mentioned ‘blue tones’ from jazz
and blues and their relation to the microtonal universe, and the influence
this had had on contemporary music. In relation to this it is a paradox to
observe that Jebe in his 1932 article completely denies jazz any musical
value – it is simply ‘horrible’. Jazz is a
‘brother of dirty books in literature and obscene paintings in art, and has
destroyed many promising talents … Where “time is money”, dreams
often turn into money. You buy – or steal – the dreams of the great
composers and exchange them for money again, dressed in the harlequin
bells of jazz.’
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Jebe continued his work to convey further expressions of the Mayan
people’s culture, but with composition as a medium. Several works come
from this period: the opera Dignidad Maya (1933), Uxmal (1934), Carnaval de
Mérida (1936), the ballet Las Grutas de Loltun, the symphonic poem Chichèn
Itzá, La Mano Roja, La Leyenda del Cenote Sagrado (all 1936-37). The child fable
La muerte de la ardilla from the same period was presented at the Palacio de
Bellas Artes in Mexico City in 1938.
The Mexican historian Ricardo Pérez Montfort has been investigating
Jebe’s life in Yucatán, and he states that during the years after his return
from Norway in 1932 Jebe
‘dedicated himself again to promoting and encouraging the local musical
activity. His enthusiasm reached the point where he insisted that Mérida
should become “the Bayreuth of the New World.” He stated eloquently,
“And I, who am in love and grateful to this land that has evoked within
me so many artistic feelings, place a humble stone in the great monument
to Yucatán.” His passion for everything Yucatecan spilled over as he
stated the following: “Yucatán, center of all that is America, as Germany,
is the heart of Europe, has the divine mission to erect a temple of art,
promise, and welcome to every traveller or tourist who arrives to see its
greatness!”‘82

At the end of 1937 Jebe moved to Mexico City to promote his music more
strongly, but his health was not good as alcohol had gained the upper hand
in his life. He became ill from pneumonia, was hospitalised, and died on
17th December. He was buried at Panteón de Dolores in Mexico City the next
day, probably with undertakers as the only followers. His grave is not to
be found today.
An obituary was published a few days later, probably signed with a
pseudonym. A grieving Sara Molina Font organised a concert in Jebe’s
honour in 1938. His compositions were taken care of by the Norwegian
embassy and later sent to the Norwegian National Library where they are
available online today.
In Norway his death was announced three weeks later, and he was
soon to be forgotten by the public. His pieces were occasionally played on
the radio, using recordings made and kept by NRK, the Norwegian
Broadcasting Corporation. Today Jebe seems to have vanished: there are
only two mentions of him in concert programs, in 2016 and 2018, the latter
relating to a celebration of the 150th anniversary of his birth.
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There is renewed interest in Jebe today, related to his music and his
personality. His 150th anniversary prompted the production of a TV
program by art historian Sverre Krüger, aired on 31st January on NRK
(Norwegian Broadcasting Corporation).83 His personal history has inspired
this author to dig more into Jebe’s life, and articles related to Jebe as a link
between Mexican and Norwegian composers dealing with microtonality
are about to be published.84
Too many questions are unanswered in order to make a complete
review of Jebe’s life. Andrew J Boyle, who has gained insight into the life
of this Norwegian from ‘outside’, says the following:
‘[The] course of his life, marked by restlessness and neuroses, suggests
psychological scars – though what their cause might have been is
unknown.’85

Searching for scars might be one angle by which to enter the enigmatic life
of Halfdan Jebe, a life characterised by escapes, a demanding life style,
refined musical skills as performer and composer and an ideological
orientation dominated by internationalism and solidarity. A deeper look
into his childhood may reveal more. He left Norway, but was his
orientation that of an emigrant leaving from somewhere or an immigrant
seeking settlement elsewhere?
Olaf Husby
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JAYNE STRUTT
Mike Green interviews Jayne Strutt, creator of many wonderful YouTube videos
which combine her photography with the music of Delius.
In 2012, the year in which The Delius Society celebrated the 150th
anniversary of Delius’s birth, I was delighted to be able to put Jayne’s name
forward to receive a Certificate acknowledging her exceptional contribution
to that special year with her wonderful selection of photographic images
skilfully matched to the music of our composer. Jayne continues to please
us with her images but I was also anxious to explore other aspects of her
very active life and she graciously agreed to this interview.
MG
Many of us can recall a special moment when we first encountered the
music of Delius and I wonder if this was the case for you?
JS
It was probably on Radio 3 (The Third Programme) that I heard this piece
of music involving a cuckoo that immediately moved me. The name of the
composer ‘Delius’ was mentally noted. Some time later I was inspired to
invest 12/6d on the MFP album spotted in the local record store. On the
first playing of this somewhat nondescript looking album I was at once
smitten by the magic of Delius and have been so ever since.
MG
I am sure you have many followers on social media. Would you like to say
something about this and perhaps about some of the feedback you must
receive?
JS
YouTube is by far the most rewarding; the type of person likely to subscribe
to my channel is probably already receptive to the kind of music I generally
present. The positive comments that appear below the video description
are of greater value to me than mere numbers of views.
Although I think the channel has a pretty well-defined identity as ‘The
Way not Taken’ there is still nonetheless a rather eclectic mix among the
350-odd music-based videos on offer.
The hope is that someone will make a surprise discovery on ‘their’
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particular ‘way taken’ while exploring the channel content. The most
rewarding comments are from those who have discovered Delius upon
visiting my channel, perhaps while looking for something else. This must
be one of the blessings of modern technology, let’s hope these good aspects
of the net continue to prevail!
MG
Your musical interests clearly extend beyond Delius and it would be
interesting to know something about the breadth of your musical tastes and
of other composers and music styles which are special to you.
JS
The jazz equivalent of musical first loves for me was Dave Brubeck’s Take
Five with Paul Desmond on sax. On a different level I was smitten by this
style of music. Another door had been opened and has remained musically
wide open ever since. Over the years, having become more acquainted with
Jazz, I do believe that rather than just a ‘random fancy’ there is a deep inner
connection between the music of Delius and a liking for Jazz. Jazz and
Blues styles have several factors that can also connect deeply with the
receptive listener. Delius integrated these Jazz and Blues elements quite
naturally within his music and for me there lies that ‘tingle factor’!
MG
You have made your home in Scarborough and I would be surprised if,
having shared this fine town with Eric Fenby, you don’t have some
recollections of this lovely man. Did you ever meet, for example?
JS
Alas no, I never met Eric, but what made all the difference was our
correspondence. Having read Eric’s wonderful book Delius As I Knew Him,
and being so impressed by this incredible sacrifice for the love of music, I
just had to write to him to express my great esteem and admiration. The
fact he subsequently had taken the trouble to reply while teaching at the
Royal Academy in London only increased my admiration for this
remarkable yet modest gentleman.
Since moving to Scarborough, I have met many people who knew Eric
personally, and without exception each expressed their deep fondness for
their fellow Scarborian. He is remembered as the modest and caring music
teacher from North Yorkshire who just happened to make musical history.
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MG
Turning to your photography, our
Members may be interested to hear
about your camera(s) and the
techniques you use to obtain such
wonderful images. I imagine some of
your days start early and end late and
involve extended rambles. Do you set
out with a fixed idea or do your
‘projects’ come together over time?
JS
Digital photography has been an
absolute blessing, liberating one from
many of the technicalities of making
the best use of each exposure, and
Jayne Strutt
allowing greater focusing on the
composition and content of each shot. Years ago, cine was mostly 8mm for
the amateur, and 35mm for stills and slides; it was not cheap, but it was fun,
putting up the screen and projecting the images to entertain your longsuffering friends.
The best images from Nature occur randomly, so always be prepared
to capture the moment, which is so much easier with a digital camera. Some
of the most atmospheric pictures can occur in less than perfect light and
conditions; just take the picture and hope for something a bit special or
different. Moody skies, dappled sunlight and silhouettes set against a
stormy, pewter coloured sky seem to match those pensive Delian moods
the best.
As images set in Nature can’t be staged or posed, pictures must be
taken to capture a fleeting moment, and they will keep for that special
project. Consequently, I have a huge collection of images to draw from and
the process of impatiently searching for that perfect shot can be rather
frustrating.
Digital cameras are fairly cheap and do not have to be complicated,
this amazing technology has opened up photography to all.
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MG
I have read about your concern over environmental issues in town and
countryside. Can you expand on this?
JS
This is fundamental. If you treasure something then you need to defend it
when necessary rather than just assume all will be well. The Natural World
is a part of what and who we are. My feeling is that we should not just
ignore the endless chipping away of our green and pleasant land. Our
lovely countryside has never been so threatened and it is too easy to forget
that when it’s gone it has gone forever.
MG
I know you have a real concern over care in the community. Perhaps you
could tell us something about your operation of ‘The Music Box’ and its
intended audience?
JS
There are inarguably tremendous health benefits to be gained by the
enjoyment of music, ‘Melody’ and ‘Harmony’ being magic ingredients. At
the very least people can relate to a memorable tune to awaken pleasant
memories from the past. To be able to share some of these melodies with
those in care is an immense privilege.
‘The Music Box’, which started in Staffordshire and has been running
for a couple of decades, is basically me playing a piano or currently a
Yamaha, ‘Tyros’ keyboard. The objective is to develop a therapeutic and
harmonious atmosphere for those who attend or reside at the local hospice
and care homes. Facial expressions can speak volumes and a simple smile
or even a tear can mean there is an unspoken connection.
MG
I believe your cats play an important part in your life. Would you like to
tell us about them?
JS
I’ve always had cats. I find they are very agreeable ‘familiars’ to have
around and they are excellent company around the home and garden.
There are two cats in my life at the moment: a large marmalade coloured
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Tom Cat with the not very original name of Ginger. The indoor model is a
cute, cream coloured Devon Rex, her name is Amy.
MG
Finally, if you were sent to the mythical desert island with a choice of music,
which would be your top three choices? And a book?
JS
Could I take that MFP album, my very first Delius? Then something Latin
by Antonio Carlos Jobim, say Corcovado – Quiet Nights of Quiet Stars, and
something blue and jazzy by Miles Davis – Kind of Blue will do.
The book must be something that will continue to be of interest over
an extended period of time. Roget’s Thesaurus will provide hours of
entertainment finding new ways of giving expression to endless internal
debates and so keeping myself company. Oh happy soul!
Many thanks indeed for sharing these thoughts.
Michael Green
By following this link Members will have access to Jayne’s extensive library of videos:
https://www.youtube.com/user/feline1104?feature=watch
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THE DELIUS DIGITAL CATALOGUE
A free event at the British Library on Monday 1st October 2018 marked the
launch of the Delius Digital Catalogue, the work of Professor Daniel
Grimley and Dr Joanna Bullivant, of the University of Oxford. The
afternoon event, supported by the Delius Trust, sought to demonstrate how
technology can help people access and understand music manuscripts.
Ironically, for a presentation about online curation and digitisation, the
start was delayed by twenty minutes due to technical problems, which were
not entirely successfully overcome. Attendees had already spent the first
part of the afternoon examining a few items from the collections of the
British Library and the Delius Trust, including manuscripts of Brigg Fair
and Appalachia as well as a letter from Heseltine to Delius.
Richard Chesser, Head of Music at the British Library, began the
formal part of the proceedings, speaking about the importance of Delius to
the British Library, referring to the excellent Delius study weekend in 2012,
and the collaboration between the British Library, Delius Trust and Oxford
University, highlighting the Library’s excellent online resource Discovering
Music (www.bl.uk/20th-century-music), which was designed to be
accessible to a wide audience. It features 19 articles, four of which are
devoted to Delius, as well as many other references to the composer, and a
significant number of audio and video examples – although these are often
buried within articles. Richard explained that 20th-century music was the
first section of the site to be completed, and that plans were in place to
expand Discovering Music to other earlier classical periods, and also to look
at non-classical music.
Daniel Grimley, turning to the online catalogue of Delius’s works,
outlined the project, answering four questions: Why Delius? Why do we
need a new catalogue? Why digital? Why now?
Why Delius? Because his music is remarkable, and still has magic even
after extensive research (Dan’s recently published book Delius and the Sound
of Place is reviewed on page 87), and he occupies a particularly interesting
historical position between the turn of the century and the more avant garde.
His harmonic language is unique, and his approach to form is innovative –
contrary to popular belief, Delius was actually quite closely concerned with
form, developing large-scale structures based on short melodic, harmonic
or textual ideas.
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With around 130 works to catalogue, it was thought that the project
was manageable, but Dan noted that it had taken twice as long as originally
thought. The majority of sources are readily available; manuscripts are
relatively easy to access due to Beecham’s bequest to the Delius Trust,
housed in the British Library, and there is a rich body of published editions
and recordings. Finally, it was felt that there was a gap in the analytical
coverage of Delius’s music, even given the books recently published.
Why do we need a new catalogue when we have those put together by
Rachel Lowe, the British Library and Robert Threlfall? The project aimed
to create one central catalogue with the capacity for updates when new
sources, such as the recently discovered manuscripts (see Paul Guinery’s
article on page 67), come to light. The new catalogue aims to be
comprehensive, with the duration of each work and biographical
information included. It is the first thematic catalogue of Delius’s works
and uses MerMEId, the software developed by the Danish Centre for Music
Editing at the Royal Library, Denmark, in the course of creating a digital
thematic catalogue of the works of Carl Nielsen. And, being digital it is, of
course, freely accessible to all, and can be searched and ordered in a variety
of different ways.
Daniel Grimley paid tribute to those who had contributed towards the
success of this project. He had been given research leave by Oxford
University, and he was very grateful to the Arts and Humanities Research
Council for providing funding. He thanked Helen Faulkner, Lionel Carley
and Roger Buckley for their support, as well as the Swisher Library in
Jacksonville, which had shown him great hospitality. Sheffield University
had digitised some Delius concert programmes and Dan went on to thank
the Villiers String Quartet, Oxford e-Research Centre, the British Library,
his students, and of course Joanna Bullivant and Amelie Roper who had
done most of the work.
Dan then handed over to Joanna Bullivant, who showed everyone the
finished catalogue, which can be found at
https://delius.music.ox.ac.uk/catalogue
Joanna demonstrated the various different searches, the ways in which
works were linked to one another, the provision of incipits, and the detailed
information about each work. You can see from the screen on the next page
(Figure 1) a list of the first eight orchestral works, sorted in alphabetical
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order of title, although you’ll notice an unfortunate spelling error in the
entry for Appalachia. Clicking on a work gives a large quantity of detailed
information including incipits and significant performance dates (Figure 2).
A further presentation was given by Dr Kevin Page, of the Oxford
e-Research Centre, on how technology could enhance the traditional
interaction with manuscripts, and how text, audio, video and images could
all be combined. An article written by Joanna Bullivant for the British
Library’s Discovering Music project demonstrates some of the possibilities.
In her article Delius in Performance (https://www.bl.uk/20th-centurymusic/articles/delius-in-performance) text is combined with audio – spoken
and music – and image files in which it is possible to zoom in to examine
the detailed markings on Beecham’s conducting scores, for example.
Kevin went on to explain how a masterclass given by the Villiers
Quartet to students of Oxford University could be captured on video and
then linked precisely to the score by means of a special pen and paper using
a technique called Linked Data. He went on to show a video of the
workshop demonstrating this technique.
The final part of the afternoon featured the Villiers Quartet in
conversation with Daniel Grimley, with a performance of the reconstructed
original version of the 1916 String Quartet.
Katharine Richman
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FURTHER MANUSCRIPT DISCOVERIES
Paul Guinery describes new acquisitions by the Delius Trust.
In the last edition of the Journal I described how a hitherto unknown Delius
song (Susanna) had come up for auction in New York and how it had been
acquired by the Delius Trust. It seems that, like buses, Delius song
manuscripts like to travel in pairs: last December, Sotheby’s auctioned yet
another song we knew nothing about, together with three other Delius
manuscripts, two of which were thought to be lost. I am delighted to say
that the Trust decided to bid for three of those four items and did so
successfully. They are of considerable importance.
In 1888 Delius wrote some incidental music for Zanoni, an 1842 play by
Edward Bulwer Lytton, but his music was never performed. The British
Library had the draft piano score of the entire work apart from the first two
pages which were unaccountably missing and which must have become
separated at some point. Those two sheets were one of the items under the
hammer at Sotheby’s on 4th December 2018 and they can now be reunited
with the rest of the work to make it complete.
Two of the other items concerned Delius’s string quartets. Sotheby’s
were offering a manuscript, with autograph additions, of the mature
quartet of 1916, most of it in the hand of Jelka Delius with corrections by the
composer. It was a copy of the first draft of the work, in three movements,
prior to its substantial revision into four movements with the addition of a
scherzo and a newly conceived slow movement. However, as this item
related very closely to manuscripts and drafts of this version already held
by the British Library, the Trust decided not to bid for it as it seemed to offer
nothing substantially new. Instead we preferred to save our fire for a more
important item, namely the missing first and second movements of the
early quartet in C minor of 1888-1891.
The manuscript of the third and fourth movements of this work (along
with just eleven bars of the second) is already in the British Library but the
opening twenty-three pages were missing and assumed to be lost so it is
wonderful that they have turned up at last and that the work is now
complete and available to be performed.
And so for the song. In Robert Threlfall’s Supplementary Catalogue
(1986) (p54) he refers to a ‘mysterious’ song which remained ‘unidentified
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and unlocated’ – this has now turned out to be the item auctioned at
Sotheby’s: Wohl waren es Tage der Sonne. It is a short setting of lines by the
poet and playwright Emanuel Geibel (1815-1884) from his Jugendgedichte
(‘Youthful Poems’). Geibel was a leading representative of the mid
nineteenth-century school of German lyric poetry and Delius also set
another poem by him, O schneller mein Ross (Threlfall V/7). Here is the
German text of Wohl waren … with my own translation:
Wohl waren es Tage der Sonne, die Bäume blühten im Mai,
Dein Blick sprach Liebeswonne – das ist vorbei.
Verblüht sind lange die Bäume, der Herbst is kommen geschwind;
Die Träume, die schönen Träume verweht der Wind.
‘Truly, they were days of sunshine, when the trees blossomed in May,
Your look told of the ecstasy of Love – that is all over.
The trees have long since shed their blossom, autumn has swiftly arrived;
Dreams, beautiful dreams have gone with the wind.’

These lines were extremely well known and were set by dozens of minor
nineteenth-century German composers. Delius’s setting is dated 1890 and
the manuscript is signed by him as ‘Fritz Delius’. It is a tender and lyrical
portrayal of the text, in 6/4 time, in B major, and is only some twenty-three
bars long. The manuscript is slightly more problematical to read than
Susanna since there are several corrections and deletions in pencil, some of
them hard to decipher but they hold fascinating insights into the way Delius
re-thought and revised his music. I have transcribed the manuscript and I
am hoping to include this song, along with Susanna, in my lecture-recital
for the Society on 6th April at the Guildhall School (see page 115), with the
assistance of the baritone, Mark Begbie. As the song is short and there are
alternative readings, there will hopefully be time to hear it at least twice so
as to compare and contrast.
So all in all, three significant manuscripts by Delius have now been
acquired by the Delius Trust for posterity, in one rewarding afternoon in a
saleroom off New Bond Street. I wonder whether there are more treasures
still to come? The missing original manuscript of Brigg Fair, for example –
now that would be something …
Paul Guinery
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OBITUARIES
STEWART ROEBLING MANVILLE (1927-2018)
Bill Marsh, previously Chairman of the now-closed Delius Society of Philadelphia,
has kindly sent the text of a pre-obit, filed by Stewart Manville in 2013, aged 86.
In 1972 Stewart married the 83-year-old Ella Grainger, widow of Percy Grainger.
Stewart lived until the age of 91, but news of his death reached Bill only when his
Christmas card was returned by Stewart’s executor. Stewart died peacefully on
16th March 2018 and a memorial service was held on 5th May 2018 at the Purchase
Quaker Meeting House, White Plains. Contributions in lieu of flowers to the
International Percy Grainger Society were invited.
Stewart Manville, who for the past half-century and more has been curator
of Percy Grainger’s home in White Plains, NY, was born on 15th January
1927 in that city, son of a railroad attorney and musically active mother.
His mother’s grandfather had organised a municipal band in Omaha,
Nebraska, and her ancestry included a family of Irish musicians named
Kelly with links to interesting historic events. Prior to her marriage she
played theatre organ and sang with a touring lyceum company. For many
years she taught beginner piano.
Stewart graduated in 1944 from White Plains High School, which had
been attended at other times by Burnet Cross and a fellow OPERA critic Joel
Kasow. He heard Rachmaninoff in recital at the Westchester County Center
and Grainger in a programme in one of the local schools – both in 1941. In
addition to learning piano at home he studied violin on an inherited
instrument.
While a member of the University of Wyoming Orchestra (1944-46), he
occupied first chair of violin II when Darius Milhaud conducted during a
composer seminar. Following further study at the Hunter College Opera
Workshop, with Professor Josef Turnau, he visited Europe in summer 1951,
in pursuit of operas by Richard Strauss that had not yet been heard in
America (Arabella, Die Frau ohne Schatten, Intermezzo, Daphne, Capriccio, and
the ballet Josef’s Legende). It was at the Zürich Opera for Intermezzo that he
made the contact which would lead him eventually to Ella Grainger.
While employed in central European opera houses for the next three
seasons he developed the insider knowledge and practical experience that
would inform his reviews in Opera – and to a lesser extent in Opera News –
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Photo: Bill Marsh

Stewart Manville and Ella Grainger in November 1978

for the years ahead. Among his better-known associates were the
conductors Karl Böhm and John Pritchard and stage directors Josef Gielen
(then director of Vienna’s Burg Theater) and Willi Domgraf-Fassbaender
(one-time baritone and recording artist). The last-named taught Stewart
rudiments of stage direction, stage presence, lighting, costuming, diction,
makeup, rehearsal scheduling, and considerably more – seemingly pleased
to have a willing disciple (when his daughter Brigitte Fassbaender reached
the right age he did the same with her on her path to opera stardom).
Following his return to the United States, Stewart directed workshop
productions of Fidelio, La Traviata, and Hansel and Gretel, and graduated B.
S. in 1962 at Columbia University.
Stewart’s Grainger work from 1962 onward unsuspectingly, if
incrementally, ended any career aspirations. His nineteen years with Ella
are described at length in the Grainger Companion (ed. Thwaites, 2011), for
which he wrote the chapter ‘At home’. When Ella’s lawyer told her that she
could not afford a full-time employee Stewart found daytime work (long
story) and liked to joke about being a billy club-wielding* opera critic.
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Stewart became a life member of the Delius Society of Philadelphia
shortly after its founding in 1976.
Enclosed with the above text, which was beautifully hand-written, was this
note from Stewart:
Bill, at 86 let me file this pre-obit with you for the Journal. My history is
easily confusing. Of Delius interest, I was one of the very few to write an
eye-witness report of the Magic Fountain world premiere. It is a gem of a
little masterpiece, still in need of recognition and attention.
And no gimmicky presentations, please. The male lead should be in
proper period, and the journey needs to be behind a scrim in silhouette to
convey a realistic sense of going somewhere …
*

A billy club is another name for a truncheon [Ed]
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GRAHAM MELVILLE-MASON (1933-2019)
Graham Melville-Mason, musicologist, Czech music expert, and journalist
died in February this year, shortly before his 86th birthday. He was
Chairman of the Dvořák Society for 20 years, Patron from 2007, and
continued to edit the Society’s Journal until very recently. He was notable
also for being the only non-Czech member of the artistic board of the Prague
Spring International Music Festival.
His interests were not confined solely to Czech music; many members
will know that he wrote extensively on Delius in all of SOMM’s Beecham
Collection booklets. Siva Oke of SOMM writes:
‘He was not only an expert on Delius and Beecham, but he was also
passionately fond of Czech Music and was Chairman of the Czech Society
for many years. During his early life he had worked in the contracts
department of the BBC which is when I met him, probably in the mid-80s.
He spoke fluent Czech and used to go to the Prague Spring Festival every
year, giving lectures in Czech whilst he was there.’

An obituary was published in The Independent.
Katharine Richman
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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 Spring 1919.
The decade after the end of the first World War saw the beginning of a new
era in the arts – particularly in music. The sixteen years between the end of
the war and Delius’s death in 1934 saw an increase in public interest in his
music in England, and to an extent in Germany.
For the first half of 1919 Delius and his wife remained in England,
based in Belsize Park, north west London until the end of May, when they
visited both Sussex and Cornwall on Philip Heseltine’s advice, before
leaving for Norway in July. The first half of 1919 was not a productive time
for Delius. He and Jelka both attended the first performance of Eventyr on
11th January at the Queen’s Hall. On 16th January Delius wrote in a letter
to Percy Grainger
‘Wood gave the first performance of my new Orchestral Ballad – Eventyr
(Once upon a time) after Asbjørnsen – He gave a ripping good performance
& took no end of trouble with it –’.1

This was the first of four new works by Delius given their first outing in
1919, the others being the Cello Sonata, the Violin Concerto and the revised
four-movement version of the 1916 String Quartet.2 In the same letter Delius
told Grainger that he was looking forward to his visit to the USA and to
opportunities for them to co-operate on performances of his newly
completed scores. Delius told Grainger that he took much encouragement
from his previous letter and hoped to be with him in the USA in October
1919. The letter went on to list Delius’s more recent manuscript works, as
well as recently published but as yet unperformed scores.
On 31st January Delius wrote to Ernest Newman to offer his
condolences after the recent death of Newman’s first wife. The letter also
contained details of the compositions Delius had recently completed.3
Writing to Henry Clews on 4th February, Delius said of the recent
performances of his music,
‘The success has been ever increasing & was quite enormous when the
Violin Concerto was given last Thursday … Even the criticisms are
splendid.’4
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The next day Delius wrote to Adrian Boult inviting him to visit the Deliuses
for tea so that changes could be written into one of Delius’s scores.5 The
letter contained warm compliments on Albert Sammons’s performance of
the Violin Concerto.
A significant proportion of the Deliuses’ funds were tied up in
Germany with the result that performance and publication of the
composer’s works took on a more pressing importance than usual.6 At that
time Beecham could not be relied on, as financial difficulties for him and
his family meant that he had ceased promoting musical performances.
Paul Chennell
Lionel Carley, Delius A Life in Letters 1909-1934 (Scolar Press, 1988), p211
Robert Montgomery and Robert Threlfall, Music and Copyright: the case of Delius and his
Publishers (Ashgate, 2007), p137
3 Lionel Carley, Delius A Life in Letters 1909-1934 (Scolar Press, 1988), p213
4 Ibid. p214
5 Ibid. p216
6 Robert Montgomery and Robert Threlfall, Music and Copyright: the case of Delius and his
Publishers (Ashgate, 2007), p137
1
2
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CONCERT & EVENT REVIEWS
A VILLAGE ROMEO AND JULIET
(Romeo en Julia in Zwitserland)

NTR ZaterdagMatinee
Royal Concertgebouw, Amsterdam
Saturday 15th December 2018
Sali: Matthew Newlin, tenor
Vreli: Marina Costa-Jackson, soprano
Manz: Tim Kuypers, baritone
Marti: Callum Thorpe, bass
The Dark Fiddler: David Stout, baritone
Young Sali: Rik de Jong, boy soprano
Young Vreli: Lotte Cornel, soprano
with:
Aylin Sezer, soprano
Jeannette van Schaik, soprano
Nina van Essen, mezzo-soprano
Raoul Steffani, baritone
Leon van Liere, tenor
Martijn Sanders, baritone
Martin Mkhize, baritone
Lucas van Lierop, tenor
Netherlands Radio Choir
Benjamin Goodson, chorus master
Netherlands Radio Philharmonic Orchestra
Sir Mark Elder, conductor
On his entrance high up in the choir, the conductor at the Main Hall at the
Royal Concertgebouw in Amsterdam is faced with 26 red-carpeted steps.
In order to reach the rostrum, these must be successfully negotiated in full
view of the 2,000-seat auditorium, with the knowledge that not a few
illustrious predecessors have stumbled there and nearly come to grief. Sir
Mark Elder skipped nimbly down the staircase and proceeded to conduct
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probably the finest performance of
A Village Romeo and Juliet that
anyone present, or listening on the
radio, had ever heard.
This single concert performance of
a stage work was mounted in a
series promoted by NTR, the Dutch
Public Services Broadcaster, in its
ZaterdagMatinee
(Saturday
Matinée) series. The hall was more
than 90% sold for this, the Dutch
premiere of Delius’s 1901 opera,
the performance being given in
English with Dutch surtitles. The
simultaneous
broadcast
was
carried by a number of radio
channels in Europe, and for three
months it remained available
online. There was a thoughtful 30minute introduction, with the
Marina Costa-Jackson, Vreli
discussion continued in the
interval (before the Fair Scene) for a further 30 minutes, by Hans Haffmans,
with musical illustrations from Delius, Wagner and Grieg. In interview,
chorus master Benjamin Goodson expressed the now unfashionable view
that Delius was, in essence, an English composer.
We have no record of Delius having attended a concert at the
Concertgebouw, yet had he done so he would probably have recognised its
design, which resembled that of the Neue Gewandhaus of Leipzig, so wellknown to him as a student. (The Gewandhaus had opened in 1884, just four
years before the Concertgebouw.) He might also have recognised the
similarity of the acoustic, which in the case of Leipzig was to be silenced
forever by the Allied bombing of 1943/44. Fortunately, the famed acoustic
of the Concertgebouw survives, and it is worth a visit to Amsterdam just to
hear it. Last December this quality ensured that in the performance of
Delius’s opera, every note could be clearly heard. No-one has satisfactorily
explained exactly how architect Dolf van Gendt, a man described as being
‘devoid of musical talent’, contrived to create a concert hall of almost
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unparalleled acoustic excellence, at
a time when the science of acoustics
was in its infancy.
From the perfectly judged
tempo of the first bars we could feel
that a special experience was on the
point of unfolding, and that we
were in safe hands. The drama took
its familiar inexorable course,
accompanied by the timeless music
that, as we know, so perfectly
mirrors the changing moods of
delight, apprehension, ecstasy,
Sir Mark Elder, conductor
tragedy and ultimate resignation.
Sir Mark had the measure of it all, and the Netherlands Radio Choir and
Philharmonic Orchestra responded sensitively to his clear direction. The
‘dream wedding’ section of Scene IV, with church chorus, bells and organ,
made a powerful impact, and Scene V, the Fair Scene, was a riot of brash
noise, with a clown-costumed on-stage band of two cornets, two alto
trombones and side drum. Elsewhere the emphasis was on transparency of
the orchestral texture, natural phrasing, almost flawless intonation and a
beautiful legato.
Marina Costa-Jackson, with her powerful but pearly soprano voice,
added Vreli to her large repertoire of tragic heroines, which include Mimi
(La bohème) and Violetta (La traviata). She has a strong and attractive stage
presence with which she fashioned a credible character out of the role. In
doing so she inevitably emphasised the imbalance that existed between her
part and that of Matthew Newlin’s Sali. The radio transmission served him
better than he served himself in his actual performance, in which he
occasionally seemed overwhelmed. His tenor is attractive but lacking in
weight.
Special mention needs to be made of some of the other characters.
Notably powerful was the Manz of Tim Kuypers. David Stout, as the Dark
Fiddler, approached his demanding part with vigour, but lacked subtlety,
foreboding and menace. Some of the minor characters excelled: Raoul
Steffani and Martin Mkhize, as the first and second bargemen respectively,
were thrilling in their atmospheric contributions to the last pages of the
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opera. All of these minor parts were taken by young singers, providing
fresh sounds to leaven the developing tragedy. The two youngest of all,
who played Sali and Vreli as children, sang their frankly difficult parts
without the aid of scores: an impressive achievement.
The largest share of the credit inevitably goes to Sir Mark, whose
overall vision of the work and his bar-by-bar sensitivity resulted in a wholly
integrated experience. Through him, Delius worked his magic and won
new appreciation among a huge audience, both physically present and
listening on radio. It was no surprise that the performance was hailed in
the hall with a standing ovation and ten minutes of rapturous applause.
The press was appreciative: ‘a poetic, subtle and nuanced
performance’, wrote Olivier Keegel in Opera Gazet. Frits van der Waa, in
Volkskrant, one of the largest Dutch newspapers, pronounced the
performance ‘overwhelming’ and awarded it five stars. Only three stars
from Jenny Camilieri on Bachtrack, the classical music website:
‘Although even such an eloquent performance couldn’t transform
Delius’s score into a proper tragic opera, there is much to be said for
spending an afternoon gently suspended in a ravishing idyll.’

Faint praise, but praise nonetheless.
In 2010 the Royal Opera House cancelled a new production of A Village
Romeo and Juliet following the death of Sir Charles Mackerras. When will
this be reinstated, preferably with Sir Mark at the helm?
Roger Buckley
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THE WALK TO THE PARADISE GARDEN
Symphony Hall, Birmingham
Friday 8th March 2019
Oslo Philharmonic Orchestra
Nicolai Lugansky, piano
Vasily Petrenko, conductor
Delius: The Walk to the Paradise Garden
Grieg: Piano Concerto
Sibelius: Symphony No 5
Photo: Mark McNulty

Interesting listening is guaranteed
when
a
foreign
conductor
programmes Delius. During the
2012 BBC Proms season, Osmo
Vänskä, Jiří Bělohlávek, Tadaaki
Otaka, John Storgårds, Charles
Dutoit and Vasily Petrenko all
conducted Delius, albeit with
British orchestras. The combination
of a foreign conductor and a foreign
Vasily Petrenko, conductor
orchestra is likely to be even more
interesting, as for example when Michael Tilson Thomas and the Vienna
Philharmonic Orchestra delighted the Proms audience with an immaculate
On Hearing the First Cuckoo in Spring in September 2017; and it is scarcely
necessary to mention the wonders that Bo Holten has wrought, many times
over, with the Aarhus Symphony Orchestra.
Vasily Petrenko and the Oslo Philharmonic opened their Symphony
Hall programme with an interpretation of The Walk to the Paradise Garden so
tender, yet passionate, and so beautifully played, that we were transported
to the heart of the calm tragedy of the opera itself. Familiarity with A Village
Romeo and Juliet was in any case unnecessary, for all the joy and inevitability
shone through, from the opening wind and brass fanfares to the harps’ sad
chromatic descent leading to the sostenuto final bars. The break for
platform reorganisation, ahead of the piano concerto, provided time in
which to recover one’s equilibrium.
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When in 2021 Vasily Petrenko steps down from his role as Chief
Conductor of the Royal Liverpool Philharmonic Orchestra and becomes
Music Director of Sir Thomas Beecham’s old orchestra, the Royal
Philharmonic, perhaps he will use both the opportunity and the historical
connection to programme more music by Delius, and to record it; and to
judge by their attention and care on this occasion, the players of the Oslo
Philharmonic may themselves be keen to return to Delius scores.
Roger Buckley


STRANGE OCCURRENCE AT CONCERT BY THE RIVER
Derek Schofield provides an alternative look at the Concert by the River in Delius’s
garden at Grez-sur-Loing on 2nd September 2018.
‘They’ll be back!’ he said.
Jelka couldn’t quite make out what her husband had meant after she,
too, had come to join him in that higher spiritual plane where many of their
friends had gone before, and many were to follow in their wake. For theirs
was a dimension populated by believers and non-believers alike, a
dimension where one was no longer bound by the stricture of sola fide,
which had barred the rite of passage to men and women solely of ‘good
works’ – and Delius’s works were as good as any.
And we were back, back to the blue-framed doors and windows which
fronted Rue Wilson, just a stone’s throw away from an otherwise
unremarkable stone bridge at Grez-sur-Loing which painters of the late
nineteenth century had turned into an icon of Impressionist art.
The large doors opened inward, then out onto a spacious garden, and
an open-sided marquee of sorts, its white covering well-disposed to shield
the invited guests and performers from temperatures well into the midtwenties and, in the case of other deities being present, to shield us from
the tears of Zeus, should he have cause to be upset – which seemed highly
unlikely.
Our generous hosts had laid on refreshments upon arrival, and the
interlude between then and the start of the concert gave Delius Society
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members and friends the opportunity of ‘catching up’ which, as far as I
could tell, consisted mainly of restrained moaning about the difficulties in
reaching this quiet little backwater, albeit for a very worthy cause and
occasion. However, it was a refreshing change from the usual boring
platitudes about the climate in England, which its citizens are so wellpractised at articulating.
Given the wonderful setting, it wasn’t difficult to imagine how close
we were to the venerable couple who had occupied these premises more
than a century ago.
‘Well, we thought we ought to be here, isn’t that so, Jelka?’
The voice seemed to come completely out of the blue. Not waiting for an
answer, and with a degree of impetuousness, he bade her linger awhile
whilst he floated off to get a feel for the old place.
The event was scheduled to begin at 2.30pm and, as guests began to
take their seats, one or two of them could be heard commenting on the
visually interesting piano, which stood on a slightly raised platform. It was
a Pleyel upright, of a light-brown hue, and the candlestick holder at each
end might have led the casual observer to wonder if the instrument’s
‘maturity’ was up to the job. It was more than adequate for the occasion,
given the circumstances, and completely vindicated the view of those
musicians who’d known that by bestowing a little love and care, they could
still have every confidence in the ‘grand old lady’, despite the possible
reservations of others.
As the programmes were given out, there was a mild disturbance in
the air, which came in the wake of Delius’s hasty return. Jelka was all too
aware of the trepidation and anxiety her husband must be feeling, and she
sought to reassure him that the planners had carefully excluded any
unwelcome guests from the concert programme.
‘It’s alright, Fred, he’s not on this afternoon’s agenda and, really, we
don’t want a repeat of what happened the last time Beethoven was
scheduled to be heard here.’
‘I was ill!’ Delius shot back.
‘I know, mein Liebling, but it was all so embarrassing – even Beecham
remarked on it! Nevertheless, I do think you’re a little too hard on the
composer.’
‘Well, I mean, all that table-thumping and those intolerable I-IV-V
chords, which he always over-egged to the point of distraction. I’ll be frank,
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es ist mir immer auf die Nerven gefallen. He checked himself from breaking
further into the mother-tongue of his forebears and continued:
‘Still, let us not dwell on it. Tell me, what is on the programme?’
‘It’s a mixed and interesting one,’ Jelka replied, ‘but I believe both your
Romance and Sonata for Cello and Piano will take centre-stage in people’s
affection.’ She added that from what she could gather, and pre-empting
what the cellist would later tell us, it seemed that logistical problems had
set back by two years the intention of having the Sonata performed in Grez
in its centenary year.
‘What of the others?’ he asked.
‘There are works by Grieg, Olivier Messiaen, Otto Olsson, Grainger
and Carl-Axel Dominique, who happens to be the pianist for this
afternoon’s performance.’
She left him to continue his wanderings. Meanwhile, those of us seated
and rooted firmly on terra firma began to listen intently as the low babble
died to a whisper and Monsieur Jean Merle d’Aubigné began to welcome
his specially invited audience. Shortly afterwards, he was followed by the
Swedish cellist John Ehde who, having introduced his pianist (and fellow
countryman), and explained that they had worked collaboratively over the
last twenty years or so, was to give an illuminating commentary between
each individual work.
The concert began with Delius’s Romance for Cello and Piano and
concluded with Grainger’s Norwegian Folk Song and Finale from
Scandinavian Suite. Partway through, one sensed that Delius had suddenly
returned yet again, and that he had come in on the same breeze which sent
the cellist reaching for a clothes-peg to steady his music on the stand.
During what was to prove a first class performance, I managed to catch
a furtive glimpse of my wife wiping away a tear, as she, like many an
audience member that afternoon, was overcome by the deep harmonic
richness of the cello and the emotionally penetrating effect of sound as the
cellist drew his bow over the lower two strings of the instrument.
On a personal level, I considered The Birds of Nam Dinh a particularly
captivating and impressive short work. The mimicry and callings of the
flighty creatures were well conveyed by the light-of-touch sliding
harmonics between the middle and upper registers of the cello, whilst the
piano accompaniment worked well within a quasi-jazz idiom. It brought
to mind the notion that here, at least, was an example of East and West
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coming together in an harmonious relationship, not only on a musical level
but a human one as well; I even speculated that, given its structure, the
subject matter and the way the music worked in performance, it may well
have interested Delius himself.
‘Quite!’ came the voice of the master, clearly addressing Jelka, who
must have speculated much the same, ‘A piece that advances the art form
and seeks to draw it out of its musical straight-jacket is bound to have my
fullest attention.’
Jelka was suddenly roused by another thought: ‘I can’t think why
they’ve chosen Percy to conclude this afternoon’s concert; I thought it might
have been something of yours.’ But Delius was less interested in Grainger’s
position in the concert programme and more so in discussing Grainger the
man.
‘I loved him, of course, but thought he was rather odd. Tell me, what
would possess any man to leap an entire flight of stairs in front of his hosts?
And all that ball-tossing business!’
‘Just playful impulsiveness, Fred, I suspect. Anyway, doesn’t
eccentricity often go with brilliance?’
‘Hm!’ he said abruptly, his thoughts turning elsewhere.
With the briefest of notice, he quickly took himself off (as seemed to be
his wont in this new-found freedom); he’d become intuitively aware that
guests were being invited to visit Jelka’s studio and was desperate to
eavesdrop. She excused him and decided to make her way quietly to the
river bank where others were already assembling. As she did so, she looked
beyond the row of trees in the foreground, then up and towards the rear of
the Church of Notre Dame et Saint Laurent; she swept her eyes down again,
and then across to the verdant foliage of the garden which had once been
theirs.
I made my way there, too, and as I ambled towards the water’s edge, I
considered that if I were charged with honouring a composer who had put
into musical form the beauty and majesty of the nature which surrounded
him, doubtless it would be a festivity held in a summer garden - four words
which not only described the where and when of that glorious sunny day,
but ones which were eponymous with two important works from the brush
and pen of the Deliuses themselves.
The first of these, and perhaps the lesser known, was Jelka’s original
painting, on display in her studio and thoughtfully brought to the event by
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a descendant of the artist; the second, Delius’s so-titled orchestral work, and
thought by the present writer to be the most beautiful and expressive piece
of music the composer ever wrote.
For me, the opening five minutes of In a Summer Garden are a pictorial
and musical representation of a fecund riverbank and garden, where flitting
and hovering insect life can richly sustain itself among the flora of colourful
blooms. The passages which follow are so wonderfully tranquil that the
listener imagines himself afloat on the river, completely bestilled and
becalmed, if not in his mental picture then certainly within his inner-self.
Think, also, of that lovely harmonic switch (coming in the 17th bar of the
middle section of this work) in which a gentle ripple takes the listener
unexpectedly into the glowing warmth of an E dominant ninth. I remained
in this transcendent state for some time, breaking loose only after having
been reminded of the collation that awaited us, which our hosts had so
generously provided.
Seeing the lower end of the garden completely abandoned, Delius and
Jelka came together there for one last time to reminisce, and to learn from
each other what had particularly attracted their attention that afternoon. It
was Jelka who opened up the conversation:
‘You know, one or two guests had intended memorialising your name
by taking fallen cones from the garden and having them prominently
displayed at home on their respective instruments.’
‘And did they?’
‘I can’t be sure; the cones were fragile and tended to break apart, even
with gentle handling. Still, it was a nice idea, I thought.’
‘Well,’ Delius took over, ‘while you were busy with your thoughts, I
made my own little sortie to your studio. Naturally, everyone was very
effusive about your Summer Garden painting, but I couldn’t make out
whether they found the studio door, which you with such ingenuity, also
used for mixing paint, a source of amusement or bemusement. One guest
even commented that the multi-variegated colour patches that almost cover
it, qualified the door as a work of art in its own right; another nodded in
agreement and hoped that God would forbid the Tate from ever getting its
hands on it.’
But Delius was more interested in hearing from Jelka how the concert
had gone down.
‘What did you make of it?’ he asked.
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‘I was completely taken by the performance and the performers; your
works, in particular, were as magical today as they have ever been, of that
I’m sure.’
‘Liebe Jelka - as unstinting in your support for me now, as you ever
were, and have continued to be, since the earliest days. I suppose, looking
back, I might have been more forthcoming in acknowledging my
appreciation - in particular, the way you stood by me in spite of my own
shortcomings.’
‘The truth is, I always had the greatest faith in you; always respected
your genius and admired the way you took on life, whatever it threw at
you. I would have forgiven you anything, in fact, but I cannot pretend life
was always easy - it wasn’t, and I suspect that even Eric must have found it
difficult at times.’
‘Ah! Fenby, where would we be without him? - though he did volunteer
his services, remember.’
Yes, I know, but all the same …’
Jelka deliberately cut herself short, coming to the sudden realisation
that guests were preparing to leave, and that she and her husband ought to
be there, with the gathering, as people made their way out.
The Deliuses, no longer subject to the dimensions of time and space,
were at a distinct advantage in putting themselves anywhere at will – a
privilege not available to the rest of us, at least not for the time being – and
in so doing passed closely amongst the friends who attended the festivities
that afternoon. There were encomiums aplenty as Jelka and Frederick, with
plaudits and expressions of gratitude still ringing in their ears, boarded the
chariot which was to spirit them away far beyond the blue horizon; it left
the rest of us to contemplate the morrow, and how our own individual
journeys would be nothing like as smooth.
The day wasn’t quite over for us, and, having made the decision to eat
out that evening, we found there was yet another musical encounter to be
had. Simply by ordering food from the menu, we knew we’d be giving an
enormous boost to the local economy, in a village which (as far as I could
make out) boasted just one grocery store, one pharmacy, one bakery and,
yes, one restaurant. Fifty per cent of the businesses are in the Place de la
République which, despite the grandiosity of its name, has all the
excitement to send even the dead into a deeper sleep.
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The restaurant was all but deserted, save for a corner table around
which sat John Ehde and a number of friends. Among them was a very
charming Danish cellist, with whom I managed to strike up a short
conversation as the group was leaving. I told her that I also had a cello and
that it had been stuck in my wardrobe, unplayed, since I got married in 1984
(true!); I hastened to add that it was since my marriage and not because of it.
She advised me to take up the cello once more, and Mr Ehde, probably
thinking that, in having the instrument secretly closeted in the master
bedroom for more than thirty years, my actions were not too dissimilar
from those of the Keeper of the Crown Jewels, asked, ‘Is it a Strad.?’
Rummaging through my bag of repartee, the best I could come up with was,
‘If only!’ And with that we all left the building.
On returning to our little gite, I wondered how I might capture in verse
the essence of that truly memorable afternoon; and so, with much
indebtedness to our friends in the County of Limerick, I came up with the
following lines:
In a grand house in Grez, not too far away
Is a most gracious host, Jean Merle d’Aubigné;
His garden resound
With the Delian Sound,
And wonderful mem’ries to take away.

Derek Schofield
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BOOK REVIEWS
DELIUS AND THE SOUND OF PLACE

Daniel M Grimley
Cambridge University Press, 2018, pp312
ISBN 978-1-108-47039-1
£75.00 (£60 to members – see below)
This is a major new contribution to
Delian scholarship by Daniel M
Grimley, Professor of Music at Oxford
University and a fellow of Merton
College. He has previously published
books on early twentieth-century British
and Scandinavian composers, notably
Grieg and Nielsen; he also broadcasts
from time to time on BBC Radio 3 – you
may
remember
his
perceptive
evaluation of recordings of Delius’s Sea
Drift in a recent edition of ‘Building a
Library’. His new book is part of a CUP
series under the umbrella title ‘Music in
Context’ which has an ambitious and
wide-ranging scope, its aim being

‘to illuminate specific musical works, repertoires, or practices in historical,
critical, socio-economic, or other contexts […] while avoiding the
decontextualization of traditional aesthetics and music analysis […] the
aim is to challenge notions of what contexts are appropriate or necessary
[…] and to extend the conceptual framework of musicology into other
disciplines or into new theoretical directions.’

That statement of intent is worth quoting at length because it gives a clue
to the sophisticated level of engagement required of the reader along with
an open-minded commitment to engage with what are, for me at least,
unfamiliar academic concepts such as ‘cultural geography’ and the
‘philosophy of Place’.
Professor Grimley makes clear in his Preface his frustration that up to
now Delius has remained ‘a marginal figure on the edge of the
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musicological canon’, evading what he calls ‘substantial scholarly scrutiny’
and that critical appreciation of Delius’s music, at least in the wider
academic circles, has been, as he puts it, ‘stubbornly unforthcoming’. He is
therefore a self-proclaimed pioneer and if we are to join his stimulating
company we must be prepared for a challenge.
In order to understand this book, it is essential to grasp from the outset
that, as the author explains,
‘Place refers not only to a specific geographical site or set of coordinates,
but also to matters of identity, presence, and behaviour […] Place is
powerfully both a physical category and one that is also culturally
imagined and produced. Delius’s music profoundly exemplifies these
tensions.’

The introductory pages of the opening chapter set out this key concept and
outline a ‘hermeneutic framework’ for the role of Place in Delius’s music,
almost casually throwing in references to Heidegger, Kant and more
modern philosophical writers which may or may not be within the grasp of
every reader. However, the author skilfully demonstrates his less abstract
propensities in an incisive analysis of On Hearing the First Cuckoo in Spring.
As with all the works analysed in this book, there are copious music
examples, clear and well produced, many in short score. Chapters 2 and 3,
subtitled ‘Idyll’ and ‘River’, focus on works inspired by Delius’s sojourn in
Florida (the Florida Suite and Appalachia, as well as the two operas set in
America). Chapter 4 (‘Drift’) examines Sea Drift whilst chapter 5, (‘Village’),
tackles Brigg Fair and A Village Romeo and Juliet. Chapter 6 (‘Hill’) offers an
extremely sophisticated analysis and examination of The Song of the High
Hills in which Professor Grimley takes a totally original line. This is as it
should be, since I certainly feel that there is no one way of analysing this
monumental masterpiece and there are many valid approaches. The author
concludes with a final chapter entitled ‘Garden’ which puts forward the
idea that the genesis and formal shape of the Double Concerto were
stimulated by the renewed literary and artistic interest in England at that
time concerning garden design, as exemplified by Gertrude Jekyll.
There is no question that Professor Grimley has produced a work of
intensive scholarship and research, expounded at a high intellectual level.
I do not mean to be disrespectful in saying that its language (and that
includes its jargon) will probably reach out most invitingly to the world of
his academic peers and fellow musicologists but then Delius and the Sound
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of Place was clearly meant to fill the yawning gap in ‘scholarly scrutiny’
which he mentions right at the outset of his book. Frankly, I often found it
a challenging book and quite difficult to follow in places, especially in
passages where my basic lack of knowledge of psychological terminology
and its associated references made the going tough.
Although it is beautifully produced and printed, something has gone
horribly wrong with the index. If you are looking for references to
Appalachia, Brigg Fair or The Song of The High Hills (all covered extensively
in the text) you will look for them in vain under ‘Frederick Delius’. They
are only indexed under the names of his sister Clare, Percy Grainger and
me. Moreover, there is no mention at all in the index of the Negro Songs
which are discussed (with musical illustrations) at the start of chapter three.
For a book costing £75, in itself a considerable investment, this is not
acceptable (though I dare say that that price is not unusual for an academic
book from a major university publishing house). Having said that, Delius
and the Sound of Place clearly represents a critical milestone and one that
could not possibly be ignored in any future commentary on Delius even if,
as I suspect, its readership will be limited, and it will not really reach out to
the average admirer of Delius’s music.
Paul Guinery
Cambridge University Press is pleased to offer a 20% discount to members of The Delius
Society purchasing Delius and the Sound of Place online through the CUP website. Simply go to
www.cambridge.org/Grimley2018 and quote the discount code GRIMLEY2018. The code
expires on 15th October 2019.
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LIGHT MUSIC IN BRITAIN SINCE 1870: A SURVEY

Geoffrey Self
Routledge, 2016 (originally published by Ashgate, 2001), pp250
ISBN 978-1138-26906-4
Paperback £35.69 (publisher’s website February 2019)
Some readers may be wondering what
this book has to do with Delius. Well, his
name appears in the index more often
than almost any other composer – only
Elgar and Eric Coates have more entries!
Before getting properly into
reviewing the book it might be of interest
to digress briefly on what the term ‘light
music’ means. In fact, it’s quite hard to
define though we tend to recognise it
when we hear it. Somebody once said it
was
‘music where the tune is more
important than what the composer does
with it’

and this certainly emphasises two
important features of most light music: memorable tunes, and an absence
of the sort of extended musical development that characterises much
‘serious’ music. For this reason, light music pieces tend to be short. But this
does not mean an absence of musicianship: most light music is written by
composers who ‘know what they are doing’, though inevitably not
everything written is top quality. The best light music is constructed with
great craftsmanship and musical skill, and often cleverly scored to work
effectively with a range of instrumental forces. Light music has a long
history: over the years many ‘serious’ composers have produced well
known examples, eg Mozart’s wind serenades, Brahms’s Hungarian Dances,
and Dvořák’s Slavonic Dances. But as a musical genre its heyday in Britain
was from the mid-19th to the mid-20th century. The Industrial Revolution
led to huge numbers of people living in towns, working in factories and
taking annual holidays, often by the sea or in spa towns. They wanted daylong ‘easy listening’ musical entertainment and a whole industry grew up
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to provide it, on bandstands, in restaurants, concert halls and theatres.
Composers providing this initially sourced material from the everyday
music that was around them: folk music, music of the street, the parade
ground, the ballroom and operetta. Light music later became the
background music to silent films and later still on radio, it became regularly
heard (and is still heard) as the theme tunes to familiar programmes. A
reorganisation of BBC Radio and an increasingly high profile for pop music
from the 1960s onwards signalled the rapid demise of light music, though
recently it has been rediscovered. Nowadays it features frequently in new
recordings and in concerts, and the craftsmanship of its composers is again
being recognised. This is the background to Geoffrey Self’s book and much
of the above history appears in his introductory chapter.
Light music consists of the output from a large number of composers
who wrote almost nothing else, and the occasional ‘light’ pieces from a
smaller number of predominantly ‘serious’ composers. Delius can be
considered a member of the latter group. Geoffrey Self traces in detail the
best of British light music from 1870 through its major composers: Arthur
Sullivan, Edward German, Eric Coates, Haydn Wood, Albert Ketèlbey and
many others, through to 20th-century composers such as Charles Williams
and Robert Farnon whose names may not be familiar but whose music
would immediately be recognised. His text systematically explores the
wide range of light music genres: songs & ballads, piano music, choral
music, operetta, music hall, instrumental music and music for the theatre.
Among the long list of British composers discussed are Coleridge-Taylor,
Bantock, Norman O’Neill, Balfour Gardiner, Moeran, Bax, Frank Bridge,
Grainger, Ireland, Warlock and Britten. He also devotes significant space
to major ‘serious’ composers producing occasional light music: VaughanWilliams, Holst, Elgar and Delius.
Delius’s name crops up throughout the book and there is a short but
fascinating section devoted to his lighter output. Geoffrey Self considers
many of Delius’s early works justify the description ‘light music’ and
among others he lists the following: the polka Zum Carnival, Sleigh Ride,
Marche Caprice, Summer Evening, Spring Morning, and the whole of the
Florida Suite (especially La Calinda). He includes the Folkeraadet and Hassan
theatre music and even ‘light music’ episodes embedded in other works,
such as the ‘waltz’ (Andante con grazia) and ‘march’ variations in Appalachia.
These are all essentially tuneful, short pieces with relatively uncomplicated
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harmony. Apart from Hassan, everything comes from Delius’s early period
and the author explores an interesting link between Delius’s light music
and his personality. This early music can be described as ‘attractive and
charming’ and it is suggested that it is just the sort of music we might expect
from the young, ‘charming and attractive man-about-town’ that Delius was
seen to be at that time. Geoffrey Self argues that this music could not have
been produced by the later Delius after the ‘iron had entered his soul’. And
it’s interesting to note these gentle, ‘attractive and charming’ works were
written just at the time of his turbulent early life-forming and life-changing
experiences. The relationship between Delius’s personality and his output
is surely worthy of more study.
This is an endlessly fascinating and very well researched book, full of
musical and historical insights and fulfilling a need to set the record straight
about an important musical genre that has often been overlooked. The
author has an entertaining and dry sense of humour which lightens the text.
For example, in discussing Folkeraadet he mentions the obvious similarity
between the Norwegian National Anthem and either the familiar Deck the
Hall or (‘depending on your background’) a bawdy music hall song:
Father’s Pants will now fit Willie!
This book has a lot of important things to say about British light music
and the author is clearly very familiar with British music generally, having
written a book on E J Moeran*. He has researched his subject thoroughly
and has many knowledgeable things to say about Delius. My copy was
unfortunately very poorly printed and the staves on the many musical
examples are often indistinct or even absent, so it’s possible that the whole
print run is affected. This criticism aside, if you are interested in British
light music, or just the history of British music from the late 19th century, I
can heartily recommend this highly informative book. It was first
published in hardback by Ashgate in 2001 and, despite the poor print
quality, this paperback reprint is to be welcomed.
Tony Summers
* The Music of EJ Moeran (Toccata Press, 1986)
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Postscript
Today British light music is kept alive partly by the activities of the Light
Music Society which has a huge library of orchestral music available for
members to hire. They have a few Delius works and I am adding to their
collection by making ‘standard’ light music orchestrations of several early
pieces (these are arrangements for a slightly smaller orchestra than that
originally used by Delius). So far I have added Sleigh Ride and Summer
Evening to their library. If anyone in the UK is interested in hiring these,
please get in touch with me at tsummersphc@gmail.com.
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I AM DYNAMITE! A LIFE OF FRIEDRICH NIETZSCHE

Sue Prideaux
Faber & Faber, 2018, pp444
ISBN 978–0–571–33621-0
£25.00

As the publisher states, Friedrich
Nietzsche’s work had an important
impact on western thinking. The death
of God, the Übermensch, and the slave
morality permeate our culture, high and
low, and yet Sue Prideaux believes he is
one of history’s most misunderstood
philosophers.
Nietzsche himself
thought that all philosophy was
autobiographical, and, in this book, Sue
Prideaux brings readers into the world
of a brilliant, eccentric and deeply
troubled man, illuminating the events
and people that shaped his life and
work.
From his placid, devoutly
Christian upbringing, overshadowed by
the mysterious death of his father,
through his lonely philosophising on high mountains, to the horror and
pathos of his final descent into madness, Prideaux explores Nietzsche’s
intellectual, emotional and spiritual life with insight and sensitivity.
The book is studded with unforgettable portraits of the people who
were most important to him, including Richard and Cosima Wagner, Lou
Salomé – the femme fatale who broke his heart – and his rabidly nationalist
and anti-Semitic sister Elizabeth, who betrayed him by manipulating his
texts and putting them to infinite misuse at the hands of the Nazis. Today,
Nietzsche’s ideas continue to be adopted by both the left and the right. I Am
Dynamite! is, the publisher tells us, the essential biography for anyone
seeking to understand the philosopher who foresaw – and sought solutions
to – our own troubled times.

94

DSJ 165

In his review of Lionel Carley and Robert Threlfall’s book Delius A life
in Pictures, Eric Fenby quotes Delius’s remark in a letter from 1912 to Philip
Heseltine that Nietzsche is
‘...the only free thinker of modern times and for me the most sympathetic
one.’

In a BBC radio talk broadcast in 1947 Eric Fenby told his listeners how at
Christmas 1929 Delius presented him with a copy of Nietzsche’s Thus Spoke
Zarathustra with three passages he had meditated on since he was a young
man, marked for Fenby’s attention. Fenby remarked that
‘Nietzsche would have hailed certain aspects of his (Delius’s) character –
his disdain, his severity, his serenity, his extreme refinement – as
attributes of his higher mortals.’

In Delius as I Knew Him the author tells us that Delius found Thus Spoke
Zarathustra for the first time, in the library of a Norwegian friend with
whom he was staying, and
‘That book, he told me, never left his hands until he had devoured it from
cover to cover. Finding that book he declared to be one of the most
important events of his life.’

Then, according to Eric Fenby, Delius read everything by Nietzsche he
could lay his hands on. As well as setting poetry from Thus Spoke
Zarathustra in A Mass of Life, which he described to Henry Clews as ‘... a
transcription of Nietzsche’s spirit’, Delius included passages from
Nietzsche in his Requiem, and composed four songs to words by Nietzsche.
Andrew J Boyle tells us in Delius and Norway, that in 1896 Jelka sent poems
by Nietzsche, including one called Venedig to Delius, who agreed to set
them to music.
Andrew Boyle also suggests that
‘when Delius set Nietzsche’s words with Mountain music inspired by
Norway, it was as a metaphor for exalted emotion.’

He wonders
‘Could this music, by extension, also be regarded as an interpretation of
the Zarathustra doctrine of the Ubermensch?’
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Delius was enthralled by Nietzsche’s works. However, as Andrew Boyle
reminds us, later in life Delius was at pains to point out that for his artistic
development,
‘it is not Nietzsche’s philosophical side that I love, but the poetic one’.

Whatever we think of Nietzsche’s philosophy, this book will be of most
interest to the lovers of Delius’s music for what it can tell us about the
poetry – and there is quite a lot of consideration of the poetry in this book –
which so attracted and interested him. We must leave it to the philosophers
to decide on the value, virtue and merits or otherwise of this German
thinker who so influenced Delius the cosmopolitan composer.
Paul Chennell
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DELIUS SOCIETY MEETING REPORTS
ANNUAL GENERAL MEETING AND LUNCH
Saturday 22nd September 2018
Madingley Hall, Cambridge

Photo: John Graham

Following the success of the 2016 AGM and Annual Lunch at Madingley
Hall, near Cambridge, the Society returned to Madingley on 22nd
September 2018 for an event once again superbly organised by Roger and
Lesley Buckley.
The programme for the day began with coffee in the Gallery before the
AGM at 11.30am with those present including the Society’s President,
Lionel Carley, Committee members, and around 30 members and their
guests. The meeting noted with regret the resignation of Paul Chennell,
who had served on the Committee for 11 years, most recently as
Membership Secretary and Newsletter Editor. Proposing a vote of thanks
to Paul, Roger Buckley spoke of his valuable service to the Society. In
response, Paul said that he was greatly looking forward to using the new
ancestry software, which the Committee had bought for him as a leaving
gift, and thanked everyone for their kindness. The meeting also conveyed

Diners at the Annual Lunch 2018

DSJ 165

97

its gratitude to John Graham who had come forward to replace Paul as
Membership Secretary.
Members were then treated to an excellent lunch with wine and soft
drinks, with the Society’s guest Paul Guinery – Chairman of the Delius
Trust – speaking, and the customary toast to Delius being proposed by
Lionel Carley.
Moving back to the Saloon, Members were given a brief insight into
the history of the splendid grounds at Madingley Hall when Colm
Sheppard, one of the team of gardeners, answered a few questions about
his role. Lesley Buckley, who interviewed Colm, has kindly provided the
following account:
Colm gave a short history of the house which was created by John Hynde
in 1543 and today is home to the University of Cambridge’s Institute of
Continuing Education. Over the years, the house has been changed in line
with owners’ wishes, including a complete renovation by Colonel Walter
Harding before the estate was sold to the University in 1948 for £50,000.
The surrounding gardens reflect centuries of change. The earliest
recorded image of the gardens is an engraving dating from 1705, showing
a formal, Dutch-style garden to the north and east of the Hall.
This garden was replaced by the trend for naturalistic parkland and in
1756, Lancelot ‘Capability’ Brown was employed to create a fashionable
landscape garden. His style of smooth undulating grass and scattered trees
was the height of fashion, and swept away almost all traces of the existing
gardens’ formality.
Many newly introduced trees were planted which today have matured
to form the framework of the Hall’s impressive tree collection. Topiary
hedging is a highlight of the grounds and maintained immaculately by the
team of gardeners. There is also a croquet lawn, a walled garden, originally
a kitchen garden, which dates back to the mid-18th century and features an
arched Hazel Walk.
Members were then treated to an outstanding recital given by Delius
Prize 2018 winners Kevin Suherman (piano) and Ye Jin Choi (cello). Martin
Lee-Browne’s review of their performance follows.
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Hazel Walk, Madingley Hall
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2018 Delius Prize Winners’ Recital
Madingley Hall, Cambridge
22nd September 2018
Ye Jin Choi cello
Kevin Kanisius Suherman piano
Given as part of the Society’s AGM day, this was without question a
marvellous recital. Choi and Suherman were the winners of the 2018 Delius
Prize – and it seemed to be unanimously agreed among the members at this
gathering that they are among the most accomplished of them all. Choi’s
early studies were at the Prague Conservatory, while Kevin learned in
Australia but has played much in the Far East – and they proved that
musicians from the other side of the world can play Delius as
sympathetically as any Europeans.
They began with a real ‘show-off’ piece – Chopin’s Introduction and
Polonaise Brilliant, Op 3 – and after just the first half-dozen bars it was
obvious that they are amazingly talented:
real musicians and
communicators, playing with total physical freedom, a huge range of
dynamics, and impeccable tuning from the cellist. Her bowing arm and
fingers were simply riveting to watch, and the Polonaise was really
exhilarating.
There can be few more contrasting pieces to that than the Delius Sonata.
Eric Fenby wrote in a programme note for a Wigmore Hall recital in 1980:
‘No work by Delius has been more misread through failure to grasp the
sense of flow in the subtle inflexions of the cello lines which he found he
could not convey on paper, but left to the soloist’s intuition.’

Choi and Suherman certainly did grasp that sense – seemingly quite
intuitively. They have only been playing together for about a year, but
understand each other perfectly. The central, Lento, molto tranquillo, section,
which is the heart of the piece and the real test of the players, was quite
beautiful – poised ‘in-the-air’, with a clear pulse but never inclined to drag
to a halt.
Delius’s Romance is a very early (1896), gently nostalgic piece, a good
companion for the Sonata in a recital, and the players treated it with just as
much ‘tender, loving care’ as, indeed, they did their encore, Fenby’s
arrangement of the Serenade from Hassan.
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Photo: John Graham

Pianist Kevin Kanisius Suherman and cellist Ye Jin Choi

In a second complete contrast to the Delius Sonata, the recital proper
ended with Debussy’s Sonata – music that is completely different, but still
needs the same poise and sensitivity. Choi and Suherman played it
marvellously.
When David Hill presented the prizes on the competition day, he
commented on their sense of architecture, elegance and nuance – to which
I would add their sensitivity to each other, their total technical assurance,
and their musicality. I am sure that everyone who was at this inspiriting
recital hopes that they go far.
Martin Lee-Browne
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IF LOVE BE THE FOOD OF MUSIC – COMPOSERS AND
THEIR LOVE LIVES
Wednesday 24th October 2018
National Liberal Club, Whitehall Place, London

John Bridcut has kindly provided the following transcript of his talk, which followed
the release on DVD of his three composer portraits – Delius, Elgar and Vaughan
Williams – which can be purchased from his website www.johnbridcut.com.
Almost forty years ago, the curtain
rose on a remarkable play on the
London stage that changed forever
our perspective on the music of
Mozart.
It was Peter Shaffer’s
Amadeus – later made into a feature
film, and you may have seen the new
production recently at the National
Theatre. It’s built around the intense
jealousy of his fellow composer,
Antonio
Salieri,
who
can’t
understand how his younger rival at
the imperial court in Vienna –
Wolfgang Amadeus Mozart – can
produce music of undeniably divine
inspiration at the same time as being
a giggling, foulmouthed, lecherous
spendthrift. Salieri knows he can’t
John Bridcut
write music half as good as Mozart’s,
but he feels he himself is a much more
deserving character. God is just not fair, he complains.
The play’s portrayal of Mozart is right – you only have to read the
composer’s letters to realise that. Yet there were many in the original
National Theatre audience who were outraged by it. Indeed, there are still
some today who don’t want their enjoyment of Mozart or Sibelius (let alone
Wagner!) to be sullied by the disreputable elements of their life story. ‘Do
we really have to know?’, they say. I’d usually say ‘Yes we do, if only to
respect the people who had a lot to put up with – their wives!’ Constanze
Mozart had a pretty rough time. Then think of Clara Schumann, trying to
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cope with her increasingly depressed husband and bringing up seven
children, while maintaining a glittering career as a concert pianist to
support them all. She was one of music’s greatest heroines. Think of Aino,
wife of the great Finnish composer Jean Sibelius, who insisted they move
into remote countryside, to keep him out of the brothels of Helsinki. Think
of Maria, wife of the 16th-century Italian composer Carlo Gesualdo. It’s
hard to understand his extraordinary, chromatic music, perhaps rather
guilt-ridden, if you don’t realise that in his spare time he was a murderer.
He killed Maria because she’d taken a lover. He killed the lover as well, but
because Gesualdo was a royal prince, he somehow escaped prosecution. In
the case of the Czech composer Leos Janáček, his wife Zdenka attempted
suicide when in his sixties he began an affair with a singer. And then over
the last ten years of his life Janáček wrote more than 700 love letters to a
married woman nearly forty years his junior. His passion was unrequited
but inspired three of his late operas.
Composers like Beethoven, Schubert and Brahms were rather more
considerate in never getting married at all, while the man who wrote On
Hearing the First Cuckoo in Spring, Frederick Delius, said at the end of his life
that no artist should ever marry.
‘Amuse yourself with as many women as you like’,

he went on,
‘If you have to marry, choose a girl who is more in love with your art than
with you.’

Poor Jelka, his wife, who for some strange reason was indeed in love with
Delius – and he hated her saying so! In making my film about him, I
decided Delius’s music is rather nicer than the man himself!
I think I’d have got on much better with Vaughan Williams. But the
same questions come up. Do we have to know about his personal life?
Can’t we just enjoy the music?
To which I say: ‘Yes, fine: do that!’ But I find I get more from the
music if I delve into the mind of the person who wrote it.
Now The Lark Ascending has often fooled people into thinking Vaughan
Williams was a sort of gentle country bumpkin, writing pastoral music. In
fact, he was a townie, who loved 20th-century London, and a very redblooded male. When you know that, you find that his music is not simply
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pastoral, but has a very physical energy, and a passionate, even erotic,
quality. His widow Ursula knew all about that.
Ursula was Vaughan Williams’s second wife. They were married for
only five years. But what people have tiptoed around – even long after his
death – was the fifteen-year extra-marital affair they had towards the end
of his fifty-year marriage to his first wife, Adeline. For someone of high
principle, it seems out of character. But it fitted the red-blooded nature of
the man.
Another composer whose life was complicated is Frederick Delius. So
was his death. Delius, like Vaughan Williams, is usually thought of as a
pastoral, nature-music composer. Vaughan Williams wrote about larks,
and Delius wrote about cuckoos. But Delius, with that erotic streak, views
nature not as something gentle and pastoral, but as a life-force.
You might think Edward Elgar was a bit different. He had an
apparently happy marriage, and indeed Alice his wife was the driving force
behind much of his music. Elgar was essentially a lazy man, who always
wanted to go to the races, or the golf course, anything to put off the actual
business of composing. Alice kept his nose to the grindstone. But, even
with Elgar, appearances are deceptive: he was devoted to Alice – up to a
point, but was forever having flirtatious relationships with other women,
even if they didn’t actually amount to affairs. So much for the image of a
respectable English gentleman, noble in his music, noble in his manner. But
then he had a top rank PR man to handle his image – himself!
For my next composer, Benjamin Britten (rather like Tchaikovsky),
women were never the issue. For most of his adult life he had a male
partner, the singer Peter Pears, though until only nine years before Britten’s
death, homosexuality was still illegal. But what really caused gossip, and
indeed nervousness, were Britten’s many friendships with teenage boys.
For a long time, this part of his life wasn’t explored at all, I suppose because
people were afraid that if too many stones were dislodged, something nasty
might crawl out. But fourteen years ago now, I made a film called Britten’s
Children, in which I talked to most of those boys (now middle-aged men –
the actor David Hemmings was one), and what struck me was the fondness
of the memories they all had of Britten. They never felt he had overstepped
the mark.
He was undeniably attracted to young boys, but his
understanding of them bore artistic fruit in the music he wrote about
children, and for them.
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What is striking in Britten’s music is its sheer physical energy. It goes
back to the boyish competitiveness he’d shown at school. He was captain
of cricket, and victor ludorum in athletics. As an adult, he swam four times
a day, and was a quick and cunning tennis player almost all his life. In one
very telling admission when he was about forty, Britten said that in his own
head he still imagined himself as thirteen years old. And people often
described him as looking like a young boy.
They didn’t say that about Vaughan Williams! He was rather
unkindly described to me as looking like a sack of potatoes, or a sofa with
the stuffing coming out. But one or two of the elderly ladies I spoke to saw
him differently. They’d met him when they were young, but he was
already old. Their eyes lit up as they said how beautiful Ralph was. That
certainly struck the young Ursula Wood, when she met Vaughan Williams
(or VW) in 1938. He was 65, almost 40 years older than she was, each of
them was married, but it was a case of love at first sight. It prompted one
of the most directly romantic scores he ever wrote – and the start of an affair
that was to change his life.
What made it more complicated was that Vaughan Williams’s wife
Adeline had become severely disabled from arthritis, and he spent a lot of
his time nursing her with great devotion. He told Ursula he would never
leave Adeline. Their affair was discreet – most people thought Ursula was
his secretary or a nurse. Adeline, who must have known the truth, played
her cards shrewdly. She kept inviting Ursula down to the marital home in
Dorking in Surrey, thereby keeping her on the back foot. It resulted in a
most unusual situation there during the frightening doodlebug air raids
near the end of the second world war. Proprieties were observed – just.
The wife of Edward Elgar had a similar situation to handle. They’d
been married for almost twenty years when Elgar became captivated by the
wife of a Conservative member of Parliament – who became Elgar’s muse
for his Violin Concerto and his Second Symphony. As far as we can tell, it was
a platonic relationship and, once again, Elgar’s wife was friendly and
generous towards her rival, whose name was Alice Stuart-Wortley.
Virtually nobody knew about ‘Windflower’ until, long after Elgar’s death,
those letters to her came to light.
Much the same happened with Benjamin Britten, as we’ll see. His 37year-relationship with Peter Pears is well-known. It was a gay marriage in
effect, though Britten himself, in the climate of the times, was never open
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about it. But before that started Britten had an intense friendship with a
handsome young German boy of 18, Wolfgang Scherchen (called Wulff for
short). Once again, this had remained secret until love letters between them
came to light – long after Britten’s death.
Wulff himself died only recently. No one had ever interviewed him
until I caught up with him in Australia (not easy, as he’d changed his name).
He’d been living there with Pauline, his wife of more than seventy years,
and they had a host of great grandchildren to their name. But for my film,
Wulff returned to East Anglia, where back in 1938 he and Benjamin Britten
had first discovered their shared love of music and literature.
Wulff inspired three pieces of music by Britten, as he found himself
drawn into the artistic circle of the poet W H Auden, the writer Christopher
Isherwood, and the 25-year-old Britten himself. Even his final opera many
years later, the famous story of Death in Venice, was about an older man
captivated by the beauty of a teenage boy.
It’s a long time since we last heard about Delius. Of the four
composers we’ve been looking at, he was the one who had no moral
scruples. Indeed, his friend, the Australian composer Percy Grainger, said
that Delius ‘practised immorality with puritanical stubbornness’ (a
wonderful phrase!). He was a pleasure-seeker who enjoyed everything that
Paris in the 1890s could offer (!), and went on doing so long after he married
the long-suffering Jelka. But he paid the penalty by developing the syphilis
which was to destroy him. You have to appreciate this obsession with
pleasure in order to understand his music – because he aimed to create the
most beautiful, pleasurable sounds he could.
So poor old Jelka had the task of nursing her wayward invalid. What
she had to put up with is hard to imagine. Yet she was passionately devoted
to his music. Now here, I must divert to what I felt was one of the most
magical moments in the film – both for the music (The Song of the High Hills),
and the extraordinary pictures which accompanied it. As you’ve seen I’ve
often filmed people listening to music (something that I’ve found viewers
really value). But no one has reacted to the music quite so viscerally as the
conductor Sir Andrew Davis.
To complete some of the other stories, Elgar’s wife Alice died some
fourteen years before he did. He had lost his taskmaster, and the result was
that his music just about dried up. But there was a sting in the tail. Elgar
had written an oratorio about The Apostles some years before in which he
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gave a big part to the man who betrayed Jesus, Judas Iscariot, and indeed
he seemed to identify with him. In making the film, we discovered
evidence that the idea of betrayal had been very much on his wife’s mind,
too.
In the case of Vaughan Williams, his disabled wife Adeline had a long
and painful decline before her death ended their 54-year marriage. It’s
almost incredible to think – that pent-up frustration from the serene
composer of the Lark Ascending. Straight after his wife’s funeral. Anger is
not something we normally associate with Vaughan Williams. But we
should.
And Benjamin Britten? He left behind dozens of songs and a sheaf of
operas inspired by Peter Pears. But his friend of the 1930s, Wulff Scherchen,
had been airbrushed out of history, except for those tell-tale letters hidden
away at Britten’s home in Suffolk.
I should end by saying that Shakespeare of course wrote:
‘If music be the food of love, play on’,

at the start of Twelfth Night. But when you get to grips with the lives of
many of the great composers, I reckon that love is just as often the food of
music! And if that turns us back to the music with fresh understanding,
there can be no better outcome.
John Bridcut
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MISCELLANY
DELIUS AND GERSHWIN

Richard Packer writes of a visit to ENO’s highly acclaimed Porgy and Bess at
the Coliseum where, incidentally, one of the two white roles – the Detective
– was played by Lionel Carley’s nephew, Stephen Pallister. Richard was
reminded that, about fifty years ago, the late Christopher Palmer broadcast
a very interesting talk entitled ‘Delius, Gershwin and the American Negro’,
in which he drew some striking parallels between the opera and Delius’s
‘American’ works including Sea Drift and Appalachia. ‘I recall in particular
his reference to the remarkable similarity between the passage at the end of
Sea Drift, ‘O past! O happy life! ...’, and Porgy’s lament in the last scene of
the opera, ‘O Bess, O where’s my Bess?’. I don’t remember ever seeing the
talk reproduced in the DSJ, but it would seem an opportune time to
resurrect it and do so, if a transcript could be traced, and subject to
copyright clearance etc.
‘A few years ago we were also privileged to see what I think was the
last production of Gershwin’s masterpiece, at the Savoy, which led to at
least two letters in The Independent, the first of which was mine, pointing out
that their reviewer was wrong to identify Porgy and Bess as “the first black
opera”, in view of Koanga’s appearance three decades earlier.’
Lionel Carley recorded Christopher Palmer’s talk, which was broadcast on Radio 3
on 5th October 1968, on reel-to-reel, and Roger Buckley has a tape cassette copy.
A transcription will be produced for a future Journal. – Ed


KOANGA

From Richard Packer:
Whilst on holiday in New Zealand recently, I watched a television quiz.
One of the questions was ‘What is the Maori word for autumn?’. I can’t
remember the answer, but one of the options was ‘Koanga’. Next day, we
went straight to the nearest bookshop to find a Maori dictionary. In their
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language, it means ‘Spring, planting time, and happiness’.
appropriate is that?

How


THE COWPAT CONTROVERSY

On Sunday 14th October 2018, Tom Service’s The Listening Service on BBC
Radio 3 was entitled The Cowpat Controversy and comprised an entertaining
and robust defence of Elisabeth Lutyens’ derogatory term for music of the
‘British pastoral school’.
Elisabeth Lutyens, an English modernist
composer, who died in 1983, dismissed the music of Vaughan Williams,
Bax, Delius and others with the withering term ‘cow-pat music.’ As one
writer has remarked, it is for this quote rather than for her often rather
inaccessible serial compositions that Lutyens is most remembered.
Acknowledging that Delius’s name was ‘enough to bring some people
out in hives’, and that his music was amongst that which some felt was most
closely related to the ‘cowpat school’, Tom Service countered that this just
didn’t make any sense, since Delius was in fact one of the most
cosmopolitan of composers, spending hardly any time in England. He
talked of the Austrian composer, Johannes Maria Staud (b 1974), who was
fascinated with Delius’s music, referring to A Mass of Life as a piece of
cosmic and ambitious power. Moreover, in their subject matter and sound
world, Delius’s works are often in a very un-English idiom that couldn’t be
further from olde-worlde nostalgia. Inviting listeners to lose themselves in
Delius’s Double Concerto, from which he played an extract, he claimed that
this was ‘post-cowpat’ music, and that Delius should be known as an
essential composer of the early modern age, concluding by exhorting his
listeners to sign up to more Vaughan Williams, Bax and Delius.
At time of writing The Cowpat Controversy is still available online here:
https://www.bbc.co.uk/sounds/play/m0000r30
[Given the subject matter, I particularly enjoyed the last part of this url –
mischievous BBC technician or genuine coincidence? – Ed]
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DELIUS: SUMMER NIGHT ON THE RIVER
by Nick Cudworth
Signed Giclee Print Edition of 10
Image size 40 X 40 cm
£250 including P&P
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SUMMER NIGHT ON THE RIVER
A painting by Nick Cudworth

Nick Cudworth has been making his living as a full-time artist since 1978
and during these years he has made many musical works in pencil and
pastel alongside other varied subject matter.
The Composers Series is a group of oil paintings concentrated around
the grand piano as a subjective and objective centre. Nick writes:
This central instrument allows me to bring together imaginary meetings
of composers such as Thelonius Monk and Gustav Mahler in New York,
or Erik Satie and Thelonius Monk in Paris. The paintings of Claude
Debussy and Frederick Delius are settings of these composers at work.
In the painting Delius: Summer Night on the River (pictured opposite) I have
tried to create the atmosphere of an early evening at his home at Grez-surLoing. The golden sunlight is fading across the river and yet imbues the
interior of the room with its appropriate wall hangings (and the Gauguin
behind him).

Delius: Summer Night on the River is available in a signed Giclee Print
Edition of 10. The image size is 40cm x 40cm. Price £250 including P&P.
To purchase, please contact:
Nick Cudworth
The Gallery
5 London Street
Bath BA1 5BU
Telephone: +44 (0)1225 445221
Email: gallery@nickcudworth.com
www.nickcudworth.com
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APRIL IN APPALACHIA

A review of Robert Matthew-Walker’s new work with the above name
appeared in the last edition of the Journal. Asked whether any further
performances were planned, Bob replied:
‘No further performances lined up yet, but conductor Nicholas
Braithwaite heard about the work in Australia (!) and has sent copies of
the YouTube video to all the principal bassoonists of the major orchestras
in Aussie. Some genuine interest in America, too. Since April in Appalachia
I have written another work for Matthew Petrie, for bassoon and string
quartet – Sweet Swan of Avon – so we’ll see what happens.’

Readers may also like to know that a review of April in Appalachia appeared
on www.classicalsource.com and a recording of the Greenwich
performance (sound only) is available on YouTube.


GRAINGER AND THE DELIUS PIANO CONCERTO
Bill Thompson writes:

Here is exciting news for Delians from Leo Gillis, the Archivist at
Interlochen Music Camp:
Grainger did perform the Delius Concerto twice, with Thor Johnson
conducting (on leave from the Army), on July 31 and August 1, 1943. The
former concert may possibly be captured on a radio transcription disc.
The info on the disc indicates it is a broadcast from WKAR on 7-31-43; it
does not say what is on it.
We currently do not have the technology to digitize these oversized 16"
radio transcription discs, but are expecting to have them outsourced next
year. If it turns out that the Grainger performance is indeed captured on
them, I will let you know. I personally would love to hear a collaboration
between Percy and Thor!

It is interesting that Grainger performed the original three-movement
version of the Concerto, rather than the more familiar one-movement
version.


112

DSJ 165

LETTERS TO THE EDITOR
From Tony Noakes:
My gratitude, as always, for the latest DSJ (164), and to you and your
predecessor as editor, Paul Chennell. Particular thanks to Paul on his
retirement from the Committee. I remember him from DS meetings before
I left for Australia in 1998. As one for whom Vaughan Williams holds a
place in my musical heart almost as close as that of Delius, I appreciated
Paul’s review of Stephen Connock’s book on VW. It was curious that VW
thought his Oxford Elegy too romantic and ‘worse than Delius’! I once took
part in an amateur performance of this beautiful work, and I’m sorry it isn’t
better known.
Re-reading the Delius Companion (1976) – the 70th birthday tribute to
Eric Fenby – I found on pp 60-61 the answers to some of the questions I had
been asking about Delius’s opinions of other composers, particularly
Debussy. I have long been intrigued by parallels between Delius and
Debussy – both born in 1862, and often found on the same page in
dictionaries. Different influences shaped their early works. Debussy,
having much earlier discovered his vocation as a composer, came to full
maturity in 1893/4 with his String Quartet and Prélude à l’après-midi d’un
faune, whereas it was in 1899 that Delius reached a similar stage in his
development with Paris. I recently heard a broadcast of Debussy’s earlier
Fantaisie for piano and orchestra, a concerto in all but name. I learned then
that Debussy cancelled its first performance; he never destroyed the score,
but it was not performed in his lifetime. Just a few years later came Delius’s
Piano Concerto – this being seemingly a popular form in which young
composers could seek to establish their reputation. Although there is good
music in the Delius Concerto, I have sometimes wished that he had
abandoned it, and instead of re-working it, had moved on to something
different. It has been remarked that if Bruckner had not been persuaded to
endlessly revise his symphonies, he might have finished his Ninth and even
written a Tenth.
I have just played for the first time the DVD containing Song of Summer
and The Lost Child. I think I may have bought it at the 2012 celebrations, but
then mislaid it. What a marvellous record it gives us of two great musicians.
I am grateful for the life and work of Eric Fenby, and the life and work (so
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far) of Tasmin Little, and I am grateful for the fact that through the Delius
Society I have had the privilege of meeting both of them.
On 14th September 2018, the Double Concerto (Sir Andrew Davis,
Tasmin Little and Paul Watkins) was broadcast on ABC Classic FM in
Australia, and presenter Martin Buzacott wondered why this beautiful
work wasn’t better known.
Delius performances in Perth are so rare that I am glad to be able to
report on a good performance of The Splendour Falls, and To be sung of a
Summer Night on the Water. This was given by a fine vocal group, the
Giovanni Consort. Also on the programme of English music was Holst’s
beautiful folk-song setting I love my love.
On re-reading Beecham’s Delius biography, I was struck (p137) by the
beauty of Grieg’s letter to Percy Grainger, and his gratitude for Grainger’s
enthusiasm and his playing of the Grieg Concerto. Their friendship was in
the last year of Grieg’s life (1906-7). It was in 1905 or 1906 that Grainger
collected the folk song Brigg Fair and showed Delius his vocal setting.
My Jamaican wife (coming from a country with alligators) enjoyed the
novel feature in DSJ 164, ‘Hunting with Alligators’ – and so did I.
Tony Noakes
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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.

Saturday 6th April 2019 at 2.15pm
Fresh Discoveries
A talk and recital by the popular broadcaster
Paul Guinery, pianist and Chairman of the
Delius Trust, explores some Delius rarities.
Paul chooses some of the less well-known late
songs and introduces two completely
unknown and unpublished Delius songs,
with the help of baritone Mark Begbie. Paul
also plays some of Delius’s piano music and
talks about Delius’s musical style.
Venue:
Lecture Recital Room, Guildhall School of Music, Silk Street, London ECY
8DT (next to the Barbican Centre).
https://www.gsmd.ac.uk/about_the_school/about_us/visiting_us/
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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Sunday 9th June 2019
Delius Prize, AGM and Annual Lunch
Royal Birmingham Conservatoire
200 Jennens Rd, Birmingham B4 7XR
Delius Prize Adjudicator: Paul Guinery

The Recital Hall, Royal Birmingham Conservatoire

By generous invitation of its Principal, our Vice President Julian Lloyd
Webber, the magnificent new Royal Birmingham Conservatoire will be the
setting for the 2019 Delius Prize, AGM and Annual Lunch. Arrival time is
11.00am and the event is expected to end at 5.30pm. The Conservatoire is a
short walk or taxi ride from Birmingham New Street Station.
The Adjudicator of The Delius Prize 2019 will be Paul Guinery, pianist
and Chairman of the Delius Trust.
All members can attend the AGM at no cost, but for those who wish to
take advantage of the day package, to include coffee and biscuits on arrival,
admission to the Prize Final Competition and a three-course served lunch,
the cost will be £39 per person. AGM papers, and application and menu
choice forms, are included with this Journal.
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OTHER EVENTS

This section may include events which are in the past by the time the
Journal is read; their inclusion is deliberate so that we have in print a
complete record of all performances. Venues of non-UK concerts are in
upper case. Before travelling to events listed here, you are advised to
confirm the details with the relevant box office.
Saturday 19 January 2019
RÖDA STEN KONSTHALL, GÖTEBORG, SWEDEN
Bloch: Landscapes for string quartet
Delius: Sonata in B Op. Posth. for violin and piano
Maja S K Ratkje: Passing images for accordion
Ornstein: Nine Arabesques
Cowell: Aeolian Harp
Antheil: Suicide in an Airplane
Bernstein: Sonata for clarinet and piano
Ligeti: Studies for piano
Bartók: Contrasts for violin, clarinet and piano
Frode Haltli, accordion
Karin Dornbusch, clarinet
Chloë Hanslip, violin
Danny Driver, piano
Bengt Forsberg, piano
Asasello Quartett
Friday 15th March 2019 at 7.30pm
Marina Theatre, Lowestoft, Suffolk
‘Best of British’
Hess: A Christmas Overture
Delius: The Walk to the Paradise Garden
Vaughan Williams: The Lark Ascending
Walton: Spitfire Prelude and Fugue
Jenkins: Palladio
Elgar: Enigma Variations
Duncan Riddell, violin
Royal Philharmonic Orchestra
Stephen Bell, conductor
www.marinatheatre.co.uk/production/rpo-best-of-british/
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Saturday 16th March 2019 at 7.30pm
Oxford Town Hall, Oxford
d’Indy: La Forêt Enchantée
Delius: Double Concerto
Saint-Saens: La Muse et le poète for violin, cello & orchestra, Op.132
Scriabin: The Poem of Ecstasy, Op. 54
Benjamin Nabarro, violin
Gemma Rosefield, cello
Oxford Symphony Orchestra
Robert Max, conductor
www.oxfordsymphonyorchestra.org
Saturday 23rd March 2019 at 7.30pm
Deddington Church, Church Street, Deddington OX15 0SA
English Spring Concert
Holst: Fugal Overture
Nicholas Barton: Accord
Delius: Over the Hills and Far Away
Elgar: Enigma Variations
Banbury Symphony Orchestra
www.banburysymphony.org
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
www.konserthuset.se
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Sunday 7th April 2019 at 2.45pm
Assembly Hall, Worthing
Parry: Jerusalem
Elgar: Salut d’Amour (Liebesgruss) for violin and piano, Op. 12
Grieg: Piano Concerto in A minor, Op. 16
Delius: The Walk to the Paradise Garden
Stanford: Symphony No. 6 in E flat major ‘In Memoriam G.F. Watts’, Op. 94
Arta Arnicane, piano
Worthing Symphony Orchestra
John Gibbons, conductor
http://worthingsymphony.co.uk
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 11th April 2019 at 7.30pm
SAINTE-SUZANNE CHURCH, PIERREFONDS, MONTREAL, CANADA
Schumann’s Spring
Delius: On Hearing the First Cuckoo in Spring
Schumann: Cello Concerto in A minor, Op. 129
Sibelius: Vårsång (Spring Song) for orchestra, Op. 16
Schumann: Symphony No. 1 in B flat major ‘Spring’, Op. 38
Maximilian Hornung, cello
Orchestre Métropolitain
Jordan de Souza, conductor
https://orchestremetropolitain.com
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Friday 12th April 2019 at 7.30pm
LA MAISON SYMPHONQUE DE MONTREAL, MONTREAL, CANADA
Schumann’s Spring
Delius: On Hearing the First Cuckoo in Spring
Schumann: Cello Concerto in A minor, Op. 129
Sibelius: Vårsång (Spring Song) for orchestra, Op. 16
Schumann: Symphony No. 1 in B flat major ‘Spring’, Op. 38
Maximilian Hornung, cello
Orchestre Métropolitain
Jordan De Souza, conductor
https://orchestremetropolitain.com
Saturday 13th April 2019 at 7.30pm
MAISON DE LA CULTURE MERCIER, MONTREAL, CANADA
Schumann’s Spring
Delius: On Hearing the First Cuckoo in Spring
Schumann: Cello Concerto in A minor, Op. 129
Sibelius: Vårsång (Spring Song) for orchestra, Op. 16
Schumann: Symphony No. 1 in B flat major ‘Spring’, Op. 38
Maximilian Hornung, cello
Orchestre Métropolitain
Jordan De Souza, conductor
https://orchestremetropolitain.com
N.B. Performances of Delius’s Irmelin in Leeds and Bradford by the
Northern Opera Group, originally scheduled during May 2019, have been
postponed.
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Friday 3rd May 2019 at 7.30pm
Royal Pump Rooms, Leamington Spa
Leamington Music Festival
Brahms: Sonatensatz WoO2
Delius: Violin Sonata No. 2
Prokofiev: Violin Sonata No. 2 in D Op. 94a
Schubert: Moment Musicale No. 4 in C sharp minor D780
Strauss: Violin Sonata in E flat Op. 18
Szymanowski: Notturno e Tarantella Op. 28
Tasmin Little, violin
Andrey Gugnin, piano
www.leamingtonmusic.org/festival-weekend/
Saturday 4th May 2019 at 7.30pm
Royal Pump Rooms, Leamington Spa
Leamington Music Festival
Schubert: Sehnsucht D636
Schubert: Quartettsatz (ii: Andante) D703
Schubert: Gute Nacht from Winterreise
Roderick Williams: Fremd bin ich (world premiere)
Delius: Late Swallows
Schubert: Quartet in G D887
Fitzwilliam String Quartet:
Lucy Russell, violin
Marcus Barcham Stevens, violin
Alan George, viola
Sally Pendlebury, cello
www.leamingtonmusic.org/festival-weekend/
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Sunday 5th May 2019 at 12.00pm
Royal Pump Rooms, Leamington Spa
Leamington Music Festival
Schubert arr. Piatigorsky: Introduction, Theme and Variations in B flat D968a
Prokofiev: Ballade Op. 15
Delius: Cello Sonata
Schubert: Sonata in A minor ‘Arpeggione’ D821
Raphael Wallfisch, cello
John York, piano
www.leamingtonmusic.org/festival-weekend/
Sunday 5th May 2019 at 2.45pm
Royal Spa Centre Studio, Leamington Spa
Song of Farewell
Director Nick Gray introduces this screening of his classic documentary of
the true story of Delius and his amanuensis Eric Fenby, introduced by the
film-maker. The film features a contribution from Yehudi Menuhin and an
appearance from Tasmin Little when she was a student at the Yehudi
Menuhin School. Tea and cake available afterwards with the opportunity
to meet Nick Gray.
www.leamingtonmusic.org/festival-weekend
Wednesday 8th May 2019 at 8.00pm
ST JACOBI DOMSTRASSE, GREIFSWALD, GERMANY
Scandinavian-Art-Festival ‘Nordischer Klang’
Grieg: Holberg Suite
Delius: Paa Vidderne
Christian Holm, speaker
UniversitätsSinfonieOrchester Greifswald
Harald Braun, conductor
http://nordischerklang.de/programm-2019/

122

DSJ 165

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/
Sunday 19th May 2019 at 3.30pm
St Nicholas’s Chapel, St Anne’s Street, King’s Lynn, Norfolk PE30 1NH
Journeys to Paradise
Felix Mendelssohn: Symphony No. 4 in A major ‘Italian’, Op. 90
Edward Elgar: Concert Overture ‘In the South’, Op. 50
Toru Takemitsu: Green: November Steps No 2
Frederick Delius: The Walk to the Paradise Garden
Norfolk Symphony Orchestra
Philip Hesketh, conductor
www.nso-uk.co.uk
Friday 24th May 2019 at 7.30pm
Dorchester Abbey, Dorchester-on-Thames, Oxfordshire
English Music Festival
Berners: Overture Portsmouth Point (world premiere)
Arnold: Serenade for Small Orchestra
Stanford: Violin Concerto in D (world premiere)
Vaughan Williams: The Blue Bird (world premiere)
Delius: A Song before Sunrise
Milford: Symphony (world premiere)
Sergey Levitin, violin
BBC Concert Orchestra
Martin Yates, conductor
www.englishmusicfestival.org.uk
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Sunday 26th May 2019 at 10.45am
Silk Hall, Radley College, Abingdon, Oxfordshire
English Music Festival
York Bowen: Suite Op. 52
Alwyn: Fantasy Waltzes
Delius: Eventyr
Francis Routh: Romanian Dance
York Bowen: Four Pieces Op. 90
Bliss: Rout
Tovey: Balliol Waltzes
Lynn Arnold, piano
Charles Matthews, piano
www.englishmusicfestival.org.uk
Monday 27th May 2019 at 7.00pm
Dorchester Abbey, Dorchester-on-Thames, Oxfordshire
English Music Festival
Bainton: Pavan, Idyll and Bacchanal
Delius: Légende
Alwyn: Love Scene from The Fallen Idol
Jenkins: Sinfonietta for Strings
Ireland: Cavatina
Ireland: Soliloquy
Ireland: Bagatelle
Finzi: Romance
Vaughan Williams: Concerto Grosso
Chamber Ensemble of London
Peter Fisher, director
www.englishmusicfestival.org.uk
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Friday 14th June 2019 at 6.30pm
Cadogan Hall, London
Sounds of Music
with children from The Bach Choir’s outreach programme, Vocalise!
Will Todd: Lights, Stories, Noise, Dreams, Love and Noodles
Rodgers and Hammerstein, arr Clay Warnick: The Sound of Music medley
Bart: Food, Glorious Food
Delius: To be Sung of a Summer Night on the Water I
The Bach Choir
David Hill, conductor
Saturday 22nd June 2019 at 7.30pm
Trinity School Concert Hall, Croydon, Surrey CR9 7AT
Summer Classics and the final of the Croydon Concerto Competition (CCC)
Delius: Marche Caprice
Finalists from the Croydon Concerto Competition (programme TBC)
Tchaikovsky: Symphony No. 2 ‘Little Russian’
Soloists: TBC (Finalists in CCC)
Croydon Symphony Orchestra
Darrell Davison, conductor
https://croydonsymphony.com/
Sunday 30th June 2019 at 6.00pm
Lady St. Mary Church, Wareham, Dorset
Summer Soirée – Poetry and songs for a summer evening
Mäntyjärvi: Four Shakespeare Songs
Vaughan Williams: Three Shakespeare Songs
Delius: Two Songs to be Sung of a Summer Night on the Water
Bournemouth Sinfonietta Choir
David Gostick, conductor
www.bschoir.org.uk
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Thursday 17th October 2019 at 7.30pm
Royal Festival Hall, London
The Bach Choir
Roxanna Panufnik: Four Choral Seasons (world premiere)
Bloch: Schelomo – Hebraic Rhapsody for cello and orchestra
Debussy: La Mer
Delius: Sea Drift
Raphael Wallfisch, cello
Duncan Rock, baritone
The Bach Choir
Philharmonia Orchestra
David Hill, conductor
https://www.thebachchoir.org.uk/concerts/panufnik-four-choral-seasons/
Supported by the Delius Trust
Advance notice – 2020
Opera Holland Park has announced that their 2020 Season will feature five
new productions, including Delius’s Margot la Rouge. This is a rare
opportunity to see Delius’s only verismo opera, and the project will be
generously supported by the Delius Trust.
https://operahollandpark.com/season-and-events/2020-season/

A full list of all concerts and events is always available on The Delius Society
website: delius.org.uk.

Forthcoming copy deadlines:
Delius Society Newsletter:
1st June 2019
Please send material for inclusion to Roger Buckley at rjbuckley@aol.com
Delius Society Journal:
1st August 2019
Please send material for inclusion to Katharine
journal@thedeliussociety.org.uk
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