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EDITORIAL
Welcome to the Autumn edition of the Delius Society Journal which once
again contains a very varied selection of articles, for which many thanks are
due, as always, to their authors.
Since not all members are able to get to the various events we organise,
I always try to include transcripts or reviews. In this issue Roger Buckley
has written an extended article on Delius’s Red Notebook, based on the
very interesting talk he gave to the Society earlier this year (page 8), and has
kindly reviewed Paul Guinery’s lecture-recital, Fresh Discoveries, given
with baritone Mark Begbie in April (page 73). You can also read a full
review of The Delius Prize 2019, held in the splendid new Royal
Birmingham Conservatoire (page 81) along with details of the AGM and
Annual Lunch held on the same day.
Like many of you I was sorry to see that, once again, Delius was
nowhere to be seen in the 2019 BBC Proms programme. In fact there was
very little English music at all (and yes, I know that we don’t all necessarily
think of our composer as English, but when campaigning for more
performances of his music we would be unwise to exclude him), prompting
reactions from several of our fellow societies. The newsletter of the
Malcolm Arnold Society carried an analysis by its editor David Dunstan,
which showed that, in fact, of ‘modern British composers’ Delius was
placed fifth in terms of the number of performances of his music (266) since
the Proms began in 1895, outranking both Holst (191) and Arnold (42).
Chris Cope, Chairman of the Holst Society, wrote to the Telegraph drawing
attention to the lack of British symphonies at the Proms, and gaining
support from several others who wrote follow-up letters. One of these was
published alongside Ernest Proctor’s portrait of Delius at the Queen’s Hall
in 1929. We can only hope that David Pickard and his team have listened
and will remedy these omissions in future years.
I am always keen to hear from anyone who would like to contribute
an article for the Journal. Please don’t be shy – new and existing
contributors are equally welcome. The copy deadline for DSJ 167, to be
published in Spring 2020, is 1st February 2020.
Katharine Richman
journal@thedeliussociety.org.uk Tel 07940 888508
DSJ 166
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COMMITTEE NOTES
The Committee continues to meet three or four times a year, and Trustees
are in contact with each other frequently to keep on top of the business.
Though we remain without a named individual in the position of chairman,
that role is rotated among the Trustees from one meeting to the next.
The Annual Report and Accounts for 2018/19 were presented to the
AGM at the Royal Birmingham Conservatoire in June. The Society’s
finances remain in a healthy condition due to the generous $8,000 donation
from the now-closed Philadelphia Branch of the Society.
The Delius Prize and the rest of the AGM are the subject of a separate
Journal article. Having organised that successful double event Roger
Buckley is not resting on his laurels, and has been busy investigating
options, dates and venues for the 2020 equivalents – which will revert to
separate occasions. For details of all Delius Society events, including
advance notice of the 2020 AGM, please see page 99.
In April the Society met at the Guildhall School of Music and Drama
in the Barbican to hear the Chairman of the Delius Trust, Paul Guinery,
discuss and play little-known Delius works. Meanwhile Karen Fletcher has
arranged two events in the first quarter of next year, and we are considering
the feasibility of another to coincide with one of the performances of Margot
la Rouge at Opera Holland Park in July.
In the last Journal we reported our intention to discuss how the
Philadelphia donation should best be spent. We identified some potential
uses but have been unable to make much further progress due to the fact
that there are so few of us on the Committee. The time necessary to organise
a special new project is not to be underestimated, and the day-to-day
business of the Committee is substantial enough in its own right.
For that reason, we are particularly grateful to Katharine Richman for
her considerable work on just such a project over the last year. This is on
the development of a new website for the Society and the Trust, which is
now approaching a conclusion. The technology supporting the old site is
relatively outdated and the new one will be much more up to date. The
new website will contain more information about Delius, yet it should still
be simple to navigate.
The issue of members who continued to pay their annual subscriptions
at the old £28 rate, rather than the £32 level that was agreed at the 2017
6
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AGM, continues to occupy the Committee. While we are grateful to all
those who have paid in full, we ask those who are still in arrears to emulate
them. Those who have not paid anything towards their subscriptions this
year are in danger of having their membership withdrawn.
Jim Beavis
Treasurer
treasurer@thedeliussociety.org.uk
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DELIUS IN HIS OWN WORDS
This article, by Roger Buckley, is based on an illustrated talk given by Roger at a
meeting of The Delius Society at the National Liberal Club on 26th February 2019.
I first spoke to the Society on a related subject just over 30 years ago in
December 1988, when I gave an account of a journey I had recently
undertaken in Norway in the steps of Delius (see DSJs 99 and 100). This
had followed naturally from my fascination with Delius’s so-called Red
Notebook.
Let’s start by going back not 30 but 80 years to 1938, when Percy
Grainger was stocking his Museum in the grounds of Melbourne
University. Henry Balfour Gardiner had already donated £1,000 to the
building project (that would be the equivalent of about £67,000 today) and
he also responded to Percy’s request for musical material of all kinds.
Balfour, writing to Percy in July 1938, stated:
‘[...] Marthe Grespier [who was Jelka Delius’s housekeeper] kept some of
the letters and gave me a few bundles tied up with red tape, which looked
as if they might contain something of interest. I have read, I suppose,
about half of them at one time or another, but found nothing of value.’

Balfour’s conclusion that he ‘found nothing of value’ was astonishing, given
that the 300-plus letters to which he referred constituted the bulk of
surviving written communications between Delius and Jelka from their
meeting in 1896 onwards.
Balfour continued:
‘There is also a little diary of Fred’s, some of which might be decipherable
under a microscope: it seems to have been kept during one of his first
visits to Norway. Would you like me to send you these letters, etc.? I feel
I shall never have the patience to look through them myself.’1

The ‘little diary of Fred’s’ is the Red Notebook, which was the subject of my
talk and of this article. Percy accepted Balfour’s offer and Jelka’s dark blue
attaché case, containing the letters and the Red Notebook, with various
other items, was dispatched to the Grainger Museum; but many years were
to pass before it was fully examined and catalogued.
The person who eventually undertook that work was Rachel Lowe
Dugmore, Archivist to the Delius Trust between 1964 and 1966. In 1973 she
spent a week at the Grainger Museum, where her plan to catalogue the
8
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Delius Collection began with the letters and the Red Notebook, which were
then still to be found in Jelka’s attaché case.
In the next year she published a catalogue of the music archive of the
Delius Trust; she then returned to Melbourne for a month and arranged for
all the Delius material to be microfilmed. Her 1981 catalogue of the Delius
Collection of the Grainger Museum was made using that microfilm. In
addition to all this Delius-related work, Rachel wrote scholarly articles on
a wide variety of other subjects.
That early microfilm was also used by Lionel Carley for his 1983
transcription of the travel diaries in the Red Notebook.2 Not only was the
quality of the microfilm poor, it was actually a negative rather than a
positive film. Having worked from a much better film that I myself
commissioned in 1988, and an even better one, in colour this time, that the
Delius Trust had made in 1995, I can only salute Lionel’s perseverance –
and the enormous demands on his eyesight.
I became fascinated by these travel diaries, especially the three
Norwegian ones, and the idea of re-tracing one or more of the journeys
became almost an obsession. I discussed the idea with my brother Peter
after lunch one Sunday. Having cleared the table, we spread out maps of
Norway and began to consider how it might be done. We found that many
of the steamer and ferry routes taken by Delius were still in operation, and
to match his slow progress by cariole, a two-wheeled cart pulled by a single
pony, we decided on bicycles as our main mode of transport. This gave us
plenty of flexibility. We could push the bikes over old post roads and
mountain tracks if necessary and it was very handy that we could take them
with us on foot-ferries.
The first of our three visits to Norway (two by bicycle and one by car,
amounting to 40 days in all) took place in July 1987, exactly 100 years after
the beginning of the first trip that Delius recorded in his Notebook. We saw
the places, landscapes and terrain that Delius had described, and
experienced some of the same weather, both good and bad. We even met
descendants of some of the people that he had encountered. This first-hand
exposure gave us insight into his motivations and experiences, and I must
admit that it was good, healthy fun also.
I felt that I ought to see the Red Notebook for myself and was pleased
when an opportunity to visit the Grainger Museum, on the campus of
Melbourne University, arose in 1992. The four days I spent examining the
DSJ 166
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A cariole photographed at Odda by Axel Lindahl in 1892
(Norwegian Museum of Cultural History)

Notebook allowed me to establish its original structure and to correct some
errors of foliation and conservation, which included some pages that had
been inserted upside down, on account of their having become separated
from the binding. I was also able to interpret some of the more worn and
scuffed pages that could not be read in the microfilm copies.
Of the Red Notebook, Rachel Lowe wrote:
‘The main attraction of the little red notebook will always be the [...] five
[...] travel diaries, but there is a tremendous amount of interest tucked
away in the many memoranda pages, even allowing for references which
will probably always remain obscure. There are books to read, poetry to
set, an occasional attempt at a kind of musical shorthand when the socalled Grey Notebook was not in his pocket, lists of music to learn and to
teach, possible programmes, route plans, phrases and useful lists for
holidays, addresses of people met on holiday, addresses of professional
interest and of fellow musicians in Paris and elsewhere, useful tradesmen
and other contacts (for example, a shoemaker, a glove shop, a ship’s
captain’s office) and much else.’

Rachel and I worked together with the intention of transcribing the entire
contents of the Red Notebook, having at that time little assistance from the
internet and relying mainly on traditional research methods. Her untimely
death in 1997 was a blow that caused me to abandon the project for some
years. When I felt that I could face it again, I discovered that in the
10
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meantime the internet had become a much more useful, in fact essential,
resource.
In 2010, after discussion with the musically-minded Vice Chancellor of
Anglia Ruskin University, where I work, I applied to study the Red
Notebook as a piece of academic research, under the title: ‘Delius’s Red
Notebook: transcription and critical analysis’ and with the following
research questions:
Can all or most of the entries in Delius’s Red Notebook be deciphered and
interpreted?
What can be learned from the Red Notebook about Delius’s early
maturity, and of his relationships, lifestyle, ambitions, the influences of
people and places on his artistic sensibilities, and, specifically, how does
this knowledge support the contention, advanced in this thesis, that in his
creative work he evoked the Sublime?

Following seven years of work, the degree of Doctor of Philosophy was
awarded in October 2017, 20 years after the death of Rachel Lowe, to whose
memory my thesis is dedicated.
The thesis appeared in two volumes: 279 pages of facsimile,
transcription and annotation plus a separate 85-page essay entitled ‘The
Sublime and Delius’ in which I propose, and attempt to justify, my
contention that Delius in some of his music, either consciously or subconsciously, evoked the Sublime. The idea had occurred to me as I read
Delius’s colourful and often dramatic descriptions of his adventures in
Norway, some of which he later turned into music.
When I speak of the Sublime (which is conventionally capitalised, and
preceded by the definite article) I mean in the sense of the concept originally
described by Longinus, the Greek teacher of rhetoric, who lived in the first
(or possibly the third) century AD and who is known for no writings other
than his treatise ‘On the Sublime’. His concept, which he originally applied
mainly to rhetoric and oratory, was that if an experience possesses the
quality of grandeur to the extent that it is invincibly powerful, producing
wonder, astonishment and even fear in the observer, it evokes the Sublime.
Later writers, including John Evelyn and John Dennis in the seventeenth
century, and in particular Edmund Burke in the eighteenth century,
redefined the Sublime. Burke established that the Sublime is not the
Beautiful, which satisfies aesthetically and pleases the senses. Neither is it
DSJ 166
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the Picturesque, which is visually attractive, especially in a quaint, pretty or
nostalgic manner. Rather, it is a thing of such excellence, grandeur or
beauty as to inspire awe, anxiety or fear, and consequentially, delight and
admiration, even if these emotions follow after – perhaps long after – the
subjective experience. Early in the nineteenth century, the Lakeland poets,
William Wordsworth and Samuel Taylor Coleridge in particular, wrote
copiously on the Sublime as they found it in their environment. Others
have written about the Sublime as it relates to the arts, including music.
To return to Delius’s travel diaries, the visits to Brittany in 1888 and to
Jersey in 1890 were simply working vacations. The visits to Norway (1887,
1889 and 1891) were much more than that. They involved considerable
travel, much of it on foot and, except for the first, in the company of good
musical friends. This was certainly tourism, but of a variety identified by
the term ‘Bildungsreise’: the ‘educational tour’, which had its origin in the
Picturesque movement inspired by William Gilpin (1724-1804) and
especially by the publication of his ‘Tours’ of some less well-known parts
of the British Isles. The Bildungsreise has been described as
‘a Romantic alternative to the continental Grand Tour with its emphasis
on a classical literary heritage’.3

A well-known earlier example was the 20-year-old Felix Mendelssohn’s
excursion to the Scottish Highlands in 1829 with his friend Karl
Klingemann. Jointly they wrote to the Mendelssohn family in Berlin about
a visit to Fingal’s Cave on the Island of Staffa:
‘We were put into skiffs, and bounced over the seething waters […]
towards the all-too famous Fingal’s Cave. A greener roar of waves has
certainly never washed into a stranger cavern – its many columns
resemble the insides of some monstrous organ, black, resounding, sitting
there alone and quite, quite without purpose – the broad grey expanse of
sea before it and within it.’4

The language here evokes the Sublime: the object of the visit of the two
friends was to experience a vast and extraordinary natural phenomenon
which they were prepared to risk their safety, perhaps even their lives, to
see. Delius was familiar with this type of scenario; as a small example, he
notes, while staying with Grieg and Sinding on the shores of Lake Gjende
in the Jotunheimen, surrounded by craggy hills: ‘had a dangerous walk
with Sinding’. He had presumably not intended to court danger, but he
12
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nevertheless appears to have found the experience exhilarating.
Engaged on their respective Bildungsreisen, both Mendelssohn and
Delius sought out grand and rugged scenery and were ready to take risks
to achieve their goals. A number of other striking similarities can be
discerned. Both young men were guidebook-wielding tourists rather than
explorers; both sketched music while they travelled, Delius usually writing
his down in the Grey Notebook that he also carried with him; both made
sketches of the landscape (Mendelssohn being decidedly the more profuse
and accomplished of the two in this area); and both had a clear anticipation
of what they had travelled to see. Mendelssohn and Klingemann referred
to ‘the all-too famous Fingal’s Cave’, which appears not to have
disappointed them; the overture The Hebrides stands as proof of the power
of that experience.
On 3rd August 1887 Delius noted:
‘Left Dale at 10.30. Night glorious – full moon to the left [,] the glowing
of the already set sun to the right. The black rocks of the Fiord casting
immense shadows. The whole scene never to be forgotten. I never
remember a scene so beautiful in light & shade. This is what I came to see
in Norway.’

Delius was subsequently to annotate his operatic scores with detailed scenic
descriptions which call to mind this and many other passages in the Red
Notebook.
Delius left 13 notebooks, all but one of them being musical
sketchbooks. The earliest of all, the Red Notebook, is unique in being a
diary, commonplace, miscellaneous and autograph book. The great Delius
scholar Robert Threlfall, who prepared for publication the entire Collected
Edition of the works of Delius, also found time to write about the
notebooks. He expressed the hope that the Red Notebook would eventually
be
‘published in the adequate detail and full annotation it so richly
deserves’.5

On the next page is a detail of a photograph taken in the fields in front of
Bjørnstjerne Bjørnson’s farmhouse at Aulestad on 8th July 1891, the whole
shot showing Delius with no fewer than four young ladies. The lady we
see here with Delius is Maria Hedlund, a family friend of the Bjørnsons.
Delius is properly dressed for a visit to a famous man of letters, and it will
DSJ 166
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be noted that he is wearing a Norfolk jacket, a tie or stock, a Derby or
square-crown hat and leather boots; he is also carrying a stick or umbrella
and he may have a pair of gloves in his left hand.
The two notebooks which Delius carried with him on his early travels
in Norway, possibly in the deep side pockets of his fetching Norfolk jacket,
are now, thanks to the impetuous generosity of Balfour Gardiner, as far
apart as they could possibly be: the Grey in London, and the Red in
Melbourne.
The Red Notebook (so called because it is bound in reddish-brown
leather) is made up of 100 of its postulated original 150 pages. There are 38
pages of diary entries, 30 pages of miscellaneous annotations, and 32 pages
that remain blank. Probably about 50 pages are missing in whole or in part.
From the start, my plan was to combine a facsimile and a transcription,
and to add such annotations as seemed necessary. I chose a landscape
format, with a facsimile of each page, reproduced at original size, plus
alongside it a transcription, on the left-hand page. Notes begin on the facing
right-hand page and continue for as many pages as are necessary. Blank
14

DSJ 166

pages are inserted where needed to ensure that the following page of the
Notebook begins on the next left-hand page.
The condition of the Notebook is surprisingly good, given that Delius
quite often reports being soaked by rain on his travels. However, some of
the pages are difficult to read, especially where Delius used a purple crayon
rather than ink or pencil, as this has printed through on to the reverse of the
paper. Some of the pages are badly faded or scuffed, and the binding has
come apart, which, along with Delius’s habit of tearing out pages or parts
of pages here and there, had resulted in conservation errors. Delius also set
a number of puzzles for posterity, a few of which are to be found on the
flyleaf. Quite a lot of detective work was needed to solve them. (At this
point of the talk there followed a detailed analysis of the Notebook’s
flyleaf.)
There are listings of music which probably relate to Delius’s time in
Danville, when he was teaching at the Roanoke Female College. Much of it
is light music, for example the three works quoted by the Swiss composer
Joachim Raff (1822-82). Raff was the prolific composer of six operas, twelve
symphonies, nine concertos and over a hundred piano pieces. The latter
tend to be of the ‘salon’ type, many embellished with meretricious
decoration, a genre which we know appealed to Thomas Ward, Delius’s
teacher in Florida, and which was also in tune with prevailing tastes at the
Female College.
Lists of music to be played or studied at the Leipzig Conservatorium
are also to be found. An entry dated September 1886, when Delius had
registered but had not yet been admitted as a student, lists Bach’s Eight Little
Preludes and Fugues and his Two-Part Inventions, studies by Czerny, a Mozart
Sonata, and several works by Haydn. One of the latter is his Andante with
Variations in F minor, which our late Vice President John McCabe described
as Haydn’s ‘most extended and most resourceful such work for the
keyboard’. In it, two themes, in F minor and F major, repeatedly alternate,
and the harmony is frequently chromatic. Perhaps this early exposure to
variation form influenced Delius to employ it himself (for example, in
Appalachia, whose home key is F).
It may well be asked how we know that Delius actually played this
Haydn work, rather than simply adding it to a list of intentions. Well, his
piano professor at Leipzig, Bruno Zwintscher (1838-1905) contributed to
Delius’s second report from the Conservatorium as follows:
DSJ 166
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‘Attended about 20 of my classes from Easter to September 1887 and then
did not attend at all; was not without talent but achieved very little and
was not a serious piano student; played Etudes from Op 807 by Czerny,
Two-part Inventions by Bach, C sharp minor Sonata and F minor
Variations by Haydn, but not fluently.’

We can therefore state with confidence that Delius played the F minor
Variations of Haydn.
The Red Notebook was also an address book in which we can find the
names of acquaintances, including people Delius met on his travels,
musicians, and tradespeople. There are a few musical sketches, all of which
have been transcribed as accurately as their legibility allows, and none of
which is of particular note. As mentioned earlier, the real musical interest
lies in the companion Grey Notebook.
One of the most crucial moments of Delius’s life was his meeting with
Grieg. It seems that this was a chance encounter. Delius and Sinding were
one day on their way to have lunch at Leipzig’s Panorama Restaurant when
they ran across the Griegs, whom Sinding knew. Delius was introduced to
Edvard and Nina, who then joined them at lunch. Delius had returned from
his first tour of Norway only three months before and was full of
enthusiasm for Grieg’s country. He spoke of his exploits, including his
adventurous tramps across the Hardangervidda, which delighted Grieg,
who henceforth nicknamed him ‘the Hardangerviddaman’.
The Panorama Restaurant, which no longer exists, became a regular
haunt as their friendship blossomed. This imposing 16-sided building,
dating from 1883, housed on its first-floor exhibitions of 360-degree
paintings, usually of famous battles, in exactly the same way as did the
special Panorama buildings in Edinburgh, London, Paris and many other
cities throughout Europe. Interest in the medium faded in the 1920s and
the Leipzig Panorama was converted into an events hall for musical and
theatrical productions. Meanwhile, the large restaurant on the ground floor
continued to be popular.
On the next page is a view of the interior; one can fairly easily imagine
the Griegs, Sinding and Delius lunching at one of these tables. The building
was destroyed, along with six-tenths of the city’s buildings, by the Allied
bombing of Leipzig in 1943.

16

DSJ 166

The interior of the Panorama Restaurant in 1903 (postcard)

Delius had revered the music of Grieg since childhood, describing its
effect on him ‘as if a breath of fresh mountain air had come to me’. In those
early lunchtime conversations, Delius would have mentioned the village
wedding to which he had been invited earlier in the year. In tribute to Grieg
he made an orchestration of one of Grieg’s most popular piano miniatures,
the Norwegian Bridal Procession, Opus 9. This piece is most often played in
the orchestration made by Johan Halvorsen; but Lionel Carley in his book
Edvard Grieg in England reminds us that the English composer John Edmund
Barkworth had approached Grieg in 1895 with his own earlier orchestral
arrangement of this piece.6 Delius’s orchestration, however, is the earliest
of all, dating from 1891, though it was not heard until 1993 in a performing
edition made by Robert Threlfall.
(The first half of the evening’s meeting ended with a recent recording of
Delius’s orchestration of Grieg’s Norwegian Bridal Procession, played by the
Bergen Philharmonic Orchestra, and conducted by Sir Andrew Davis.)
Delius’s second major trip to Norway was in company and his diary is
understandably not quite as full of detail as it was in 1887, when he
journeyed alone.
He began by embarking at Le Havre on the long sea voyage to
Christiania (now Oslo, the capital city of Norway), which, with a change of
ship at Arendal, took all of three days and eight hours. He was met by Arve
Arveson, a Norwegian violinist, who had enrolled at the Leipzig
Conservatorium a year before Delius. A few days later, Delius and Arveson
DSJ 166
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Stortingsgaten, Kristiania, postcard, date unknown
(Norwegian Digital Museum)

were joined for lunch by four more Norwegian friends: Iver Holter, the
conductor and composer, who two years on was to conduct the first public
performance of an orchestral work by Delius, his concert overture Paa
Vidderne, in Christiania; Eyolf Soot and Jo Visdal, both painters; and the
composer and contemporary of Delius at Leipzig, Johan Halvorsen.
They ate at Gravesen’s, a popular eating establishment in central
Christiania, situated on the ground floor of the pale building seen on the
left side of the photograph above.
The Danish author Herman Bang (1857-1912) wrote of Gravesen’s
Kafé:
‘Bohemians and students and other strays all eat at the same time at
Gravesen’s or the “Grand”. For an hour each is full. Not a chair to be had,
not a seat to be found. Young people and young faces. And yet deadly
quiet. For Norwegians do not talk much when they eat. If they get as far
as coffee, they play dominoes.’

Well, I think we can guess that things were rather different on that June day
in 1889 when the six friends met for lunch, and that the conversation flowed
very freely. The Norwegians would have been agog to hear about Delius’s
forthcoming trip to the Jotunheim with Grieg and Sinding.
18
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Delius was now joined by Christian Sinding and together with
Arveson they travelled to Hamar, Arveson’s hometown.
Then came a number of visits to the Sæhlie family who lived at a large
farm nearby, overlooking Lake Mjøsa. Delius notes that a concert involving
Arveson was held on Sunday 7th July, and that Ingeborg Sæhlie’s younger
sister Ragnhild developed diphtheria. His exact words are:
‘Sunday . Concert Arveson. Ragnhild Sæhli got diptherie.’

That could not have been starker and more inadequate as an account of
what actually happened. Delius makes no mention of the fact that Ingeborg
Sæhli was a talented singer, trained in Paris, and was due to perform songs
by Grieg in that concert, accompanied by himself, or that he had visited her
home every day the previous week to rehearse with her. At the last moment
she was prevented from attending by illness in the family (presumably her
sister Ragnhild’s diphtheria) and a Mrs Geelmuyden stepped in, in her
place, to be accompanied by Delius. This was Delius’s first public
performance in Norway, and we only know about it thanks to Andrew

The Griegs’ home Troldhaugen and its location: a sketch made by writer and
artist Holger Drachmann (1846-1908) while he was a houseguest
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Boyle’s close reading of the local newspapers, as he describes in his book
Delius and Norway.7
We can only wonder why Delius did not consider the event worthy of
a diary note. Perhaps modesty prevailed; but he does not even allude to his
friend Arveson’s performance at the concert of Grieg’s Third Violin Sonata,
a work of which he was very fond, and the Mendelssohn Concerto.
A week later Delius and Sinding were in Bergen, where they were met
by Grieg and taken to the Griegs’ curious but beautifully situated house
Troldhaugen, built just four years before. After a week of hospitality, Grieg
and his guests left by train for their planned tour of the Jotunheim.
On the way to their destination in the Jotunheim mountains the three
planned to climb the peak Støgonøse. The 1851 painting of Støgonøse
(below) is by Johan Christian Dahl, known as ‘the father of Norwegian
landscape painting’. Perhaps it slightly exaggerates the precipitous eastern
face, but you can see that a vast herd of reindeer is grazing on the gentle
western slope, by which the three composers made their ascent. Their
object was to obtain a fine view of the Jotunheim peaks, which Delius
describes as ‘a grand panorama’; it is a word he uses frequently.

Stugunøset på Filefjeld by Johan Christian Dahl (1788-1857)
(National Gallery, Oslo)
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Eidsbugaren Hotel, 1900

Afterwards, the impetuous Delius decided to take a quicker route down,
which he found trickier than he had expected. As he wrote later:
‘At Nystova we had made the ascent of Stugunøsi, creeping along its back
to the top, and got a wonderful view of the Jotun mountains. Grieg and
Sinding went down the proper way, but I went down a more direct and
very much steeper way and almost came to grief. When I arrived at
Nystova they were just on the point of sending out after me.’

The three walked on to Eidsbugaren, where they put up in the mountain
lodge pictured above. Also staying there was the famed historian Professor
Ernst Sars, who went on to play a major part in the struggle for Norwegian
independence from Denmark and Sweden which was finally achieved in
1905. At the opening of his book Delius and Norway, Andrew Boyle chooses
as his starting point this ‘first, impromptu meeting between two giants of
Norwegian cultural life’, namely Grieg and Sars, to which ‘Delius was a
witness.’8
On the next morning, the three set off for their final destination, which
was Lake Gjende. Delius describes their six-hour walk as a ‘grand march
on a vidder’, an opinion with which my brother and I would heartily agree.
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Roger Buckley

Hut at Leirungsbue, Lake Gjende

The next morning, they rowed along the lake to a hunting cabin where they
were to stay for ten days.
The hut known as Leirungshytte was then, and remains now, the only
single habitation on the shores of the lake, which is 11 miles long and less
than a mile wide. It belonged to Professor Julius Nicolaysen, an eminent
surgeon and Professor of Medicine at Christiania University, who was a
friend of Grieg.
Grieg later described their stay on Lake Gjende as ‘living the wild life’.
Delius’s recollection in later life was as follows:
‘Our principal food was trout from the lake, wonderful trout. We ate
flatbrød, the flat Norwegian oatcakes, and every evening we had hot
whisky toddy and played cards.’

The three friends spent their time walking, fishing in the river that flows
into the lake and rowing across the lake to a farm where they could
purchase milk and eggs. The hut is quite small, and in the daytime they
would have had to take down the hammocks in which they slept.
Delius made a sketch of the inside of the hut, which I found little
changed when I photographed it 100 years later. The three would have
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Roger Buckley

Interior of Leirungshytte
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Delius’s sketch of the interior of Leirungshytte
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hung their hammocks from these enormous wooden beams.
And, of course, when they were not ‘living the wild life’, the three
found time to compose. Many of the pages of Delius’s Grey Notebook are
filled with fragmentary musical phrases, but at one point he headed a fresh
page ‘Leirungs Hütte, Jotunheim, Norge, August 1889’ and embarked on
the draft of an orchestral piece. Robert Threlfall has pointed out that as a
musical composition it has serious shortcomings, with pages of unison
scoring and no attempt at modulation, but its main significance is the
‘striding’ melody with which it begins (after a static two-bar introduction).
This was adapted as the opening theme of the Paa Vidderne overture, whose
composition began the following year. This was his second work under this
title, and its first performance, indeed the first public performance of any
orchestral work of Delius, took place in Christiania on 10th October 1891
under the baton of Iver Holter, and was attended by Edvard and Nina
Grieg.
I shall leave Delius, Sinding and Grieg in the heart of the Jotunheim,
near the culmination of their 1889 journey, and end with a musical example
from the last years of Delius’s life, the inclusion of which I shall try to justify
as follows:
In Delius as I Knew Him, Eric Fenby writes of an episode that occurred
in 1929:
‘It will be recalled that the good material from the rejected MS, A Poem of
Life and Love was turned to account in A Song of Summer; that Delius was
still dissatisfied with the opening; and how I found him sitting in his
carriage under the elder-tree waiting for me to take down an entirely new
opening, which, he said, had come to him in the night.
‘It happened like this:
“Eric, is that you?” he called, as he heard me coming down the garden
path. “I want you to write down this new opening for the new work.
Bring your score-paper and sit beside me …
“I want you to imagine that we are sitting on the cliffs in the heather
looking out over the sea. The sustained chords in the high strings suggest
the clear sky, and the stillness and calmness of the scene.” … “That flute
figure suggests a seagull gliding by.”

That was Eric writing in 1936.9 He embellished this account a little in a BBC
broadcast in 1978, in the following words:10
DSJ 166

25

‘… he [told] me to imagine we were sitting on the Yorkshire moors in the
heather, gazing out to sea. The quiet high divided strings suggest the
calm of the scene; the cellos and basses the waves lapping the cliffs below;
and the fluttering flute figure the seagulls gliding overhead …’

Yorkshire was not mentioned earlier. Did Delius actually set the scene on
the Scarborough cliffs that Eric knew, or did Eric subconsciously invent the
location for himself?
I am going to suggest another location. I think that Delius’s
imagination had taken him back to a day 42 years earlier, when he was at
Florø, the westernmost town on the coast of Norway, in the company of two
young women. This is part of his diary entry for 4th August 1887:
‘… rose at 8.45. weather beautiful. sea gulls filling the air with their cries.
Hearty breakfast[,] walk out with the two ladies, & go over the hill to the
left of the fiord [and] presently come to a hill overlooking the fiord on the
other side. Such an expansive & exquisite view, I never saw before[;] we
sat on a hill almost like in a panorama, all round us the lovely scenery
extended for 100s of miles, the sun shining[,] (t)he fiord dyed a deep blue
& only a few fleecy clouds hanging afar off on the tops of the highest
peaks. Decidedly the most beautiful place in Norway in my estimation.
Whilst the ladies were knitting & doing needlework sitting on the heather,
I went down into a cove & enjoyed a delicious bathe. Could dive right off
the rock into 50 ft of water, dried in the sun. Oh how delightful. Then
basked in the sun & looked silently on the lovely scene.’

These reminiscences are more than workaday diary entries or the
straightforward recording of events. They are an artist’s transcription of
scenes, sensations and emotions, set down in shorthand for future reference
and with a view to possible use. They are like Wordsworth’s ‘spots of time’,
though in Delius’s case these memories were to emerge as music rather than
poetry.
Though he took himself away from his companions to enjoy ‘a
delicious bathe’ in the sea, drying in the sun afterwards, he was enjoying
the company of two young women. There are many references in Delius’s
diary and letters to his delight in the opposite sex, especially when young
and attractive. At this stage of his life, his attitude was respectful; there is
no hint of the cynicism that was to emerge a few years later. Nevertheless,
he left his two companions knitting and sewing while he, notionally their
protector, indulged his senses alone and to the full. The two girls, though
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The view from Florø (Wikicommons)

essential to the totality of Delius’s ecstatic waking dream, were actually
subservient to his mission to collect powerful sensory experiences.
I believe that, as he was dictating the new opening of A Song of Summer
to Eric Fenby, Delius was thinking, as he set the scene for Eric, not especially
of the cliffs at Scarborough, but much more feasibly of the west coast of
Norway, and the sensory delights he had experienced four decades earlier.
(The final musical example was the 1981 recording of A Song of Summer,
played by the Royal Philharmonic Orchestra and conducted Eric Fenby.)
There is a great deal more that could be said and written about the Red
Notebook, and how it illuminates our understanding of the early adult life
of Delius, and indeed his later years also, not only as a musician but also as
a man. But at this point in the evening my time was up, and my talk was
over.
Roger Buckley
Letter from Balfour Gardiner to Percy Grainger, 24th July 1938, Grainger Museum
Lionel Carley, Delius: A Life in Letters 1862-1908 (Vol 1), Appendix III: pp383-93 and
Appendix V, pp397-402

1
2

DSJ 166

27

Thomas S Grey, ‘Fingal’s Cave and Ossian’s Dream: Music, Image, and Phantasmagoric
Audition’, in The Arts Entwined: Music and Painting in the Nineteenth Century, ed Marsha L
Morton and Peter L Schmunk (New York and London: Routledge, 2000), p67
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JOTTINGS ON DELIUS’S ‘ON CRAIG DDU’
Introduction
Frederick Delius’s part-song On Craig Ddu (pronounced ‘thee’ and not
‘doo’) ‘An Impression of Nature’ considers the Welsh landscape as
perceived by a melancholic young man lying on a dark (Ddu) hill (Craig)
far above his normal [sub]urban world. It is not a morbid or particularly
sad evocation of the scenery, but it is one most can relate to when we stand
apart from the hurly-burly of the city or town. Delius’s use of harmonic
chromaticism creates music that seems to hang in the fresh mountain air.
Here, the vocal parts slip and slide against each other. This is what gives
the music its impressionistic temper, pointing up the distracted disposition
of the poet on the hilltop.
This essay will introduce the poet, present the poem, give a nontechnical analysis of the music and conclude with a few thoughts about the
location of Craig Ddu. Several insights, generally well-known, about Peter
Warlock’s discovery and enthusiasm for this part-song will be recalled. I
have used this pseudonym throughout, rather than his birthname, Philip
Heseltine.
Introducing the Poet
Arthur Symons was born on 28th February 1865 in Milford Haven,
Pembrokeshire. His father was a Wesleyan Methodist minister, so
Symons’s early years were spent ‘on the circuit.’ He lived successively in
Guernsey, Alnwick, Northumberland, St Ives, Cornwall and Tavistock in
Devon. His first book, An Introduction to the Study of Browning was
published in 1886, with his first volume of poetry Days and Nights following
three years later.
Symons was part of the literary scene in the late-nineteenth century
that included W B Yeats, Havelock Ellis and George Moore. He was a
member of the Rhymers’ Club which met at Ye Olde Cheshire Cheese
public house in Fleet Street, London. Other members included Ernest
Dowson, Francis Thompson and the Scottish poet John Davidson. One
important participant was Ernest Rhys, who was later became a founder
editor the widely popular Everyman series of classic literature.
Arthur Symons was allied to the French Decadent (later the Symbolist)
movement which began in the 1880s. Their creed was based on ‘Art for
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Art’s Sake’: art and morals had nothing to do with each other. Decadence
and Symbolism can often be confused in literary debate. Both aesthetics
developed in the late 1800s and both chose to reject a realistic and mundane
approach to art. They also shared a desire to seek spiritual enlightenment,
through beauty and compassion. Yet, there are considerable differences
between the two creeds. Decadence is largely indifferent to nature and
praises man-made contrivances, whereas Symbolism sees the natural world
as raising the mind to the higher realities:
‘In Symbolism, reality becomes art whereas in decadence art becomes
reality’ (Wilde Decadence Blog, 3 March 2014, accessed 29/07/19).

Decadence often focuses on the ‘macabre’ whereas Symbolism will seek to
use nature imagery to find beauty in innocence. Stephen Mallarmé, in a
letter (undated) to his friend Henri Cazalis, wrote that it was the task of the
artist/poet to ‘depict not the thing but the effect it produces’, which can be
interpreted as a form of Impressionism. It is the numinous that the poet’s
words should evoke, not the thing itself.
Poets in this group included the Frenchmen Paul Verlaine, Arthur
Rimbaud and Stephen Mallarmé. This achievement was taken up by British
(including at that time Ireland) littérateurs and artists to create a
programme espousing aestheticism and ‘perversity in style or subject
matter.’ (The Concise Oxford Companion to English Literature, Online 3rd
Edition, 2013). The movement is best characterised by Oscar Wilde’s The
Picture of Dorian Gray and his play Salome. In art, the illustrator Aubrey
Beardsley was an exemplar.
During his career, Symons edited the influential The Savoy (1896)
review which published many works by fellow ‘Decadent’ poets and
authors. It was a competitor to the better-known Yellow Book. Symons
wrote the first study of the French Symbolist Movement to be published in
the UK: The Symbolist Movement in Literature (1899, with additional
material, 1919). This volume brought the movement to the attention of
Anglo-American literary and artistic circles.
In 1901 Arthur Symons married Rhoda Bowser, the daughter of a
shipowner and shipbuilder. Seven years later, financial pressures and
disappointment at his lack of major success, Symons suffered a severe
mental breakdown, which resulted in him being admitted to mental
institutions. In 1910 he returned home and continued writing several books
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and many essays. His influence on contemporary writers was considerable
and included T S Eliot and Ezra Pound.
Arthur Symons died on 22nd January 1945 at his home, Island Cottage
in Wittersham, Kent.
The Poem
On Craig Ddu
The sky through the leaves of the bracken,
Tenderly, pallidly blue,
Nothing but sky as I lie on the mountain-top.
Hark! for the wind as it blew,
Rustling the tufts of my bracken above me,
Brought from below
Into the silence the sound of the water.
Hark! for the oxen low,
Sheep are bleating, a dog
Barks, at a farm in the vale:
Blue, through the bracken, softly enveloping,
Silence, a veil.
The poem appeared in Symon’s collection of poems London Nights
published in 1895 by Leonard Smithers, London. This volume was devoted
to the ‘celebration of decadence and the demi-monde of stage, street and
Café Royal.’ (The Concise Oxford Companion to English Literature, Online 3rd
Edition, 2013). Several of these poems were inspired by his turbulent
relationship with the ‘ballet’ dancer ‘Lydia’ (surname unknown).
London Nights was divided into several sections including two
‘Intermezzos’ – ‘Pastoral’ and ‘Venetian.’ The ‘Pastoral’ section features
three poems evoking the Welsh landscape including ‘In the Vale of
Llangollen’ and ‘At Glan-Y-Wern.’ This latter poem may refer to a small
village in Carmarthenshire but is most likely a farmstead or cottage near
Llangollen. It is a gently erotic poem that describes a lady seen (déshabillé)
in a window. The most significant of these three poems is the present ‘On
Craig Ddu.’
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‘On Craig Ddu’ was written on 12th August 1892 whilst Symons was
on holiday in Wales (ed. Jane Desmarais and Chris Baldick, Arthur Symons,
Selected Early Poems, 2017, p107). Here, the detailed nature imagery is
presented through the mind of the poet. The conceit that he is ‘lying’
(reclining) is stressed by the repeat of the word ‘bracken’ through which he
glimpses the ‘pallidly blue’ sky with the wind ‘rustling the tufts’ above.
Only one suggestion of colour is presented - this ‘blue’ of the sky. Nothing
about the greens, browns and purples probably visible on the hillside.
Three animal sounds reach him: the lowing of the oxen, the bleating of the
sheep and the barking of a dog. Symons hears running water from a stream
far below. There is no human sound. This omission is significant as it
emphasises the extent that the poet has withdrawn from the distractions of
the city, town and even hamlet. The poem concludes with an ‘enveloping
silence’, a ‘veil’, which seems to drown out even these sounds of nature and
suggests a reverie or a fugue (in the psychological sense), if not an afternoon
snooze. This is an ‘impressionistic’ sketch, the details of which are only
lightly pencilled. The overall impact of this poem is one of stasis.
The rhyming scheme of each stanza is ABCB, which a simple quatrain.
Symons has been a little mischievous in his near rhymes using different
words that sound the same: blue/blew and vale/veil, and one rhyme that is
truncated: below/low.
The Music
Frederick Delius’s On Craig Ddu was complete by in December 1907. It
appeared in the same year as the ever-popular Brigg Fair: An English
Rhapsody for orchestra. Other music written, revised or finished at this time
included the penultimate revision of the atypical Piano Concerto, Songs of
Sunset for chorus and orchestra and the draft score of the now largely
forgotten Cynara for baritone solo and orchestra. The following year Delius
composed two further part-songs: the ‘Wanderer’s Song’ and ‘Midsummer
Song’, as well as the completion of the impressionistic In a Summer Garden
and the exuberant (after the lugubrious opening) Dance Rhapsody No 1.
Delius set Arthur Symons’s text for sopranos, altos, and divided tenors
and basses, with several additional ‘divisi’ occurring as the work
progresses. This texture tends to exaggerate the melancholic nature of the
words. Delius does not call for extremes of register in any of the vocal parts.
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This is especially noticeable in the treble which remains mid-range, with a
single high note of F# in the soprano part.
It is interesting to note that Delius has not indicated a key signature.
This is probably because of the fluid modulations throughout the piece. The
general tonality is around G major and G minor.
The music is through-composed to match the progress of the text.
Delius has reflected the poet’s description with a musical response that is
deliberately unfocused and indistinct. The dynamic of the work is signed
as being ‘Slow and softly.’ This is retained for the entire piece with little
variety. The volume rarely rises above mezzo-piano and is typically
restrained from the first note to the last, which is notated as ‘dying away.’
The opening of the piece features a short contrapuntal section (Fig.1):

Figure 1
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After this, it drops into the largely multipart harmonies (Fig.2) which is a
characteristic of the remainder of the work. Note that there are occasional
passing notes to give just the hint of movement:

Figure 2

Lee-Browne and Guinery (2014, p261) cite a ‘striking’ example of wordpainting in the development of this part-song (Fig 3). Here the rustling
wind is portrayed with ‘a melisma of triplets for the sopranos on the word
“blew”‘.
The general texture of On Craig Ddu has been criticised as ‘foursquare’, having rhythms that ‘plod’ and ‘melodic phrases that never take
flight.’ (Donald Mitchell, Tempo, Winter 1952-3, Delius Number, p.12). Yet,
it is the seemingly static nature of this music that provides the magical
effect. There is virtually ‘no break or obvious change in [the] musical
declamation’ between sections. (Caldwell, 1975, p.262). Delius has blurred
the stanzaic divisions throughout this setting.
The composer Peter Warlock has described Delius’s harmonic
structure as follows:
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Figure 3
‘The chorus is used homophonically [characterised by the movement of
accompanying parts in the same rhythm as the melody, as opposed to
polyphonically], impersonally, as though it were a multitudinous voice of
winds or waters, and the effect in an “impression of nature” … [that] is
overwhelming.’ (Warlock, 1923/52, p128).

Donald Graham Caldwell (1975, p.263) has written that
‘On Craig Ddu is an essay in a single mood on the sensuousness of
unaccompanied vocal sonority. It is the first of several choral miniatures
which seem to be vocal counterparts to Delius’s luxuriant orchestral tone
poems.’

Finally, is this an impressionistic piece of music? If we define this style as
expressing a mood or a feeling or impression of the subject in hand rather
than a pictorial description, then I think that Delius has achieved this.
Certainly, there are no musical word paintings here of water, sheep or cows.
The above mentioned ‘rustling wind’ is a notable exception. The part-song
is replete with delicate effects, subtle colours and musically nebulous
suggestions.
Notwithstanding Donald Mitchell’s (op.cit.) ‘foursquareness’, the entire result is of a dream-like, vocal tone-poem.
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Peter Warlock and Craig Ddu
Christopher Palmer (1976, p146) explains that in 1910, Peter Warlock, then
known by his birthname of Philip Heseltine, was an ‘unhappy 16-year-old
school-boy at Eton [College].’ However, ‘he chanced on’ a hearing of
Delius’s On Craig Ddu which was ‘a revelation to him.’ Palmer suggests
that this is ‘faintly puzzling’ since ‘this is by no means one of Delius’s best
works or even one of his most characteristic …’. On the other hand, it is
well-known that this piece ‘was sufficiently novel and exciting’ to
encourage the young Warlock to explore the elder composer’s music.
Warlock
‘did not rest until he had procured every work of Delius which was then
accessible, and from that moment onward music possessed his thoughts
to the exclusion of all else.’ (Gray, 1934/38. p.37).

On Craig Ddu, then, was instrumental in directing his future career as a
composer.
There is a very slight but tantalising mystery attached to the premiere
of On Craig Ddu. Threlfall (1977) indicates that it was first heard during the
1910 Blackpool Festival. More about that later. The work was issued in
1910 by Harmonie Verlag in English with a German text provided by R S
Hoffmann. The Western Daily Press (19th September 1910) notes this
publication in the early autumn. Presumably, choirs practising for the
Festival competition may have given a local performance before the event.
That information seems to have disappeared into history. Yet, in a letter to
his mother, Edith Buckley Jones, (7th October 1910, ed. Smith Vol 1, p178)
from Eton College, Peter Warlock refers to the work. He writes that
‘there is one little work of his [Delius]: a part-song for voices
unaccompanied, to words by Arthur Symons, On Craig Ddu.’

Warlock enthuses that
‘I think that song appeals to me as much as almost anything I have ever
heard, by the way it absolutely catches the spirit of the Welsh hills and
transfers it to music.’

He concludes by suggesting that he
‘would give anything to hear it sung, as it seems to me nothing short of
wonderful.’
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In the same letter he insists that he ‘positively adore[s] Delius’s music’ and
is currently studying his operas and songs ‘with very great pleasure.’ One
can only assume that Warlock had acquired the score of On Craig Ddu and
may have ‘tried it out’ on the piano at Eton, although Palmer (1976, p146)
does say that Warlock heard it. It may even have been at a local performance
by a Choral Society at Eton.
It was on 16th June 1911 that Warlock first met the composer at a
Beecham concert at the Queen’s Hall. His mother had contrived the
meeting. The following day, he posted an appreciative letter to the elder
composer. It was the start of a long friendship.
Warlock, writing (18th June 1911, ed. Smith, Vol 1, p215) to his mother,
enquired whether she had asked Delius
‘how long he was staying [in the UK] and whether he would not like to
come to Wales?’

Warlock was convinced that Delius
‘would love it, as Craig Ddu shows very clearly how well he has caught the
spirit of the place, though he has not been there.’

Five or six years later, Peter Warlock paid tribute to Delius’s vocal style first
heard in On Craig Ddu, with his evocative, if more complex, The Full Heart,
which was a setting of Whitman-esque words by contemporary poet Robert
Nichols (1893-1944).
The Blackpool Premiere
The premiere public performance of On Craig Ddu was given at Blackpool
on Saturday 22nd October 1910 (The Musical Herald, November 1910, p342).
It was repeated at least seven times during the competition.
The year 1910 saw the tenth annual Music Festival in that seaside town.
This event lasted for five days and presented many diverse ‘sections’. This
included solo singing, instrumental, village choirs, maypole dancing,
school choirs, female-voice and male voice choirs. The Mixed Choirs
Challenge Shields Class called for several part-songs. All the choirs that
entered were required to sing Delius’s On Craig Ddu and Granville
Bantock’s In the silent west (1909). The four top choirs in this event were
then required to render Cold Winter by Claude Debussy and Hard by a crystal
fountain by Thomas Morley. I understand that the Debussy piece was Yver,
vous n’estes qu’un villain being the third of Trois Chansons de Charles
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d’Orléans. This rarely heard work was partially composed in 1895 and
completed in 1908. It was published in that year by Durand Edition: it was
Debussy’s only a-cappella work.
The Festival Record (Musical Times, November 1910, p2) notes that this
mixed choir section was won by the Barrow Madrigal Society conducted by
Mary Anne Bourne. The runners-up were the Blackpool Glee and Madrigal
Society under Mr H Whittaker and the Halifax Madrigal Society directed
by Mr H Shepley.
The Barrow Madrigal Society was founded in 1900 and
‘from its inception [was] a competition choir, competing with distinct
success in London, Birmingham, Blackpool, Morecambe, Lytham, and
local musical festivals... [Mary Anne] Bourne has conducted for over a
quarter of a century ... [it] rehearses in Clive Street School.’ (Furness
Yearbook, 1929)

The Society survived until 1991 when dwindling numbers of male singers
sadly led to its closure.
The Musical Times (November 1910, p1) reported that there were ‘some
murmurs from competitors as to the difficulty of the tests.’ These were
highlighted by Dr Herbert Brewer in relation to the mixed-voice tests. He
questioned the ‘effectiveness’ of the Delius piece, and remarked upon its
‘extreme difficulty.’
Digression
Where is Craig Ddu? Searching for a mountain or hill-top called Craig Ddu
is not easy, as there seems to be a scattering of them throughout Wales and
even Scotland.
The most recent major study of Frederick Delius (Martin Lee-Browne
and Paul Guinery, 2014, p261) states without equivocation that Arthur
Symons’s poem
‘describes the sensory perceptions of the poet as he lies in the bracken,
gazing up at the ‘pallidly blue’ sky, on the Welsh mountain-top of Craig
Ddu, overlooking Caernarfon Bay (my italics).’

They give no reference to back up this claim. Nor do they provide a grid
reference.
In a letter to Delius (4th August 1912, ed. Smith Vol 2, p250) Warlock
suggests that
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‘we must try and visit Craig Ddu when you are in Wales: there is one not
far from us, but I do not know whether it is the right one.’

He continues that it
‘does overlook the Vale of Llangollen, where Symons seems to have been
when he wrote the little group of poems in which Craig Ddu occurs.’

‘Not far from us’ is about 35 miles as the crow flies – assuming that Warlock
was living at his family home at Cefn Bryntalch Hall, in Abermule, near
Newtown. The letter was written from Whitney-on-Wye Rectory,
Hereford.
Other potential locations have been suggested: Desmarais and Baldick
(2017, p107) state that Craig Ddu (Black Rock) is
‘a wooded upland on the southern (my italics) side of the Vale of
Llangollen.’

Searching for this location on the large-scale map (1:25,000) did not reveal
any likely possibilities.
I began a new quest for Craig Ddu and started with Arthur Symons’s
letters. Looking at his correspondence from around that time gives the first
clue. In a letter to his friend and fellow writer Ernest Rhys (7th February
1891, ed. Beckson & Munro, 1989, p73) Symons writes ‘Glad you are in
pleasant quarters in Llangollen.’ The 1891 census reveals that Rhys and his
family were then living at Llandynan Farm which is about six miles to the
west of Llangollen. A further footnote provided by Desmarais and Baldick
(2017, p104) to Symons’s poem from London Nights, ‘In the Vale of
Llangollen’, explains that the poet had visited Ernest Rhys during August
1892. This poem was dated 9th August. If Symons stayed with Rhys for a
few days, it may be assumed that On Craig Ddu was composed three days
later whilst he was at Llandynan Farm. Studying the map reveals an
eminence rising to some 1200 feet high near a farm called ‘Graig Ddu’. This
is about a mile and a half from Rhys’s house. In Welsh the letter ‘C’ can
mutate into ‘G.’ Perhaps this location is the actual inspiration of the poem?
On the other hand, the reader must not lose sight of the fact that Symons’s
imagery could have been generic rather than specific. The Ddu/dark may
simply refer to the poet’s disposition at that moment.
John France
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NORMAN DEL MAR – ‘AN UNFLINCHING
CHAMPION OF BRITISH MUSIC’1
Stephen Lloyd presents this tribute to Norman Del Mar in his centenary year.
This year marks the centenary of one of our most respected conductors
who, as well as being a noted exponent of Richard Strauss and Mahler, was
one of the finest interpreters of British music.
Norman Del Mar was born in Hampstead on 31st July 1919 and
educated at Marlborough School where he continued to learn the piano that
he had taken up when only six and the violin when only eight. In the
autumn of 1936, he entered the Royal College of Music and studied
composition, first with R O Morris (brother-in-law of Vaughan Williams)
and then Vaughan Williams, and piano with Cyril Smith. When at first he
was not allowed to take conducting as a subject he chose the violin, but later
changed to the horn (with Frank Probyn) which he played in the College
orchestra. In time, however, he won a conducting scholarship and was able
to join Constant Lambert’s conductors’ class.2 Their programme on 30th
May 1939 ended with Tchaikovsky’s Fifth Symphony, four students each
taking a movement, Del Mar the last one. Much later in a radio talk he
recalled:
‘I was desperately anxious to put in the cymbal clash which Mengelberg
had introduced. [Lambert] wouldn’t let me and I don’t do it to this day.’3

He also joined Hermann Gruenbaum’s opera class and was occasionally
allowed to take the baton.
He was still at the Royal College when war was declared in 1939. He
joined the RAF and was assigned to the Central Band at Uxbridge. There
he made great friends with the horn virtuoso Dennis Brain (1921-1957).
Norman’s College professor had arranged for him to have an audition for
the RAF without telling him what he was applying for, in the hope that
Norman would learn as much as possible about horn-playing from Dennis
who in turn would benefit from Norman’s wider musical interests and
sophistication.4 All turned out well and, as Del Mar recalled, between them
they would get up to all sorts of tricks, ‘concocting … horn obbligatos for the
most ridiculous pieces’ that was all the more fun when it went unnoticed
by the conductor.5 Their friendship was to last until Dennis’s tragic death
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on the A1 in September 1957,
driving home from a concert at
the Edinburgh Festival.
Fairly soon Norman and
Dennis were posted to France,
playing military band music to
people in the services, but with
the German advance in Europe
they had suddenly to abandon
everything (including some
compositions Del Mar had with
him – but not his horn) as they
made their way back to England
just before the evacuation of
Dunkirk.
Gareth Morris,
principal flute in the RAF
Norman Del Mar’s grave at
Symphony
Orchestra,
was
St Peter’s Church, Limpsfield
another good friend in those
war-time years.
For the rest of the war Del Mar played in RAF bands and in the RAF
Symphony Orchestra, travelling to different parts of the country but
returning to his base at Uxbridge. He and Dennis would also play in a
variety of orchestras, at first in 1941 Sidney Beer’s, which two years later
became the National Symphony Orchestra. Other conductors they played
under were Walter Goehr, Alec Sherman, Anthony Bernard and Edward
Clarke.6 They were also occasionally involved in recording the soundtracks
for propaganda films at the nearby Denham Studios. The critic Felix
Aprahamian used to relate how, during the war, he had a visit to his
Muswell Hill home by two young bandsmen in RAF uniform. They first
played Ravel’s Daphnis and Chloe in an arrangement for two pianos and
then, as one of the young men had brought with him a lengthy Wagnerian
organ sonata written especially for the younger to play, they made their
way to the nearby Alexandra Palace, then closed to the public, Felix having
gained special permission for them to use the grand Willis organ there. It
was, as Felix remembered, a stunning performance. Dennis Brain was the
young organist and Norman Del Mar the composer. ‘Dennis was a super
organist,’ Norman remembered. At about that time, in 1943, they recorded
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on a 10-inch 78-rpm disc Brahms’s Where’er the sounding harp is heard and
Come away, Death for two horns, with Gwendolyn Mason (harp) and the
Nottingham Oriana Choir, conducted by Roy Henderson.7 When in June
that same year Brain recorded Mozart’s Fourth Horn Concerto for Columbia,
Norman provided the cadenza for the first movement.8
In November 1944 the RAF Symphony Orchestra sailed to New York
aboard the liner Queen Elizabeth for a short tour of America. Norman had
the opportunity to meet Bartók and Schoenberg9 (and Dennis was offered
the position of first horn by Stokowski in his orchestra when the war was
over). Back home Norman and Dennis played in the National Gallery
concerts in such ensembles as the London Wind Players and the London
Baroque Ensemble. They even from time to time joined popular bands such
as Geraldo’s when extra wind players were in demand.10 Del Mar came out
of the RAF in January 1946.
Just after the war, in 1945 Norman and Dennis played in a series of
concerts that included the Bach Brandenburg concertos with Boyd Neel
conducting. Performing them first at Chelsea Town Hall in two concerts,
they then recorded the concertos11 and toured the country with them, with
Glyndebourne included in their itinerary. Del Mar’s first conducting
engagement came about when he was asked by Boyd Neel to stand in for
him with an amateur orchestra, then known as the Central London
Orchestra, that consisted mainly of students.12 Norman took over the
orchestra in 1946. It was renamed the Chelsea Symphony Orchestra in 1948
because all its concerts were held in the Chelsea Town Hall, and he brought
to it a repertoire that challenged its amateur status, including such works
as Bloch’s Violin Concerto (1947), Busoni’s Divertimenti for flute and
orchestra and Bruckner’s Symphony No 7 (May 1948), and Bartók’s Violin
Concerto (No 2) and the first performance of Dohnanyi’s Second Symphony
(23rd November 1948). Reviewing that concert, W McNaught wrote that
Del Mar showed ‘unceasing alertness and competence in a heavy job’.13 In
his affectionate chapter on Norman in his autobiographical Amiscellany,14
John Amis mentions Liszt’s Faust Symphony and Busoni’s Piano Concerto as
other works he conducted with the Chelsea Symphony Orchestra and
another amateur ensemble, the Croydon Symphony Orchestra. There were
also early performances of Mahler’s Ninth and Second Symphonies, the latter
without its choral ending.15 In June 1950 he gave the first British
performance of Hindemith’s Violin Concerto (with Denis East) and the first
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London performance of Britten’s Our Hunting Fathers (with Peter Pears)
which, apart from an early broadcast, had been ignored since its first
performance in 1936. Adventurous programming was to become a
hallmark of his concerts.
Del Mar had some private study with Matyas Seiber and his own
compositions included two symphonies, an opera based on James Elroy
Flecker’s Hassan,16 and some works written for friends, including a piece for
horn and strings for Dennis Brain,17 and a flute concerto dedicated to Gareth
Morris.18 But he was put off composing, partly by Walter Goehr who said
to him:
‘If you go on writing like this you will end up writing like John Ireland’

(which Del Mar clearly did not take as a compliment), and more seriously
after a devastating experience when some of his works were played to the
Society for the Promotion of New Music, and in the discussion that
followed he received some unnecessarily harsh criticism.19
He continued with the horn, and on 30th April 1946, in Brain’s absence,
he played in the first concert of Dennis Brain’s Wind Quintet at Chelsea.
Dennis had broadcast occasionally before and during the war, and in April
1945 Norman made his first broadcast, he and Dennis combining with the
Blech String Quartet in a Mozart Divertimento for string quartet and two
horns. (Harry Blech had also been in the RAF Band at Uxbridge.) He
broadcast occasionally in various ensembles, but on 7th February 1947 he
was the soloist in a broadcast of Mozart’s Fourth Horn Concerto with Ian
Whyte conducting the BBC Scottish Orchestra.
At the first concert of Walter Legge’s new Philharmonia Orchestra in
October 1945, conducted by Beecham, both Norman and Dennis were
among its personnel.20 Brighter prospects came in 1946 when Beecham
formed his new orchestra, the Royal Philharmonic Orchestra. He gave the
first concert at Croydon in September 1946, and in October and November
in London with the RPO he launched his second Delius Festival, also
recording a number of works that were performed at the Festival. Dennis
and Norman were first and second horns in the orchestra at the start and
almost certainly played in the Festival, although because Beecham used the
BBC Symphony Orchestra for the final concert, A Mass of Life, on 11th
December, they would not have played those atmospheric echoing horn
calls in the opening to Part 2.21
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Unlike the 1929 Delius Festival, of which Beecham conducted all the
orchestral concerts, for the 1946 Festival he had the help of Richard Austin
in three of the seven concerts, conducting chiefly the operatic extracts.
Perhaps at the age of 67 Beecham was now considering the need to have an
assistant conductor to stand in for him whenever necessary, and it was
apparently during one of the rehearsals for the Delius Festival that Brain
and Del Mar approached Sir Thomas inviting him to a concert on 26th
November that Norman was conducting at Chelsea Town Hall with the
Central London Orchestra. It included Strauss’s Horn Concerto No 1 (with
Brain as soloist) and a large part of the second act of Siegfried.22 Beecham
went and, obviously impressed by what he saw, in June the following year
appointed Del Mar as his assistant conductor. With his time now to be
spent on conducting Norman put away the horn, giving up his positions in
the Royal Philharmonic and the Philharmonia Orchestras. He was also
involved in the Delius Festival orchestrating, almost certainly at Beecham’s
request, three songs that were included in the penultimate concert.23
Before the end of the year there were three events that Del Mar may
well have attended and which would surely have made a strong impression
on him: Beecham’s studio performances, all with the BBC Symphony
Orchestra, of Berlioz’ The Damnation of Faust, and Wagner’s Tristan und
Isolde and Die Walküre.24 For 1947 Beecham planned a smaller Richard
Strauss festival,25 partly as a means of giving financial assistance to the 83year-old composer who, with his royalties frozen as a result of the war, had
become impoverished. Del Mar’s first full concert as Beecham’s deputy was
at Folkestone on 28th August 1947 when he conducted from memory.26 For
the Strauss Festival Beecham assigned two works to Norman. On 1st
October at Southampton he conducted Strauss’s Macbeth27 in an otherwise
all-Beecham concert, and four days later the Fantasy on Die Frau Ohne
Schatten as the second work in the first of the Festival concerts at Drury
Lane. ‘During my own rehearsal’, Norman recalled,
‘[Strauss] came up to the podium, glumly regarded the score for a few
moments, muttered “All my own fault”, and went away.’

The next day he conducted Macbeth again, at the Brighton Music Festival at
which he was also in charge of two full concerts,28 and six days later he
opened the last of the two Festival concerts at Drury Lane with Macbeth,
Beecham closing it with Ein Heldenleben.29
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The first concert had ended with Don Quixote for which Beecham had
engaged the young Paul Tortelier, and they recorded the work two days
later at Abbey Road. When rehearsing the same work much later in 1982
for a Festival Hall concert with the LSO, Del Mar admonished clarinettist
Jack Brymer for playing too loudly in a certain passage. ‘Just a memory,
Jack, just a memory,’ he called out. ‘Why are you playing it mezzo-forte ?’
‘Because Strauss told me to,’ Brymer replied, ‘and I’m surprised you don’t
remember, Norman, because you were playing second horn at the time.’30
In March 1948, with Tortelier, Del Mar had his first recording sessions as
conductor, quite likely passed on to him by Beecham, setting down the
Tchaikovsky Variations on a Rococo Theme.31
From time to time Norman was allocated a single work in an otherwise
Beecham programme. At an afternoon concert at Tooting on 16th
November 1947 he shared a programme of Rossini, Bizet, Beethoven and
Tchaikovsky. On 30th November he stood in for Beecham at very short
notice in an all-Beethoven concert at the Royal Albert Hall, taking over the
second half that consisted of the Choral Symphony that Beecham had
rehearsed the previous afternoon. On 17th December he accompanied
Moura Lympany in Beethoven’s Piano Concerto No 3, and when the RPO
was in Dublin on 4th April 1948 he was given Strauss’s Don Juan. On 8th
April at Wolverhampton it was a complete programme, replacing Beecham
who was suffering from lumbago, in Haydn’s Symphony No 93, Delius’s The
Walk to the Paradise Garden, Tchaikovsky’s Francesca da Rimini and SaintSaëns’ Symphony No 3.
Two other events at about that time that would also have made a great
impression on Del Mar were Beecham’s studio broadcasts of Berlioz’s The
Trojans in June/July 1947,32 followed in October by two studio broadcasts of
Strauss’s Elektra,33 both of which the composer attended. Del Mar
remembered Strauss embracing Beecham after the second performance of
Elektra.
‘I had not realised that Beecham was so small or that Strauss was so large.’

The author of the future standard book on Strauss could not have had a
better experience. And if not still playing in the RPO he would have most
likely listened in to the two performances in January 1948 of Busoni’s largescale Piano Concerto,34 with Del Mar’s friend Noel Mewton-Wood the soloist,
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perhaps introducing Norman to ‘that monstrous piece’ as he once referred
to it.35
His last engagement as Beecham’s associate conductor was in August
1951 when he took over 18 of the 27 performances of Balfe’s The Bohemian
Girl that Beecham had, at a whim, programmed for the Festival of Britain.
Eight performances were given at Liverpool before the production moved
to Covent Garden where Del Mar conducted the last 11.
Very soon Del Mar’s broad knowledge and his interest in what were
then more recherché works would show in his broadcast talks. When in
April 1948 Beecham gave two performances on the Third Programme of
Delius’s A Village Romeo and Juliet,36 Norman was announced as repétiteur,
and three days later, also on the Third Programme, he gave a twentyminute talk entitled ‘A Village Romeo and Juliet by Delius - a comparison by
Norman Del Mar of the two versions of this opera’.37 When on 7th July 1948
Beecham conducted the BBC Northern Orchestra in a broadcast that ended
with Balakirev’s First Symphony, Norman gave an interval talk on the work.
(Just over a year later, on 9th August 1949, he himself conducted the
symphony in a broadcast with the BBC Symphony Orchestra.) On 2nd
March 1949 on the Third Programme he gave a twenty-minute illustrated
talk on the Bruckner symphonies (and on 12th November 1949 he
conducted the Seventh Symphony with the BBCSO).
On 31st March 1949 on the Third Programme he reviewed a recording
of the Three Fragments from Alban Berg’s Wozzeck, and on 18th August he
gave an introductory talk on Berg’s unfinished opera Lulu which was being
broadcast the following evening. Earlier in the year, on 8th January 1949,
he had stood in for an indisposed Eugene Goossens to conduct the
Philharmonia Orchestra in Mahler’s First Symphony, and on hearing that
Third Programme broadcast Erwin Stein, friend and pupil of Berg and
father of Marion Stein, ‘strongly’ recommended Del Mar to Benjamin
Britten38 as principal conductor of the recently formed English Opera
Group, a position he held from 1949 until 1954. On 14th June 1949 he
conducted the first performance of Let’s Make an Opera at the second
Aldeburgh Festival. The second part, The Little Sweep, calls for audience
participation, and as the editors of the Selected Letters of Benjamin Britten
have written:
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‘[Del Mar’s] generous physique, warmth of personality and lively wit
made him the most successful of conductors at rehearsing many a
reluctant audience in its contribution to the piece’.39

When for BBC’s Children’s Hour on 4th March 1950 Del Mar provided an
introduction to Let’s Make an Opera that was to be broadcast by the English
Opera Group the next day, Radio Times had written:
‘No one who was lucky enough to be present at one of the recent
performances in London of Let’s Make an Opera can have failed to realise
what an important part is played by the conductor. Norman Del Mar
never failed to whip the most lethargic audience into song, and he will
doubtless perform the same miracle tomorrow.’

With the EOG he also conducted The Rape of Lucretia, Albert Herring, and
Britten’s realisation of the Beggar’s Opera, as well Noye’s Fludde, a
performance of which at Orford in 1961 was recorded and issued
commercially, and there were tours with the EOG that took in the
Cheltenham and York Festivals among others. He even went to Broadway
in December 1950 for a short run of Let’s Make an Opera. One notable concert
was at the Jubilee Hall on 17th June 1951, when he conducted the EOG
Chamber Orchestra in a programme of Boyce, Schoenberg, Chausson,
Wagner, and Saint-Saëns’ Carnival of the Animals with soloists Britten and
Noel Mewton-Wood (who was to take his own life in December 1953). In
1957 Britten invited Del Mar to devise a suite of dances from The Prince of
the Pagodas.
Like a number of musicians who were accepted into the Aldeburgh
fold, in time Del Mar fell out of favour. A strain developed in the
relationship when, perhaps understandably, Norman hadn’t wanted to go
on stage but remain in the pit when rehearsing the audience in Let’s Make
an Opera, and although in January 1955 he had been invited to conduct ‘the
big orchestral concert’ at that year’s Festival, Walter Goehr conducted
instead. On another occasion, on an EOG tour, he had made the mistake of
reading a review out loud to Britten before reading it first to himself: the
critic had written that Del Mar had conducted the work in question ‘as well
as Britten’ and that hadn’t gone down well.40 But, as also happened with
Mackerras (who succeeded him), Del Mar was asked back and in 1963 was
invited to share in the conducting of a Britten 50th birthday concert in Basel
– which in the event he had to conduct himself as Britten was unwell. For
Britten’s 50th birthday Del Mar gave him a facsimile of the sketches for
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Mahler’s Tenth Symphony, edited by Richard Specht. Del Mar was a
frequent conductor of Britten’s music and he attended the first performance
of War Requiem at Coventry in 1962.
In 1954 he succeeded Maurice Miles as conductor of the short-lived
Yorkshire Symphony Orchestra which was disbanded the following year.
In 1956, together with Stanford Robinson, he was appointed assistant
conductor to the BBC Symphony Orchestra, chiefly to take on the works or
concerts that Sargent did not want to conduct, and this often included
‘modern’ British music that became such a regular part of his repertoire. In
October that year with the BBCSO he gave what was then a rare broadcast
of Mahler’s Sixth Symphony.41 He returned to that work on 31st October
1962, with the BBCSO at the Festival Hall, and the following year he took it
to the Proms for its first performance there (he was recalled seven times),
and to the Edinburgh Festival. It was he who established this work in this
country, and he went on to write a study of extraordinary depth and detail,
not only submitting the work to a thorough analysis but also discussing
Mahler’s revisions, not least the change of order of the middle movements
that have continued to be the subject of controversy. In his performances
Del Mar always placed the scherzo third (as do most conductors, from
Barbirolli to Rattle). Mahler’s Sixth Symphony – A Study is essential reading
for any Mahlerian and it is a tragedy that such a great authority on Mahler
as Norman Del Mar did not make any commercial recordings of the
symphonies, especially the Sixth and Third with which he was so closely
associated.
In 1960 he was appointed chief conductor of the BBC Scottish
(Symphony) Orchestra, a position he held for five years, and he did much
to raise the standards of that orchestra. Besides his teaching positions at the
Guildhall School of Music, the Royal Academy of Music and the Royal
College of Music, there were later appointments as guest conductor of the
Göteborg Symphony Orchestra (1969-1973), conductor of the Academy of
the BBC (1974-77), principal guest conductor of the Bournemouth
Sinfonietta (1983-85), and his last one, principal conductor of the Aarhus
Symphony Orchestra (1985-88). But it is through his association with the
Henry Wood Promenade Concerts that he is perhaps best remembered and
at which he became such a familiar figure. He made his first Proms
appearance in 1960 (typically with the Proms première of Roberto
Gerhard’s Violin Concerto), and thereafter, with the exception of 1961 and
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1976, every season up to 1983, a total of 64 appearances. (20 of his first 33
Proms up to 1966 were shared with Sargent.) Contemporary British music
found a regular place in his Prom concerts besides Richard Strauss,
Stravinsky, Schoenberg and the more familiar scores. He conducted the
Last Night of the Proms on three occasions, with works by Walton, Delius
(Eventyr), Vaughan Williams (Toward the Unknown Region and Five Tudor
Portraits), Berners, Bax, Elgar (Falstaff), Lambert (The Rio Grande),
Szymanowski, and Bliss (Checkmate).
His sense of humour found him at home in the Hoffnung Music
Festivals held at the Royal Festival Hall. In the first of them he conducted
the Concerto for hose-pipe and strings with Dennis Brain and Reizenstein’s
uproarious Piano Concerto to end all Piano Concertos.42 With his vast
encyclopaedic knowledge he was very much in his element when taking
part in the music quizzes that were infrequently broadcast on Radio 3 in the
‘60s and the ‘70s, two typical questions being to identify half a dozen works
from their opening chords only (all in E flat), and, if a concert opened with,
say, Till Eulenspiegel and continued with Taras Bulba, which players
(instruments) would leave the platform and which would come on?43
But even more impressive has been his scholarship: in the threevolume study of the life and works of Richard Strauss;44 in Mahler’s Sixth
Symphony – A Study already mentioned; his indispensable conducting
guides on certain composers: Berlioz, Beethoven (two volumes), Brahms
and Elgar, with a separate volume on Conducting Favourite Concert Pieces;
and other books including the entertaining Orchestral Variations. In the
latter, subtitled ‘Confusion and Error in the Orchestral Repertoire’, he
selected 45 mostly familiar works by 22 composers and in each one
discussed a good number of problems arising from the printed score, from
familiar topics such as the curious F in the flute at the beginning of the
second movement in Tchaikovsky’s Piano Concerto No 1, to how the
introduction of decimal coinage with its small pennies may cause a problem
for the timpanist in Variation XIII of the Enigma Variations. Who else, in
Conducting Elgar, could draw comparison between Elgar’s Falstaff and
Orson Welles’ much neglected masterpiece Chimes at Midnight? And we
begin to understand why so many of his own performances were so exciting
when he writes that ‘the mighty cymbal crash’ in the Rondo of the Second
Symphony
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‘must stand out as the absolute high point of drama of the work; indeed,
an extra-large 24-inch pair of cymbals is often brought in for just this one
clash. The effect as the player holds them outstretched should be nothing
short of riveting.’

These books cannot be recommended too strongly.
Once asked at a Delius Society meeting if he had any unfulfilled
ambitions Del Mar replied – to conduct a complete Ring cycle. This, sadly,
was to remain unfulfilled but it was in the large-scale works that he seemed
happiest, a fine example being Schoenberg’s Gurrelieder which he gave at
the Royal Festival Hall in 196345 at a time when performances of this work
were much less common than they are today. His broadcasts that same year
of Midsummer Marriage ‘rescued Tippett’s opera from oblivion’46 and, in the
composer’s own words, conducted ‘superlatively … turned the tide in its
favour’. (Colin Davis heard the broadcast and was determined to produce
the work if he became music director of Sadler’s Wells or Covent Garden.47)
Another notable occasion was when over two evenings in January 1979
he recorded for later broadcast the complete Omar Khayyam of Granville
Bantock.48 But for those who attended it perhaps the most memorable
occasion was in May 1971 at the BBC Maida Vale studios when he replaced
an indisposed Gennady Rozhdestvensky for a performance of A Mass of
Life.49 As an interpreter of Delius Del Mar was always outstanding and,
although this broadcast of A Mass of Life had a short life as a ‘pirate’ CD, it
deserves to be made permanently available. With good reason he was
asked to conduct the premiere recordings of the operas The Magic Fountain,
Irmelin and Margot la Rouge that were broadcast before being issued by the
BBC, first on LP and later on CD.50 (In his Editorial Report51 for the complete
edition of Delius’s works, Robert Threlfall acknowledged Del Mar’s work
on The Magic Fountain.)
Del Mar’s legacy of commercial recordings is extensive and impressive
in its range of British music, from Lambert and Rubbra to Elizabeth
Lutyens, Nicholas Maw, Gordon Crosse, Peter Racine Fricker, Lennox
Berkeley, Ian Hamilton, David Blake and others. But although he also made
some fine recordings of works by, amongst others, Stanford, Berkeley,
Moeran, Bax, Elgar, Delius and Vaughan Williams, it is to be regretted that
he did not leave more of those in the standard repertoire, for example the
Elgar symphonies.
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Conducting Elgar was not quite complete when Del Mar died, and his
son Jonathan, himself a noted authority on Beethoven, finished the chapter
on Gerontius. One can only agree with him when he writes about his father
in the Preface that
‘he will be remembered as a great Elgar conductor; and I entertained the
hope that he would live long enough to write Conducting Delius and
Conducting Mahler too, for in these three composers, I have always
believed, lay his greatest strengths and perceptions as an interpreter.’

That he never got round to writing those volumes is much to be regretted.
He was twice artistic director of the Norfolk and Norwich Festival, and
nothing better exemplifies his core tastes than the three works which were
central to his programming of the 1979 Festival: Delius’s A Mass of Life,
Strauss’s Also Sprach Zarathustra and Mahler’s Third Symphony. For
someone who was himself so widely respected, especially for his
performances of Delius, the ‘affectionate’ dedication of his Strauss volumes
speaks of another devotion:
‘To the inspiring memory of Sir Thomas Beecham’.

Stephen Lloyd
‘Although he conducted a wide range of music – Berlioz, Mahler and Strauss were all great
favourites – [Norman Del Mar] will perhaps be best remembered as an unflinching
champion of British music, in particular Britten and Tippett, as well as Lutyens, Rawsthorne,
Gerhard and Maw.’ Ed. Donald Mitchell, Philip Reed & Mervyn Cooke, Letters from a Life:
Selected Letters of Benjamin Britten Volume Three 1946-1951 (Faber and Faber 2004), p486
2 Donald Brook, International Gallery of Conductors (Rockliff, 1951), p65
3 BBC Radio 3 Third Ear, in conversation with Lyndon Jenkins, 23rd May 1991. The cymbal
clash was in bar 502 of the last movement. See Samir Ghiocel Golescu’s dissertation, The
Recorded Heritage of Willem Mengelberg and its Authentic Relevance, University of Illinois at
Urbana-Champaign 2014, p22
4 Stephen Pettitt, Dennis Brain: A biography (Robert Hale, 1976, reprinted with corrections
1979), p64
5 Stephen Gamble and William C Lynch, Dennis Brain: A Life in Music (University of North
Texas Press, 2011), p16
6 John Amis, Amiscellany – My Life, My Music (Faber and Faber, 1985), p97
7 Decca M560-2. The recording took place after a National Gallery concert on 30th December
1943
8 Sargent was late for the sessions in Manchester so the Hallé Orchestra leader, Laurence
Turner, took over until Sargent arrived. Turner’s part of the recording was good enough to
use so, although not originally credited on the record label, the Mozart unusually had two
conductors. Stephen Pettitt, idem, p72
1
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Donald Brook, idem, p66
Stephen Pettitt, idem, p75
11 Bach Brandenburg Concerto No 1, recorded 22nd June 1945 & 29th October 1945 (Decca
K1514/3) with Frederick Grinke (violin), Leon Goossens (oboe), Dennis Brain and Norman
Del Mar (horns), and the Boyd Neel Orchestra, conductor Boyd Neel. The set has since been
reissued on LP (Decca) and CD (Dutton). When in 1956 they recorded the Concertos again
with Boyd Neel, this time for LP (UNLP1040), Emanuel Hurwitz was the violinist.
12 BBC Radio 3 Third Ear, in conversation with Lyndon Jenkins, 23rd May 1991
13 Musical Times, December 1948, p380
14 John Amis, idem, p100
15 BBC Radio 3 Third Ear, in conversation with Lyndon Jenkins, 23rd May 1991. These Mahler
performances have not been traced.
16 John Amis also mentions a setting of The Waste Land as being work in progress, Amiscellany,
p99
17 Allegro Concertante for horn and string orchestra, Op 15 (1944) issued on Dutton CDLX7244,
Stephen Bell, BBC Concert Orchestra, Martin Yates
18 Constant Lambert conducted the Flute Concerto at the RCM with the LSO on 4th February
1944 at an orchestral rehearsal sponsored by the recently formed Committee for the
Promotion of New Music.
19 BBC Radio 3 Third Ear, in conversation with Lyndon Jenkins, 23rd May 1991.
20 Stephen Pettitt, idem, p85
21 While the programme books for all the Delius Festival concerts except the last one did not
list the orchestra personnel, the Mass of Life programme names all the BBC Symphony
Orchestra players. The first two of the seven horns were Aubrey Thonger and H G Watson.
22 Stephen Pettitt, idem, p90
23 Schwarze Rosen, The Nightingale has a lyre of gold and To Daffodils. John Kentish, Central Hall
Westminster, 21st November 1946. A fourth song, Frühlingslied (the last of Seven Danish
Songs), was orchestrated by Del Mar but not used in the Festival.
24 12th October 1946 (Damnation of Faust), 24th & 28th October (Tristan) and 18th & 20th
December 1946 (Walküre).
25 Two concerts at Theatre Royal, Drury Lane on 5th & 12th October, and two studio
broadcasts of Elektra, 24th and 26th October 1947, with recording sessions, all with the Royal
Philharmonic Orchestra.
26 Donald Brook, idem, p67. The programme is not specified.
27 Coincidentally Strauss’s Macbeth is one of the last works Del Mar recorded, in 1993, with
the Aarhus Symphony Orchestra, ASV PLT8519.
28 7th October 1947 (William Tell Overture, Carmen Suite, Tchaikovsky Romeo and Juliet,
Beethoven Symphony No 5) and 10th October 1947 (Beethoven Leonora No 3, Tchaikovsky
Piano Concerto No 1, Rimsky-Korsakov Scheherazade). Tony Benson, Supplement 2 [1998] to
Maurice Parker, Sir Thomas Beecham Bart, CH A Calendar of his Concert and Theatrical
Performances (privately published, 1985).
29 Beecham recorded Ein Heldenleben over five sessions in October-December 1947 with
Dennis Brain, first horn.
30 Richard Morrison, ORCHESTRA The LSO: A Century of Triumph and Turbulence (Faber and
Faber, 2004), p117
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Tchaikovsky Variations on a Rococo Theme (revised version), Paul Tortelier, Royal
Philharmonic Orchestra, Norman Del Mar, 23rd March 1948, Abbey Road Studio No.1.
HMV C776-7. Reissued in 1995 on CD EMI 5 65502-2.
32 Berlioz The Trojans, BBC Studio 1 Maida Vale, 3rd & 6th June (Capture of Troy) and 2nd &
4th July 1947 (Trojans at Carthage), with Marisa Ferrer, Jean Giraudeau, BBC Theatre Chorus,
Royal Philharmonic Orchestra. Issued on CD SOMM-BEECHAM 26-8.
33 Richard Strauss Elektra, BBC Studio 1 Maida Vale, 24th & 26th October 1947, with Elisabeth
Höngen, Erna Schlüter, Ljuba Welitsch, Walter Widdop, Paul Schöffler, BBC Chorus, Royal
Philharmonic Orchestra. Re-broadcast 31st December 1978. Issued on CD Myto 981.H004.
34 Busoni Piano Concerto, BBC Studio 1 Maida Vale, 3rd & 4th January 1948, Noel MewtonWood, BBC Men’s Chorus, BBC Symphony Orchestra. Issued on SOMM-BEECHAM 15.
35 Del Mar’s 1980 Prom performance of the Busoni Piano Concerto was cancelled because of
the Musicians’ Union strike, but a studio performance was broadcast on 10th November that
year.
36 23rd & 25th April 1948. Beecham subsequently recorded the opera for the Delius
Fellowship set in May and July 1948. Reissued several times on CD.
37 In his Supplementary Catalogue (p27), Robert Threlfall writes: ‘At some stage after the new
performing material [of A Village Romeo and Juliet] was raised for the Boosey Opera Library,
the original MS was apparently disposed of. The material had, however, been thoroughly
studied earlier by Normal Del Mar, who broadcast a talk on the subject …’
38 Britten wrote to Elizabeth Sweeting, 22nd January 1949: ‘Certainly a chap like Del Mar
would be a long term policy, & might rise to the occasion with responsibility … I do strongly
suggest that someone soon talks to Del Mar.’ Ed. Donald Mitchell, Philip Reed & Mervyn
Cooke, idem, p483.
39 Idem, p486
40 Humphrey Carpenter, Benjamin Britten: A Biography (Faber and Faber, 1992), pp376 & 320
41 The first broadcast of Mahler’s Sixth Symphony by the BBC had been on 31st December 1947
with a recording from Hamburg of Hans Schmidt-Isserstedt conducting the Orchestra of the
Nordwestdeutscher-Rundfunk. Walter Goehr conducted the first British performance on the
Third Programme on 28th December 1959 with the London Symphony Orchestra (placing
the scherzo third). The only other broadcasts before Del Mar’s were on 5th & 9th October
1955, with the Austrian conductor Fritz Stiedry (1883-1968) (who when only 23 had been an
assistant to Mahler in Vienna) conducting the BBCSO (with the scherzo second). When for
the Mahler centenary in 1960 the BBC broadcast all the symphonies, Berthold Goldschmidt
conducted the Sixth Symphony with the BBCSO. The other symphonies were conducted by
Schwarz, Maazel, Goehr, Horenstein and Barbirolli.
42 The Hoffnung concerts, in 1956, 1958 and 1961, were recorded and have been issued on LP
and CD. Del Mar took part in a further Hoffnung concert at the Festival Hall in 1969, with
Dudley Moore, when some of the items from the 1958 concert were repeated.
43 As early as December 1949 Del Mar had taken part in a radio programme called Musical
Games presided over by Sir Steuart Wilson. Those taking part were Boyd Neel, Denis
Matthews, John Amis, Norman Del Mar, William Mann and Maurice Jacobson.
44 Norman Del Mar, Richard Strauss: A Critical Commentary on His Life and Works in three
volumes (Barrie and Jenkins, 1962, 1969 and 1972, paperback reprint Faber and Faber)
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45 7th November 1963. Kenneth Neate, Sylvia Fisher, Janet Baker, Forbes Robinson, John
Lanigan, Otakar Kraus, Goldsmiths’ Choral Union, Harrow Choral Society, London
Symphony Chorus and Orchestra. Programme broadcast.
46 Ed. Donald Mitchell, Philip Reed & Mervyn Cooke, idem, p486
47 13th January and 30th March 1963, Third Programme. Richard Lewis, Janet Baker, BBC
Symphony Orchestra. (Del Mar conducted Act 2 in that year’s Proms.) Michael Tippett,
Those Twentieth Century Blues, An Autobiography (Hutchinson, 1991), p220
48 Sarah Walker, Anthony Rolfe Johnson, Brian Rayner Cook, BBC Singers, BBCSO.
Recorded 5th & 6th January 1979 and broadcast 26th March 1979. Re-broadcast 14th June
1983 and issued on CD REAM2128. He had earlier, in 1968, given the first broadcast
performance of Part 3 of Omar Khayyam, and in August 1968 with the BBC Scottish
Symphony Orchestra he gave a Bantock centenary concert.
49 A Mass of Life: Kiri Te Kanawa, Pamela Bowden, Ronald Dowd, John Shirley-Quirk, BBC
Chorus & Choral Society, BBCSO, Maida Vale, 3rd May 1971, broadcast 28th June 1971 and
re-broadcast 21st May 1973. Unofficially released on Intaglio INCD702-2.
50 The Magic Fountain: John Mitchinson and soloists, BBC Singers, BBC Concert Orchestra.
Recorded Golders Green, 30th July 1977, broadcast 20th November 1977, re-broadcast 11th
May 1980. Issued on LP BBC Artium 2001 and CD CD3004X. Irmelin: John Mitchinson,
Eilene Hannan, Michael Rippon, Brian Rayner Cook, BBC Singers, BBC Concert Orchestra.
Recorded Golders Green, 12th & 13th July 1984, broadcast 18th December 1984. LP and CD
BBC Artium 3002. Margot la Rouge (orchestration realised by Eric Fenby): soloists, BBC
Concert Orchestra (in French). Recorded Golders Green, 9th October 1981, broadcast 21st
February 1982, re-broadcast 8th December 1982. LP BBC Artium REGL458 and CD BBC
CD3004X.
51 Robert Threlfall, Frederick Delius Complete Works: Editorial Report (London, Delius
Trust, 1990), p33.
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DELIUS, GERSHWIN AND THE AMERICAN
NEGRO – A TALK BY CHRISTOPHER PALMER
In DSJ 165 (Spring 2019) Richard Packer wrote of a visit to ENO’s highly
acclaimed Porgy and Bess at the Coliseum, and 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. He noted that a transcript of the talk had never appeared in these
pages and offered to create one if a recording could be found. Roger Buckley
fortunately had a recording in his collection and Richard has kindly produced the
following transcript. The talk was broadcast on BBC Radio 3 on 5th October 1968.
No-one would pretend that art exists in a vacuum. It’s intimately bound
up with its environment. Its environment shapes it. Every composer
preserves an attachment of some sort to the circumstances in which he first
began to compose. These formative years are of crucial importance and in
nine cases out of ten the background is that of the composer’s native land,
which tends to be reflected in his music throughout his career, however
cosmopolitan he may become. Stravinsky, for example, has consciously
rejected his homeland on political grounds, yet he’s spiritually indebted to
it in most of his music. Britten found that a spell of voluntary exile
heightened his awareness and strengthened his ties. Just as there are very
few children who don’t feel affection of some sort for their parents, there
are very few creative artists who don’t in some way pay tribute to their early
background.
Delius was no exception. But what does rather place him in a class by
himself was the fact that England, insofar as it was his native land, occupied
no higher place in his affections than anywhere else. We have heard so
much over the years from chauvinistic propagandists blindly branding this
work and that as ‘quintessentially English’ or ‘un-mistakenly redolent of
the English soil’ that it’s worth remembering that, apart from childhood and
occasional visits in later years, England hardly came into his life, except that
is, as an excuse for exercising his caustic tongue on people and prejudices
he disliked. Only two of his some two hundred works were directly
inspired by the English landscape. These were the early tone poem Over the
Hills and Far Away, a reminiscence of youthful tramping in the Yorkshire
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moors, and the much later North Country Sketches, impressions of the
changing seasons in the same county. His literary loves were Nietzsche,
Whitman and Jacobsen, not an Englishman amongst them. Only a handful
of his forty-or-so songs were set to English texts, and he showed no interest
whatever in Housman, Hardy, Yeats and other contemporary poets upon
whom other composers were drawing freely at that time.
There is certainly no need to start talking about lambkins frisking, or
cows looking over gates, to appreciate that Delius’s music occupies a totally
different world from that of Butterworth or Vaughan Williams, to name two
composers commonly referred to as epitomes of Englishness. Incidentally,
it is worth noting that Vaughan Williams’s Pastoral Symphony, often
considered the most representatively English of all his works, was in fact
inspired by French countryside around Écoivres on the Western Front
during the First World War. As for Delius’s insistence on being buried in a
south of England churchyard, this is no more readily explicable on rational
grounds than the fact that the composer, devotedly and obsessively atheist
throughout his life, should set a Whitman text with Christian implications
as part of his last work.
Where, then, are we to look for Delius’s creative coming of age, if not
to Bradford or to Ilkley Moor? Well, in the early 1880s, Delius senior, in an
effort to stimulate his son’s flagging interest in the wool trade, sent him on
missions to various parts of Europe, all with conspicuous lack of success.
Finally, in 1884, he went to take over a grapefruit plantation by the St Johns
River in Florida. Circumstances combined to make this American interlude
the turning point of his career. There were three main reasons for this. First,
and most important of all, he got to know the life and music of the American
negro. Second, he met and worked with Thomas Ward, a Jacksonville
organist whom Delius later described as the only teacher he ever had.
Third, he fell in love with a young negress, an affair which was to have farreaching consequences in more ways than one.
Constant Lambert first drew attention to the connection between
Delius’s music and that of the American negro in his book Music Ho! in
1934. He pointed out that the first real popularisation of juicy harmony
came in the form of the mid-nineteenth century hymn tunes of John Bacchus
Dykes and his followers, which had a naturally powerful effect on the
déraciné [uprooted from their natural environment] negroes of North
America, and that English composers brought up in a tradition of these
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hymns often hit upon the same type of harmonic variation as their negro
contemporaries. Delius, who had been exposed to those influences,
provided the link.
The theme was later developed by Professor Wilfred Mellors, in his
book Music in a New Found Land. He argues here a link between the negro’s
sorrow and Delius’s sense of isolation and suggests that the similarity
between Delius’s chromatics and the harmonic dialect of tin-pan alley was
not so much a question of influence as of intuitive affinity. Professor
Mellors later goes on to point out the remarkable resemblance between the
epilogue in Delius’s Sea Drift and Porgy’s final aria in Gershwin’s negro
opera Porgy and Bess. In both cases the key is E major, there is the same
yearning upward octave leap at the beginning, and a constant tendency of
the harmonic movement to revert to the tonic, as if in search of some elusive
emotional equilibrium.
Here is William Warfield as Porgy:
[Extract from the final scene of Porgy and Bess]
And now Bruce Boyce sings as the bereaved seabird in Sea Drift:
[Extract from Sea Drift, beginning ‘O past! O happy life! …’]
There is of course a very real link between Delius and Gershwin. Both, in a
sense, were outcasts, and both victims of the same type of spiritual isolation.
Gershwin, as an American Jew with a background of uprooted-ness and
persecution, Delius a true cosmopolitan in that, while he might enjoy
security and comfort in a number of different countries, did not, any more
than the American Jew, look to any one of them as home, with a capital H.
We’ve already noted his attitude to England.
In the case of both Gershwin and Delius, a period of withdrawal from
the world was a necessary preliminary to the gestation of their first great
works. Delius spent many months in his shack at Solano Grove, a journey
of several days from the nearest town, with only his negroes for company,
and so, some fifty years later, Gershwin was living in primitive conditions
amongst the negroes on an island off the South Carolina coast, steeping
himself in their life and music.
Appalachia and Porgy and Bess were the products of this self-imposed
isolation. Both were the first mature creations of their composers, and the
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focal point of both was the American
negro as seen through the eyes of the
white man.
Gershwin’s death, in 1937, at the
very moment of his reaching maturity,
was a deplorable tragedy. We may well
wonder, with Leonard Bernstein,
whether America has ever realised just
how great a tragedy it was. But Delius
lived for another 33 years after the
completion of Appalachia and, as we
shall see, much of his subsequent work
George Gershwin
was to maintain direct links with negro
music.
Eric Fenby recalls that Delius would often ask for Old Man River and
other such records to be played, for the singing reminded him of the way
his negroes used to sing in Florida. As a young orange planter, he had often
sat up far into the night, smoking cigar after cigar, listening to their subtle
improvisations in harmony. Delius himself said that it was on hearing their
singing in such romantic surroundings that he first felt the urge to write
music at all. You see, it’s easy to understand how great an impression this
music must have made on him. He heard it under surroundings of great
natural beauty, and the sadness and poignancy of it all struck a responsive
chord in one whose preoccupation with transience amounted to a
pathological obsession.
One fundamental fact does need to be emphasised, and this may
clearly be seen by comparing Delius’s use of a negro slave tune in Appalachia
to Tippett’s use of spirituals in A Child of Our Time. Tippett wants to put
the Nazi persecution of the Jews into dramatic perspective, and so turns to
the spirituals as an expression of man’s inhumanity to man. They serve
both as an expression of his own compassion for suffering humanity and
take their place in his objective representation of the way in which good and
evil interact.
Now, compassion and objectivity are words one hesitates to apply to
Delius. Sympathetic he may have been, but it’s difficult to picture him
crusading Tippett-fashion on behalf of human freedom from oppression.
He was far too egocentric for that and preserved a Nietzschean contempt
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for the rank and file of humanity, in fact for everybody who failed to live
up to his own high standards. He reacted to everything in terms of his own
immediate experience, and we may be sure that the plight of a negro family
being split up by one of its members being transferred to another plantation
was very far from Delius’s mind when he set that touching piece of doggerel
as the climax of Appalachia. The underlying theme of this, and almost
everything else the composer ever wrote, is the agony of separation, and it’s
not difficult to understand why, when we remember that, in 1896, having
been comfortably settled in Paris for some seven or eight years, he saw fit
to make a special journey all the way back to Florida in search of his former
bien aimée.
Two works, as well as Appalachia, were directly inspired by North
America. These were the Florida Suite for orchestra, dating from 1886, and
the operas Koanga and The Magic Fountain, the latter of which has never been
performed or published. In Koanga, much of the music seems to grow
naturally from the atmosphere of the negro slave choruses which occur at
regular intervals in each act. In the Florida Suite, the influence of Grieg is
very marked, but the sunrise and sunset movements incorporate negro
dances, the first of which has become very popular under the title La
Calinda. The sunset dance contains the only example in Delius of the blue,
flattened third, and the tune is no doubt a reconstruction of an indigenous
melody.
[Extract from Florida Suite, third movement]
But most important of all is a set of variations on a negro slave tune, for full
orchestra with a final chorus – Appalachia. When Eric Fenby visited Florida
in 1966, for the Jacksonville Delius Festival, he realised for the first time just
how successfully Delius had caught the Deep South atmosphere of the
setting of his work. He writes:
‘In a flash, as we drove to our hotel, I understood for the first time why
there are sounds in Appalachia quite unlike any other of Delius’s works. I
couldn’t rid myself of the ethereal passage for high strings which comes
in Appalachia before the return of the 6/8 ‘cello variation in D minor. To
the end of my days it will conjure up the mysterious peace of Solano
Grove, the spiritual birthplace of his most personal art.’

[Extract from Appalachia]
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Appalachia is full of such vivid sound impressions of the negro country. The
opening evokes an early morning on the banks of the Mississippi, with horn
call, and that upward thrusting triplet so characteristic of Delius.
[Extract from Appalachia (Introduction)]
Pizzicato strings and harps now establish a rhythmic pattern suggesting the
strumming of negro banjos, and then a majestic brass motif evokes the river
itself.
[Further extract from Appalachia (Introduction)]
At least two of the variations must have been directly inspired by everyday
experiences around the locality. Specially striking is this 6/8 variation in
which the theme is turned into a jaunty march, suggesting the blare of a
passing brass band, complete with side drum, big drum and cymbals.
[Extract from Appalachia]
In complete contrast comes the following variation, also a march, but this
time a grief-stricken funeral procession.
[Extract from Appalachia]
Incredible as it may seem, some people have even talked about Appalachia
being ‘English through and through’. Let them now judge whether the
music we have just heard has more in common with, say, the funeral march
in Elgar’s E flat Symphony than with the following excerpt from the
beginning of Act Two of Porgy and Bess.
[Extract from Porgy and Bess]
The closing stages of Appalachia enact the tragedy of a male slave being
shipped downriver and forced to leave his loved ones behind. A slow,
mysterious variation suggests the heavy drag of oars, and then a solo
baritone in the chorus assumes the role of spokesman as if from the helm of
a boat. The chorus seizes on the promise of reunion, and the theme swells
to a mighty peroration, only to die away as the boat disappears around a
bend in the river, returning the scene to the horn calls and solitude of the
opening.
[Extract from Appalachia (Finale)]
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Although, after Appalachia, Delius wrote no more music specifically
connected with North America, a number of stylistic traits absorbed from
negro music in his early years became unconsciously assimilated into his
idiom and persisted. Listen to this passage from A Song of Summer, one of
his last works, dictated to Eric Fenby in 1929.
[Extract from A Song of Summer]
[Melody repeated on piano]
That melody is clearly derived from the pentatonic scale, and this is a
recurrent feature of Delian melody, just as it is a recurrent feature of negro
music. An interesting example occurs in the closing scene of Hassan, ‘The
Golden Road to Samarkand’. Here, the tenor soloist’s wordless melismata
has the same emotional impact as those haunting street cries in Porgy and
Bess. Both improvise pentatonically over a static harmonic drone, as it were
suspending time, and evoking some far-distant world where all is order
and happiness. This is how Delius evokes the desert path ‘as yellow as the
bright seashore’:
[Extract from Hassan (Closing Scene)]
And this is Gershwin’s Strawberry Woman:
[Extract from Porgy and Bess (Act Two, Scene Three)]
The theme of Appalachia is itself pentatonic, and so is the baritone’s song
towards the end. If you now listen to the ‘cello melody in the slow
movement of the Double Concerto, written in 1916, its lineage becomes
immediately apparent:
[Extract from Double Concerto]
Certain of Delius’s favourite cadential formulae are also derived from the
pentatonic scale. Listen again to that melody from A Song of Summer:
[Melody played on piano]
The cadence here is formed by a rise from sixth degree to tonic, as in very
many spirituals. Deep River is a good example, which I’ll now play in
Tippett’s arrangement from A Child of Our Time:
[Extract from A Child of Our Time (Deep River)]
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We find this cadential pattern scattered throughout Delius’s music. It first
occurs in Appalachia:
[Extract from Appalachia]
And it crops up in numerous places later on, for example, in the violin solo
in Songs of Sunset, at the end of Pale amber sunlight:
[Extract from Songs of Sunset]
A very noticeable characteristic of the excerpt from A Song of Summer was
the rhythmic kick given it by the Scotch snap. We find this time and again
in negro music. It’s very prominent in this second excerpt from Act Two of
Porgy and Bess, in which Serena is collecting money for Robbins’ burial:
[Extract from Porgy and Bess]
It’s very prominent in the Appalachia theme, and in later Delius, for example,
the slow movement of the Violin Concerto. The March from North Country
Sketches not only illustrates this point, but is a good example of a melody
derived unequivocally, if unconsciously, from a negro work song:
[Extract from North Country Sketches (The March of Spring)]
People have tried to seek derivations for all these characteristics in English
folk song, but however patriotically gratifying this may be, it seems to me
essentially unrealistic in this case. Brigg Fair, the only English folk song
Delius ever used, was brought to him already harmonised by Percy
Grainger, and his treatment of it is far more akin to Debussy than Vaughan
Williams. It’s very significant that Vaughan Williams found Delius’s music
for the most part temperamentally alien, and Sir Adrian Boult has
responded as little as Beecham ever did to Vaughan Williams or
Butterworth, and these aren’t isolated cases.
No, however reluctant we may be to admit it, America must be
allowed the credit for bringing Delius to maturity. Throughout his music
we find a curious polarity between the rival claims of north and south. His
loyalties seem to have been divided between the ethic bleakness of the
north, typified by the Norwegian mountains, and the aesthetic luxuriance
of the south, North America or the South of France. This conflict was
undoubtedly the result of the abrupt contrast between the windswept,
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Brontë-esque backdrop of the West Riding moors to which he grew up, and
the seeming efflorescence of the North American forest and swamp, his
spiritual birthplace. No doubt, when he sang of apple orchards, golden
afternoon suns and lilac blossoms in his very last work, Songs of Farewell,
this was the scene before his mind’s eye.
[Extract from Songs of Farewell (First Movement)]
Christopher Palmer
The above talk, by Christopher Palmer, was broadcast on BBC Radio 3 on 5th October 1968,
but has never before appeared in the Delius Society Journal. It has been transcribed here by
Richard Packer.
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100 YEARS AGO
In this regular series, Paul Chennell looks back at Delius’s letters and the writings
of others to gain an insight into the composer’s activities in Autumn 1919.
In August 1919 Delius wrote to Norman O’Neill from Valdres in Norway,
asking for help with providing orchestral details concerning The Song of the
High Hills for a planned London performance. He tells O’Neill that
‘I think the later the performance takes place the better.’1

Clearly the Deliuses were enjoying the summer as the letter suggests:
‘We are having a lovely time up in the mountains here. Any amount of
good things to eat – Butter milk cream etc. all in profusion, and in
heavenly air and view.’

Delius tells O’Neill that he is going to Frankfurt in September for rehearsals
for the first performance of Fennimore and Gerda. There are also details of
further performances in Europe and England.
In October Delius wrote to Edvard Munch from Frankfurt. He told his
friend
‘We arrived here safely and find everything very interesting &
stimulating – plenty of enterprise - a much more interesting spirit than
before the war.’2

Delius told Munch that he had seen a lot of Georg Swarenski, the Director
of the Stadelsches Kunstinstitut at Frankfurt and Professor at the
University there.3 Delius mentioned that Swarenski was very keen for
Munch to exhibit in the Museum for Modern Art and suggested that he
send ‘four or five pictures so that he can choose?’4 Swarenski eventually
purchased two pictures by Munch, probably in 1921.
Back in the house at Grez on 27th October, Delius wrote to Philip
Heseltine and gave a report on the Frankfurt production of Fennimore and
Gerda. Delius was delighted:
‘The performance in Francfort was very good – Singers excellent & the
regisseur the best I ever knew. I had 9 Orchestral rehearsals – No trouble
or expense was spared. I am satisfied with the work & it is certainly a step
in a new direction – perhaps the only direction where “Singspiel” has any
future –’5
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Delius continues by telling Heseltine that Vienna is very attractive; there is
much work in the form of translation which he could undertake and there
is no hostility towards the English in Germany or Austria now.
Almost two months later, on 17th December, Delius wrote to Percy
Grainger and updated him on his activities over the previous four months.
Rose Grainger had written to Delius asking him to compose a work for
piano and orchestra for Percy to perform, to which Delius responded
‘If I can only get to work again in peace I would try and do so:’6

At the end of the year Delius and his wife were at Grez, from where he
pleaded with Emil Hertzka, the Director of Universal Edition, to finalise an
agreement with Harmonie. The death in the war of Delius’s legal adviser,
Franz Heinitz meant that many papers relevant to the agreement between
the two publishers were lost. Delius wrote to ask Hertzka for piano scores
of the Mass and Sea Drift: he had sent his own copies to Leopold Stokowski
during the war.7
Paul Chennell
Lionel Carley, Delius A Life in Letters 1909-1934 (Scolar Press, 1988), p219
Idem p220
3 John Boulton Smith, Frederick Delius & Edvard Munch Their friendship and their correspondence
(Triad Press, 1983), p167
4 Lionel Carley, Delius A Life in Letters 1909-1934 (Scolar Press, 1988), p221
5 Idem p222
6 Idem p223
7 Idem p210. See also Robert Montgomery and Robert Threlfall, Music and Copyright: The Case
of Delius and his Publishers (Ashgate in association with the Delius Trust, 2007) p137
1
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CONCERT & EVENT REVIEWS
EXHIBITION: EDVARD MUNCH: LOVE AND ANGST
British Museum
11th April – 21st July 2019
Looking at the cities of pre-war Oslo,
Berlin and Paris, this important
exhibition, presented at the British
Museum, showed how new ideas about
personal and political independence
gave rise to an important voice.
Visceral, rebellious and hungry for
new experiences, Delius’s good friend
Edvard Munch rejected his strict
Lutheran upbringing to pursue an
unconventional lifestyle. He travelled
across
Europe,
drawing
artistic
inspiration from the bohemian circles he
encountered and his passionate love
affairs. His work articulated his experience of life in a rapidly changing
Europe, that was to be shattered by the first global industrialised conflict.
In this collaborative exhibition with the Munch Museum in Oslo,
visitors were able to discover how Munch mastered the art of printmaking
and to explore his remarkable body of work. This artist’s innovative
techniques, bold use of colour and dark subject matter resonated with
shifting attitudes – and marked him out as one of the first truly ‘modern’
artists.
Although the British Museum Department of Prints and Drawings
holds many prints and lithographs of numerous great artists, this is the first
exhibition of Edvard Munch’s remarkable works, demonstrating the
importance of printmaking to Munch’s creative process. It was in this
medium that he excelled in depicting human emotions and experiences,
from love and desire to jealousy, anxiety and grief. The exhibition sheds
new light on some of the artist’s most remarkable works.
Delius greatly valued his friendship with Munch, which lasted for over
40 years until the composer’s death. Several works of the Norwegian artist
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were owned by Delius and hung in the house at Grez. Indeed, the excellent
catalogue which accompanies this exhibition includes the lithograph
Munch made in 1922, entitled Delius in Wiesbaden, which is held in the
British Museum and was presented to that organisation by Munch in 1936
alongside another work entitled Farm Girl. Whilst none of the portraits of
Delius by Munch made it into the exhibition, we shall see shortly that a
portrait of one person they both knew was included.
Most of the works included in the exhibition were from the 1890s
although a small number were from the early 20th century. John Bolton
Smith tells us in his 1983 study Frederick Delius and Edvard Munch, that the
earliest evidence for their friendship dates from between 1889 and 1891. He
also outlines, in an appendix at the end of the book, the collection of twelve
of Munch’s prints and lithographs which Delius owned and hung in his
house at Grez. Some of these exist in several versions and were shown in
the exhibition at the British Museum, including Strindberg; Madonna;
Vampire; Puberty; The Scream and Jealousy. In his book, John Bolton Smith
mentions that the works by Munch were sold at auction at the Hôtel des
Ventes in Paris, together with other effects from the house at Grez, on 28th
February 1936. The 11 Munch prints together fetched 2,700 francs (one print
having been given to Eric Fenby).
The exhibition catalogue (describing a lithograph of Strindberg made
by Munch in 1896, included in the exhibition) tells us that:
‘Munch was particularly friendly with the Swedish writer August
Strindberg during his years in Berlin and Paris in the 1890s. This is an
impression of the first state, printed by Clot in Paris, before the misspelt
name was corrected and the nude woman decorating the border was
removed.’

In his article, Delius As they Saw Him, A further attempt at an iconography, (DSJ
83, July 1984), Robert Threlfall tells us that he knows of four portraits of
Delius, two from 1890-91 contained in a sketchbook owned by Munch, one
from 1920 and one from 1922 (reproduced in the exhibition catalogue).
The exhibition catalogue investigates various relevant topics including
Munch’s background and his Frieze of Life; Munch and the world of
printmaking; and Munch and the theatre in Paris. As well as including Eric
Fenby’s impressions of Munch’s works which he saw in the house at Grez,
the Catalogue also outlines how Delius had tried to help Munch break into
the art market in Paris. However, Munch failed in 1903 to be exhibited by
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the gallery of Paul Durand-Ruel. Finally, it should be said that this was a
most rewarding and stimulating exhibition and a revelation for art-lovers.
One of the most fascinating aspects of Delius’s artistic life is his non-musical
association with this major artist of the 20th century.
Paul Chennell
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BOOK REVIEWS
BRANDY OF THE DAMNED

Colin Wilson
London, John Baker Publishers, 1964
Revised edition: London, Pan Books, 1967
Reprinted: Potters Bar, Hertfordshire, Foruli Classics, 2014
ISBN-13: 978-1905792542
£5.92 (amazon.co.uk)
At the age of 24 Colin Wilson (1931-2013)
published The Outsider to great acclaim.
The work examines the role of the social
outsider in seminal works by various
cultural and literary figures – Albert
Camus, T E Lawrence and Vincent van
Gogh, amongst others. It was a bestseller
and helped to popularise existentialism
in Britain.
Wilson was a leading figure in what
became known as the ‘angry young man’
movement exemplified by such writers
as John Osborne and Kingsley Amis. He
continued to write extensively until his
death.
Brandy of the Damned, subsequently
published in Pan Paperbacks under the
title Colin Wilson on Music, is a personal view, an eclectic and emotional
response, not a critical analysis of music. Wilson states that his book ‘is
written for pleasure’, and that he has no important thesis about music, but
just wishes to communicate his personal enthusiasm. There are chapters on
the Romantics, Modern Music, The Mystics and English Music and, of
particular interest to us, Delius.
Although somewhat critical of the composer’s work, he is fascinated
and enthralled by it and constantly refers to it throughout the book. He
excoriates and is deeply critical of what he terms the ‘musical
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establishment’ with their siren cries of ‘formless’, with the exception of
Derek Cooke who says of Delius
‘his music stands and falls by its content, not by extraneous questions of
its originality of sense of form’.

Ralph Hill states of Delius:
‘as a composer, he belongs to no school, nor did he derive from one’.

Wilson argues that Delius was certainly influenced by Wagner, and in
sound was not unlike his contemporaries Ravel and Debussy. He states
that ‘all Delius derives from Wagner and Debussy’, and referring to the
apparent formlessness of Tristan and La Mer:
‘The music is sea-like; it rises and falls, and the climax of the “Liebestod”
makes us think of waves beating against a cliff. To a lesser extent, the
same is true of Debussy’s La Mer. Now, the point of this conception of
music is that it tends to break away from the idea of ‘movements’, and
also from specific melodies. It likes to start as a grumble in the basses, like
the beginning of a storm, then rise slowly, mutteringly, to a climax, then
again subside into a murmur.’

He also draws a parallel between Delius and Sibelius, noting that
‘There is a strange similarity, for example, between the Delius and Sibelius
violin concertos (particularly Sibelius’ first movement – the others were
added later.’

Formlessness cannot be held against Delius because formlessness was the
essence of what he was trying to do. The only objection that might be raised
is that this particular emotion, the emotion that wishes to simulate the voice
of nature, tends to convey within itself the seed of its own decline.
In the chapter in which he discusses Schoenberg, Wilson states:
‘Schoenberg’s ‘feeling’ is a continuation of the ‘feeling’ of Wagner and
Mahler; he might be regarded as the last fruits of their time of Teutonic
Romanticism, rather as Delius could be described as the ultimate
expression of the French school of musical impressionism. Delius has
exercised no influence comparable with Schoenberg’s, because his
technical procedures had less to offer; but it may well be that in many
other ways he is Schoenberg’s musical equivalent.’

Referring to Songs of Sunset, Wilson argues an affinity with Ernest Dowson
‘who finds that day is overlong’ and believes that exhaustion and death are
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‘the end of every song man sings’. ‘Out of a misty dream our path emerges
for a while, – then closes within a dream’. This is characteristic of much of
Delius’s music but not Hassan, which at times has a barbaric and most unDelian quality.
Referring to Delius’s relationship with Thomas Beecham, it is
significant that the composer was ‘intolerant of all music but his own’ while
Beecham’s taste in music remained unaltered for over 50 years. Both men
were egotists. The ‘enfant terrible’ part of Beecham, his love of brilliant
effects, the famous sallies and rudeness contrast with Eric Fenby’s
description of the composer as
‘harsh, intolerant, dictatorial, professing a barren stoicism about man and
the universe, and hating religion with a startling violence’.

Philip Heseltine, alias Peter Warlock, discovered Delius at the age of 15 on
hearing On Craig Ddu.
‘I am sure there is no music more beautiful in all the world; it haunts me
day and night.’

Heseltine developed an anti-self, the Rabelaisian Peter Warlock in contrast
to the more gentle self of Philip Heseltine, and ended up being critical of
the composer’s music after years of idolising him.
In a final judgement of Delius, Wilson states
‘it is tired music, soothing music for exhausted nerves, a dreamy,
introverted music for exhausted nerves that asks very little of the listener
except that he should relax. It is also completely unpretentious; it does
not ask to be judged as an important utterance. This is surely not the least
of its merits.’

This outrageous, unqualified, statement is one of many throughout the
book and none of the composers considered are spared. Wilson seems to
have ignored or misunderstood the great poignancy of Sea Drift, the
astringent modernism of An Arabesque, Fennimore and Gerda and North
Country Sketches, the monumental stature of A Mass of Life, and the
transcendental, ethereal The Song of the High Hills.
There is much to disagree with in this book, and many of Wilson’s
assertions and viewpoints do not convince, but what comes through despite
the harshness of his criticism is his love of Delius’s music, if not the man.
Rob Sabine
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DELIUS SOCIETY MEETING REPORTS
FRESH DISCOVERIES

Paul Guinery, pianist, broadcaster and Chairman of the Delius Trust,
explored some Delius rarities with baritone Mark Begbie
Saturday 6th April 2019
Lecture Recital Room, Guildhall School of Music, Silk Street, London
The last time that the writer recalls the Society attending an event at the
Guildhall School of Music was in December 1998, when Helen Withers gave
a recital of Delius Orchestral Songs. A couple of decades later we returned
for a lecture-recital consisting of songs and piano music by Delius and
Robert Threlfall, with Paul Guinery as our pianist and guide, joined for the
songs by baritone Mark Begbie.
Though the Lecture Recital Room is steeply raked it feels quite intimate
and has a gratifying acoustic. A good number of members had assembled
for the programme, the first part of which ran as follows:
Songs set by Delius:
Susanna (Begegnung im Traum) (author?) (1888?)
Wohl Waren es Tage der Sonne (Emanuel Geibel) (1890)
Chanson d’automne (Paul Verlaine) (1911)
I-Brasîl (Fiona Macleod) (1913)
La Lune Blanche (Paul Verlaine) (1910)
Piano solo:
Excerpt from Margot la Rouge (love duet) (Delius, arr. Maurice Ravel)

Paul has written helpfully about Susanna, the first of the two newlydiscovered Delius songs.1 It has not been possible to identify the author of
the lyric (in any language). However, the song is simple, direct and
appealing, and as Paul writes:
‘quite the equal of those early songs from the mid-1880s to the late 1890s
which have entered the repertoire and which demonstrate the first
flowering of [Delius’s] artistry’.

Paul described the writing of Susanna as having an extemporary flavour, as
if it had been composed at the piano. We are used to hearing that Delius
was an inadequate pianist, but Paul’s assessment was that he cannot have
been so, as the writing had been done with such care and insight. We were
DSJ 166

73

Karen Fletcher

Paul Guinery

privileged to hear the song’s 48 bars twice over and to get the measure of
Mark Begbie’s pleasing light baritone.
Of the second newly-found Delius song Wohl Waren es Tage der Sonne,
Robert Threlfall wrote that it ‘still remains unidentified and unlocated’.2 He
would have been delighted to know that it has been winkled out from
obscurity and is now in the safe hands of the Delius Trust, where it had
always rightly belonged. Paul has written about this song also.3
The lyric, from the Mädchenliede of Emanuel von Geibel (1815-84),
which was set, according to the LiederNet website, by over forty
composers, is just eight terse lines long:
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 ist kommen geschwind;
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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.’
(translation: Paul Guinery)

Paul explained that the manuscript gives the first part of the song in two
versions, while the second part is the same for both. Though this provides
insight into the refining of a composition, both versions are of merit, and so
we heard both, one after the other.
Next we heard one of Delius’s four settings of Verlaine, Chanson
d’automne, as a response to Paul’s musings on ‘why does Delius sound like
Delius?’, and to help make his point, after some analysis of the structure
and harmony of the piece, we heard it again. Another of Delius’s four
Verlaine settings, La lune blanche, followed a little later in the programme.
But the very next item, another of Delius’s mature song-settings, could not
have been predicted: I-Brasil, Delius’s setting of a poem by ‘Fiona Macleod’
(William Sharpe). With its ‘solemn, Strathspey-style accompaniment full of
Scotch snap rhythms’, to quote Trevor Hold,4 and its chromatic modal
harmony, this is truly a one-off among Delius’s songs. Paul made the point
that Delius always ‘works horizontally’; if examined ‘vertically’, a sense of
movement can be hard to detect. This song, also, we heard twice.
The first part of the afternoon’s programme ended with Ravel’s
wonderfully idiomatic transcription for piano of music from Delius’s
Margot la Rouge. Paul’s beautiful playing showed off the hall’s Steinway to
best advantage.
There were more novelties in Part Two:
Piano solos (composed by Robert Threlfall):
Prelude No 11 in B (1942)
Prelude No 21 in B flat (1942)
Songs (composed by Robert Threlfall):
Tutto è Sciolto (James Joyce) (1943)
Down Channel (Hilaire Belloc) (1942)
Piano solos (Delius):
Fugue in 3 parts, in G (Leipzig, October 1887)
Norske Viser (Norway, July 1887)
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Andante risoluto (Garen, Norway, July 1887)
Excerpts from Irmelin (interlude, Act 2; duet and finale, Act 3)
(arr. Florent Schmitt)

Even those of us who thought we knew Robert Threlfall reasonably well
were unaware (because he never told us) that while he was in a ‘reserved
occupation’ between 1941 and 1947 he had written a substantial body of
music, including sonatas for violin and for viola, 24 Piano Preludes in all
the major and minor keys, and no fewer than 40 songs. (Apparently there
was a transcription, also, of The Blue Danube, which it might be interesting
to compare with some of the many others that exist.)
Paul played two of the Piano Preludes: No 11, which is chromatic with
arpeggiated chords and rather jazzy harmonies, and the passacaglia-like No
21. Then Mark joined Paul for two songs, settings by Joyce and by Belloc:
unknown and unsuspected, but eminently worthy music by someone we
knew primarily as an extremely productive and meticulous scholar.
The final group of pieces was all by Delius. Whilst at Leipzig he
dutifully wrote many exercises, following the textbooks of his
Conservatorium teacher of theory and composition, Salomon Jadassohn,
who wrote of his pupil:
‘He worked thoroughly through the course in theory up to fugue’.

Paul selected one in G major,5 dated October 1887, by which time Delius
had been studying in Leipzig for twelve months. It would be surprising if
such an early exercise in counterpoint should bear the fingerprints of the
composer’s mature style, and it does not; however, it is more than
competent.
It was very good to hear two of the Norske Viser played with great
conviction on a decent instrument! The Andante risoluto, dated 27th June
1887 and composed at Garen, where Delius was ‘bottled up’ (his words)
following his expedition to Krosdalen seter in the Hardangervidda, surely
owes its C major confidence to his exhilaration at having successfully
completed the task. This feeling probably communicated itself to Grieg
when the two met in Leipzig four months or so later, and no doubt
endeared the younger man to him; Grieg in turn exaggerated Delius’s
physical feats when boasting of his new friendship to others.
And so to the finale, two items from Florent Schmitt’s transcription of
Irmelin. Such transcriptions almost inevitably include tremolandos (Percy
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Grainger, who used them often, called them ‘woggles’) to permit the piano
to simulate long-held chords, and this was no exception. To bring this effect
off successfully is difficult, but Paul achieved it. The Schmitt transcription
is otherwise pianistic (though not easy) and must be judged a success.
Fortunately, both the Ravel and the Schmitt opera transcriptions are
available in a Delius Trust publication of 1995.
Following a March 1996 Delius Society meeting at the BMIC at which
the writer played the Lento from Delius’s Rhapsodic Variations, George Little
remarked that for a Delius enthusiast there are few things more exciting
than to hear a work by the composer for the first time. For those fortunate
enough to be present at the Guildhall School last April, such excitement
abounded. This was a lecture-recital of the highest professional calibre. It
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was recorded, and although access to the recording has not so far proved
possible, we may perhaps look forward to its future availability.
Roger Buckley
1

Paul Guinery, ‘A New Delius Manuscript’, Delius Society Journal, 163 (2018), pp40-46

Robert Threlfall, Frederick Delius: A Supplementary Catalogue (London, Delius Trust, 1986),
p54
3 Paul Guinery, ‘Further Manuscript Discoveries’, Delius Society Journal, 165 (2019), pp67-68
2

Trevor Hold, Parry to Finzi: Twenty English Song Composers (Woodbridge, Suffolk: The
Boydell Press, 2002), p80
5 See: Robert Threlfall, Delius’ Musical Apprenticeship (London: The Delius Trust, 1994), pp9093
4
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THE DELIUS SOCIETY AGM AND ANNUAL LUNCH
Sunday 9th June 2019
Royal Birmingham Conservatoire

Annual General Meeting
Some 30 members and their guests joined Lionel Carley, the Society’s
President, and members of the Committee for the 2019 AGM, held in the
Recital Hall of the Royal Birmingham Conservatoire.
Those present noted with regret that two long-standing members –
Tony Lindsey and Brian Radford had resigned from the Society after many
years. Roger Buckley, who had been elected to Chair the meeting, said that
both would be a great loss to the Society. Tony had been a popular and
efficient Membership Secretary and Brian had acted as Honorary
Programme Secretary for many years. The efforts of both had been greatly
appreciated by Society members
Following a report from the Committee, Roger Buckley stressed the
need for new members on the Committee to ease the burden on the four
current members, some of whom undertake more than one role.
Before presenting the Annual Report and Accounts for the year ending
31st March 2019, Jim Beavis, Honorary Treasurer, explained that the
generous gift from the Philadelphia Society had taken the Society’s income
in 2018-19 over the threshold beyond which an Independent Examiner was
required. As this was unexpected, the examiner had not been appointed by
an AGM, as is customary. He went on say that due partly to this
unexpected windfall, the Society’s accounts were healthy. The Committee
would, however, like to spend this money on a suitable project and ideas
are very welcome.
The Membership Secretary, John Graham, noted that difficulties in
collecting the increase in subscriptions from £28 to £32 are ongoing, and
taking an inordinate amount of time and effort. He went on to explain that
without new younger members, the Society would eventually close. To
encourage younger members to join, the Committee had decided to offer
free membership to all under 25s and bona fide music students, and was in
the process of updating the website and the membership forms to reflect
this. John also deplored the scarcity of public performances of Delius,
noting particularly that the BBC Proms 2019 did not contain any Delius. In
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response, members made various suggestions, which the Committee will
follow up.
The meeting went on to re-elect Katharine Richman as Honorary
Secretary, Jim Beavis as Honorary Treasurer, John Graham as Membership
Secretary, and Roger Buckley. There were no nominations for the posts of
Chair and Vice Chair, the Committee confirming that these roles would
continue to be covered by other Committee members until such time as
volunteers came forward.
Roger Buckley then gave details of forthcoming events (see page 99)
and Katharine Richman gave a summary of progress on the new website.
After a few other items of AOB, Stephen Lloyd thanked the Committee for
its hard work and his words were endorsed by applause from those present.
Annual Lunch
Following the AGM, members made their way to the Organ Studio for an
excellent three-course lunch. Lionel Carley began by introducing Julian
Lloyd Webber, Principal of the Royal Birmingham Conservatoire, and a
Vice President of The Delius Society, who attended the lunch with his wife.
Julian said how pleased he was that the Delius Prize was to be held in
Birmingham again, and that, through the Prize, young people were being
introduced to the music of Delius. He said that the students who had
entered the competition had all enjoyed exploring Delius’s music, and he
commented that June was a good time for the Prize, since students were
working hard for their end of year exams.
He went on to describe the various excellent new performance and
rehearsal spaces in the new Conservatoire, concluding by expressing his
disappointment that the activities of 2012 had not led to more Delius being
performed.
Lionel then introduced John White, the Committee’s guest of honour,
and one of the very few remaining founder members of the Society,
remarking that whenever John writes to him, it is always with questions
that Lionel cannot answer!
John recalled that as soon as he had heard about Roland Gibson’s plan
to form a Delius Society back in 1962, he became a member. At the first
AGM he demonstrated his interest by asking questions and was quickly
invited onto the Committee. He remembered Committee meetings in
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Rodney Meadows’ office in a
building which he described as
grim and forbidding!
He said that, through the
Society, he had met so many
generous and wonderful people
and thanked the Society for giving
him so much. Remarking that
Delius had a capacity for making
friends, he said that those present
were proof of that capacity. If he
had been able to contribute over
the years, he was honoured, but he
primarily wanted to say thank
John White
you.
Following warm applause for John, Lionel proposed the customary
toast, to the immortal memory of Delius.
The very grateful thanks of the Society go to Roger and Lesley Buckley
for their meticulous organisation of the AGM and Annual Lunch – a
splendid occasion enjoyed by all.
Katharine Richman


THE DELIUS PRIZE

Sunday 9th June 2019
Recital Hall, Royal Birmingham Conservatoire
There were ten entries for the 2019 Delius Prize. An initial round was held
on 6th June at which pianist Mark Bebbington, assisted by Roger Buckley,
selected four finalists.
Roger Buckley, introducing the Final, said that the Delius Prize had
begun in 2004 to encourage young people to investigate and perform the
music of Delius. The Prize has grown in profile over the years and many
winners and runners-up have gone on to perform, record, and themselves
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promote Delius’s music. Expressing his pleasure at being back in
Birmingham in the splendid new Royal Conservatoire building, Roger
introduced the Delius Prize Adjudicator, distinguished pianist Paul
Guinery.
First to perform was Bora Kim, a Korean-born cellist who has been
studying for a Masters degree with Julian Lloyd Webber and Matthew
Sharp since 2017, and has already given many concerto and recital
performances both in Korea and in the UK. She chose to perform with the
Conservatoire’s professional accompanist Robert Markham.
Opening with the Cello Sonata, she had a hard act to follow as I am sure
I was not the only one to recall the outstanding performance of last year’s
winners, Ye Jin Choi and Kevin Kanisius Suherman. Her playing was
technically sound, apart from a few intonation lapses but, for me at least,
lacked character and passion, and she couldn’t match the wide range of
colour provided by her accompanist. Moving on to the Caprice, arranged
by Eric Fenby, she once again gave an accurate performance but without
any spark. Her final piece was the Serenade from Hassan, again arranged by
Eric Fenby, and here, I felt, she produced the most sensitive phrasing of her
entire performance.
Next was American pianist Edward Leung, who already has an
impressive list of prizes and a recording contract under his belt, and will be
making his Wigmore Hall debut in 2020. Introducing his programme, he
explained that he wanted to highlight Delius as orchestrator, through the
medium of the piano.
He began with an arrangement by Harold Perry of La Calinda in which
he demonstrated a wide variety of tonal colour and excellent hand
balancing, but lacked rhythmic precision. Next was Delius’s Zum Carnival
Polka, which was the first of Delius’s works to be published, and this was
followed by a version of Sleigh Ride, this time arranged by Robert Threlfall.
He was unable to achieve the same variety of colour as an orchestra would
provide, but there was plenty of energy in his playing which was very
cleanly executed.
Moving away from Delius for his final three pieces, we first heard
Percy Grainger’s Irish Tune from County Derry (otherwise known as Danny
Boy) in which, despite a very thick texture in places, the melody was always
well projected. But for me there were, again, rhythmic issues here, even
allowing for rubato. In York Bowen’s Toccata, Edward gave his best
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performance overall, with playing that was exciting, rhythmic, precise,
colourful and very well voiced.
Next to play were South African-born violinist Jeffrey Armstrong and
Cypriot pianist Orestis Magou, both students and therefore judged as a
duo. Jeffrey has already won several prizes at the Royal Birmingham
Conservatoire, where he has devoted much of his time to performing
chamber music. His London performance with string group Collegium was
broadcast on BBC Radio 3.
Orestis has won awards in Cyprus as well as at the Conservatoire,
including the Birmingham Philharmonic Orchestra Concerto Prize, and
performs solo and chamber repertoire.
Jeffrey and Orestis began with Delius’s Violin Sonata No 2, and from the
outset demonstrated engagement, passion and a huge range of colour, with
excellent ensemble throughout. They then played the Finale (Andante –
Allegro) of Richard Strauss’s Violin Sonata Op 18. Again, ensemble was
excellent although Orestis did not seem at all at ease to start with, with the
persistent tapping of his left foot rather intrusive. But Jeffrey’s playing was
passionate and full of character and both players gave a very commendable
performance.
The last of the finalists were cellist Tom Pickles and pianist Olivia
Chew, again both students and judged as a duo. Tom was born in Sheffield
and is a postgraduate student at the Conservatoire, where he won the Sylvia
Cleaver Chamber Music Prize. Olivia’s background is unfortunately not
known as her biographical details were omitted from the programme
leaflet.
The first work listed in the programme was Frank Bridge’s Four Short
Pieces. The music was played with passion, and the tempo was sometimes
pushed onwards a little too much, but they were able to achieve a wide
range of colour, including a true pianissimo.
Their performance of the Delius Sonata demonstrated an affinity with
the work from the outset, something that was missing from the
performance by Bora Kim earlier in the afternoon. There was a sense that
they really knew their Delius.
After a pause, during which Paul Guinery and Roger Buckley left the
hall, Paul came to the stage to deliver his adjudication. Paul is not only
Chairman of the Delius Trust, but is a distinguished pianist, performing
regularly with the wind ensemble Harmoniemusik, with whom he also
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made his recording debut. Since then he has recorded a number of discs as
a solo pianist.
Paul began by saying what a huge pleasure it was for him to judge The
Delius Prize, and paid tribute to all the talented musicians who had taken
part. He commented that the more one plays Delius, the more the music
falls into place, and noted how important it is to strike a balance between
moving on and letting the music linger. He also noted that the piano
writing is not idiomatic, and that the cellist has only a few bars rest in the
Sonata. And whilst we know that Delius took advice from the Harrison
sisters when writing the Double Concerto, it is not known whether he also
took advice when writing the string sonatas.
On Bora Kim’s performance, Paul commented on the great sense of
movement in the outer sections, but he felt that she could have let the music
linger a little more. He felt that the Serenade was played too quickly and
needed much more ebb and flow, and noted the need for a broader range
of colour overall.
Turning to Edward Leung, Paul said that the Delius arrangements
were a strange choice for The Delius Prize, and suggested that the Three
Preludes could have been a much better option. He felt that the Polka needed
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to ‘let its hair down’ a little more but commented on the good balance in the
Sleigh Ride. He congratulated Edward on the York Bowen Toccata which he
described as a tour de force.
Of Jeffrey Armstrong and Orestis Magou’s performance, Paul spoke
very warmly, describing it as terrific and commending the duo’s control of
the music – knowing when to let it go and when to hold back. He also
applauded the way Jeffrey had dealt with the stratospheric violin writing,
and congratulated Orestis on his sensitive accompanying.
Commenting on the playing of Tom Pickles and Olivia Chew, Paul was
impressed with their sense of style and lively quiet playing. He said that
ultimately the audience likes to hear a range of colour and commended
them on their quiet playing. Paul described their performance of the Delius
Sonata as ‘great poetry’, with the music moulded into paragraphs rather
than sentences. Their tempi were just right, and they understood the
phrasing very well, despite there being no phrasing marked in the cello
part. He commented that all these pieces needed modern editions with
phrasing added and, noting that the duo were using a very old edition of
the Sonata, suggested that they look at more recent editions.
Paul then announced the result of the competition which was as
follows:
First Prize:
Second Prize:

Tom Pickles (cello) and Olivia Chew (piano)
Jeffrey Armstrong (violin) and Orestis Magou (piano)

In third place was Bora Kim (cello) and in fourth place Edward Leung
(piano).
A cheque for £1,000 was presented to the winners, with a cheque for
£500 given to the second prize-winners.
Again, many thanks are due to Roger Buckley for his organisation of
the Delius Prize.
Katharine Richman
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MISCELLANY
REVISED EDITION OF DELIUS AS I KNEW HIM

A new edition of Eric Fenby’s
famous book, Delius As I Knew
Him, was published on 19
September 2019.
Society members will be
familiar with this first-hand
account of the last six years of
Delius’s life from Eric Fenby, the
young organist from Scarborough
who volunteered to live in Grezsur-Loing to help the blind and
paralysed Delius to continue to
compose. The vivid account of the
painful and exasperating process
by which Fenby was able to
commit to paper such great works
as Songs of Farewell and A Song of
Summer is unforgettable. Equally
gripping is the description of life
in the strange household in which
Frederick and Jelka Delius received visitors such as Balfour Gardiner, Roger
Quilter, Philip Heseltine, Percy Grainger, Thomas Beecham and Edward
Elgar.
Delius As I Knew Him has not been available in authorised form for
some years and this revised edition, a limited print run of 250 hardback
copies, will be welcomed. The book has a new preliminary section,
including a personal introduction written by the Swedish composer
Tommie Haglund, a new colour frontispiece of James Gunn’s oil sketch of
Delius from 1932, and previously unpublished material from two letters
Fenby sent home to his mother. In addition, the main illustration section
has been re-selected and re-arranged.
Published by Raincliffe Books, the book has 302 pages and is priced at
£19.99. A review will be included in the Spring 2020 Journal.
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BOW TO BATON

Members might be interested to read
John Georgiadis’s recently published
autobiography Bow to Baton, which
contains many amusing and revealing
stories
concerning
well-known
conductors
and
other
musical
personalities. Bow to Baton is a candid
and unsentimental look at many of the
maestri that John worked with during his
LSO tenure.
Although an autobiography it
concentrates mainly on his professional
life. He was leader of the London
Symphony Orchestra in two periods
from 1965-79. The leader’s chair, only a
few feet from the conductor, allows a
unique perspective of the man with the baton. Despite the many years that
have since passed, he remembers with great clarity André Previn, Thomas
Beecham, Malcolm Sargent, Colin Davis, Leonard Bernstein, Sergiu
Celibidache and many others, both famous and infamous who graced, or
not, the orchestral podium while waving their magic wands. More details
about the book can be found at: http://www.johngeorgiadis.com/
Paul Chennell


DELIUS AT THE U3A
Delius Society member and former Vice Chairman Mike Green gave a talk
on Delius to the North Norfolk U3A in the Village Hall, Bodham on 27th
June 2019.
Those attending the talk were described by one of their number, Chris
Tassell as having ‘widely mixed musical knowledge and interest’. He
writes:
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‘Mike started by challenging us to name six Delius pieces we knew, and
we only just made it between us! He then gave us a very interesting
picture of the man’s life, where he lived, who he met, and explaining how
each influenced his music.
‘We were played pieces about Cuckoos and Florida which were familiar
to us, and extracts from works such as A Mass for Life which we did not
know. The highlight was perhaps the bittersweet The Walk to the Paradise
Garden which Mike set in context by explaining the story of the opera.
‘To finish we were played two piano solos: one by Delius – Dance for
Harpsichord, and the other by Bix Beiderbecke – Flashes. We were asked to
identify which was which and all managed this correctly. Most of us also
like jazz!’

Congratulations and thanks to Mike for spreading the word about Delius
and his music.


POSSIBLE SOCIETY VISIT TO LIMPSFIELD
Karen Fletcher, who organises events for The Delius Society, would be
interested to know whether there would be interest in a day trip to
Limpsfield, taking in a visit to the church (pictured opposite) and Delius’s
grave as well as a live music performance.
A possible schedule for the day could be:
Train to Oxted from central London
Collection from Oxted by mini-bus
Visit to Limpsfield Church and Delius’s grave
A live music performance
Lunch and/or tea
Depart by mini-bus to Oxted station

There would be a cost to cover the mini-bus and any refreshments and nonmembers would be welcome. If you are interested, please contact Karen by
emailing her at publicity@thedeliussociety.org.uk.
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Karen Fletcher

Limpsfield Church
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ORIGINAL RECORDING OF SEA DRIFT
In July Decca issued, on vinyl, on three
10” discs in a boxed set, the original
recording of Sea Drift with Roy
Henderson as soloist. This was recorded
on 29th May 1929 at the Chenil Galleries
in Chelsea and released to coincide with
the annual Delius Festival in July 1929.
This historic recording is presented
twice: a ‘needle drop’ flat transfer of the
original 1929 recording on the A sides of
the three discs, and on the B sides a
version that has been cleaned up as much as possible. The records are
housed in a gold and black embossed 10” circular tin; each set has a
numbered fact sheet, and the records themselves are protected by die cut
foam discs. This is a limited edition of 900 copies.
Stephen Lloyd writes:
Some years ago I interviewed Roy Henderson and invited him to speak to
the Society. He was delightful. He was of course one of the soloists in the
first performance and recording of Vaughan Williams’ Serenade to Music
and had made his name by standing in at the last moment when still a
student to sing the part of Zarathustra in A Mass of Life in April 1925 – and
most subsequent performances in the following years. I devoted a whole
Journal to him (DSJ 92).
When the 78s came out the conductor was not named, and for some time
different names were mentioned, but fortunately I was able to confirm the
conductor as Anthony Bernard when I interviewed Roy Henderson. I
wrote about that recording in the ‘Sea Drift’ issue of the Journal (DSJ 139).

The price of this special release is around £50 and further details are
available here:
https://shop.decca.com/decca90/*/Sea-Drift-3-x-10-set/66TT000010U
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COLOUR PHOTOS OF DELIUS HOUSE REDIGITISED
Bill Thompson writes:

Bill Thompson

I have re-digitized the colour slide photos that I took in Jacksonville in 1972.
A couple of those were published in DSJ 145 in 2009 (along with the
narrative of my visit), but the quality of the photocopies that I had at that
time was not the best. Below are links to the Flickr website with the redigitized photos if any of them would be of interest to members.
At that time in 1972, the restored Delius House was situated behind
the Fine Arts Building at Jacksonville University, and was surrounded by
sports facilities – basketball courts, an archery range, etc. Later it was
moved to a more fitting and scenic location on the campus near the Kinne
Center.

Delius’s House, Jacksonville, in 1972
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Delius House photos (including Swisher Library and Haydon Burns Public
Library): https://flic.kr/s/aHsmG7djEr
Solano Grove photos: https://flic.kr/s/aHsmG7dWif
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PUZZLE CORNER
MATHEMATISING MUSIC
I would not normally opt for an alliterative title, but I picked up on this one
during the excellent lecture given by Paul Guinery at the Guildhall School
of Music (see p73), in which he made a passing reference to those who love
to expound upon a dominant chord of some sort, whilst (according to what
I take from the inference) they may be losing aural ‘sight’ of the wonderful
context(s) in which they are to be found.
I confess, in an earlier life, to being one of those persons who derived
a perverse pleasure in fathoming a chord, and in seeing where Delius was
going with certain harmonic progressions and constructions, many of
which are a devil to pin down: those which are merely hinted at, and so
speedily that they hardly have time to establish themselves, if at all; those
extending to almost a second octave, in which one might also find a surprise
‘off the rail’ augmentation coupled with a diminished interval further
down, just to make life even more difficult; or the ‘switch-back’ variety
which lead the ear to where it never expected to be; the complicated hybrids
etc, etc.
And how many times have you heard someone allude to the corelationship between maths and music? Of course, there is some
justification in this line of thought; however, it is but a junior partner when
set against the proposition that there exists a far stronger correlation
between music and language. This must be so: music has pace, metre,
inflection, expression and, above all, it is communicative.
But let us play it their way for the moment and imagine that our subject
is a little weary one evening and, rather than counting sheep, he wishes to
re-invigorate the brain; and he’s damned if he’ll let the sandman get the
better of the two wills. All the usual ‘necessaries’ have been gone through;
he has put the cat out (or brought it in!) and is comfortably slumped in an
armchair with nothing but a large brandy and a calculator, and, arguably,
nothing better to do with his time!
Now comes the challenge, and it’s one in which my friend, a physics
teacher who readily admits acquiring Van Gogh’s ear for music at a very
early age, would revel. As for the rest of us, at this stage we are safe in the
knowledge that the 12th root of 2 is fundamental in making calculations
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within the chromatic scale, and that A has a frequency of 440 Hz. We
should use this information to make some musical sense of the following
numbers:
466.16, 523.25, 622.25, 932.32, 1046.50, 1046.50, 698.45, 783.99

If each of the frequencies I’ve given above is allotted its appropriate
pitch, and notes sounded in the order I’ve set them down, they would
approximate to a well-known two-bar snatch from an equally well-known
work of the composer Frederick Delius. Why ‘approximate’? Well, only
numerically speaking because, in this case, the 12th root of 2 can run to more
than 20 billion! decimal places. Note, only three of these frequencies have
the value of a crotchet.
Q. 1: From which of Delius’s works might you find this short phrase?
Q. 2: What key signature is suggested?
Answers on page 114.
In conclusion, if all this hasn’t knocked the stuffing and enjoyment out of
music, then I don’t know what possibly could. One thing’s for certain:
should there be a next time, the reader and I will most assuredly opt for
counting sheep!
Derek Schofield



94

DSJ 166

LETTERS TO THE EDITOR
From Paul Chennell:
Having finished Dan Grimley’s new book Delius and the Sound of Place, I was
very pleased to see Paul Guinery’s review in the last edition of the Delius
Society Journal (DSJ 165). Paul helpfully directs us to a key passage in the
book which explains precisely what Dan Grimley is driving at when he
refers to ‘the sound of place’.
‘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.’

However, bearing this in mind, it seems to me that there are significant
major gaps in this book. I notice for example that there are only two
mentions of Nietzsche, on p218 and p222 (both entries in the book’s index
are incorrectly spelt) but more importantly there is no thorough contrasting
of Delius’s concept of place and that of Nietzsche which would surely
reward some examination. On p227 of the book we have a passage from a
letter sent by Delius to Philip Heseltine, simply laying out his respect and
admiration for the German philosopher. Grimley merely dips his toe into
the whole topic of Delius’s admiration for the poetical achievements of
Nietzsche.
I was also surprised to see little or no mention of J P Jacobsen, who is
also an author Professor Grimley would find it worthwhile to examine
regarding his Delian thesis. There is one reference to the novel which
inspired Delius’s opera Fennimore and Gerda, whereas Jacobson wrote
several poems which inspired settings by Delius.
All of this is rather disappointing, particularly as all sorts of people are
mentioned in this book – people who are not mentioned in any of the other
writings in the now extensive Delius literature. Grimley’s is certainly an
academic approach to the subject but seems to run off in various directions
which don’t necessarily illuminate what Delius was really seeking to
achieve. I am sorry to say that for me the book was a disappointment.
Paul Chennell
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From Mike Green:
Delius and Gershwin
I was interested to read Richard Packer’s
comments about these two great
composers and their black operas, and I
look forward to reading a transcription of
Christopher Palmer’s talk in due course
(see page 56).
On the question of the first black
opera, Delius can certainly be credited
with this as Koanga was completed in
1897, some 38 years before Porgy and Bess.
However, Gershwin was not the first
American to compose a black opera.
Scott Joplin, an Afro-American, best
Scott Joplin
known for his ragtime pieces, including
the well-known Maple Leaf Rag,
composed two ragtime operas and a ragtime ballet. His first opera, Guest
of Honour, was confiscated for non-payment of bills but the second,
Treemonisha, survived. It was first performed in 1915, some 18 years before
Porgy and Bess. Although it has been called a ragtime opera, Joplin did not
refer to it as such. It includes an Overture and Prelude, recitatives,
choruses, a ballet and arias. The opera
‘celebrates African-American music and culture while stressing that
education is the salvation of the negro race’.

Interestingly, the opera takes place in 1884 on a former slave plantation in
an isolated forest. Joplin died in 1916, at the age of 49, having descended
into dementia as a result of syphilis.
For those interested, the full opera can be viewed on YouTube.
Mike Green
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From Tony Noakes:
It was fascinating to learn in DSJ 165 more about the elusive Halfdan Jebe.
Has anyone heard any of his compositions, or does anyone know what they
are like? Jebe’s trip with Delius to Florida in 1897 made me wonder if Delius
was tempted to continue wandering the world, like Jebe. We must be glad
that the magnet of Jelka and her summer garden brought him back to a
settled and productive life.
I am grateful to Jayne Strutt for the scenery that she has added to music
that I love – Eventyr, and Caprice and Elegy, are especially good. This is a
marvellous way of hearing recorded music. The visuals enhance the music
without distracting attention away from it. [See The Delius Society’s
YouTube Channel - Ed.]
Australian listeners to ABC Classic Radio have been asked to name
their favourite composers. Not surprisingly, Beethoven came top, followed
by Bach, Mozart, Tchaikovsky and Handel. Some shocks: Vivaldi (6) ahead
of Chopin (7) and Schubert (8). John Williams (15) above Sibelius at 17.
Grieg came in at 29 and Percy Grainger at 58. Grainger is said to have made
his own such list, in which he put himself at 9, after Delius but before
Mozart and Tchaikovsky! Several other Australian composers were in the
first 100, as were a number of women composers, whose work has been
featured recently on ABC Classic. Delius came in at 110, but César Franck,
Janacek, Nielsen and Walton fared even worse. These figures reflect the
radio station’s current programming.
Having discovered that Delius thought Berlioz a vulgarian, I was
intrigued to hear recently the opinions of the other two great French
Impressionist composers on this subject. Debussy thought Berlioz ‘a
monster’, but Ravel regarded him as the greatest French composer. I am
including Delius in this trio on account of his French domicile, association
with painters, and works like Paris, In a Summer Garden, and Summer Night
on the River. This does not make him any the less an ethnic German disciple
of Nietzsche, a Yorkshire-born cricket fan, a Floridian with empathy for
African-Americans, and a mountain walker in Norway. All this, and his
two most successful stage works set in Switzerland and Iraq – a
cosmopolitan indeed.
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After 21 years in Australia, I still miss Delius Society meetings, and
would be glad if any members wished to make contact with me by email
(bevnoakes@smartchat.net.au) – or if they should be planning to visit Perth.
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.
Non-members can book online through The Delius Society website:
www.delius.org.uk/forthcomingevents.htm

Tuesday 15th October 2019, 7.15pm-9.15pm
Delius’s Choral Music
With conductors David Hill and John Gibbons
Two champions of the genre discuss Delius’s choral music, with recorded
music examples.
Venue: 1901 Arts Club, 7 Exton Street, Waterloo, London SE1 8UE
Mateusz Zechowski

Renowned
for
his
fine
musicianship, David Hill MBE is
widely respected as both a choral
and orchestral conductor. His
talent has been recognised by his
appointments as Musical Director
of The Bach Choir, Music Director
of Leeds Philharmonic Society,
Associate Guest Conductor of the
Bournemouth
Symphony
Orchestra, Principal Conductor of
Yale Schola Cantorum, and
International Chair in Choral
Conducting at the Royal Northern
David Hill
College of Music. He was Chief
Conductor of the BBC Singers
from September 2007 to September 2017 and is a former Music Director of
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Southern Sinfonia. David has recently been awarded the MBE for his
services to music.
John Gibbons BEM, has conducted
numerous
performances
for
Opera Holland Park and with
most of the major British
orchestras.
He is Principal
Conductor
of
Worthing
Symphony Orchestra – the
professional orchestra of West
Sussex, Northampton Symphony
Orchestra and Ealing Symphony
Orchestra, and is also choral
director at Clifton Cathedral and
Music Director of the St Albans
John Gibbons
Chamber Choir. John has recently
been awarded a British Empire
Medal in the Queen’s Birthday Honours’ List (2019) for his services to
music.
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Wednesday 12th February 2020, 7.15pm-9.15pm
Arrangements and Transcriptions of Delius
A talk by Tony Summers
Venue:
Lady Violet Room,
National Liberal Club, Whitehall
Place, London SW1A 2HE
A personal, wide-ranging review
of arrangements of Delius’s
works,
including
recorded
extracts, explaining how these can
promote the music of the
composer.
Tony Summers
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Tuesday 17th March 2020, 7.15pm-9.15pm
How American Culture Changed European Music
Jack Sullivan, Professor of English at Rider University, New Jersey, picks
up threads from his book New World Symphonies: How American Culture
changed European Music.
Venue: Lady Violet Room, National Liberal Club, Whitehall Place, London
SW1A 2HE
Jack Sullivan is professor of
English and Chair of American
Studies at Rider University. He is
the editor of The Penguin
Encyclopedia of Horror and the
Supernatural and Words on Music:
From Addison to Barzun and the
author of Elegant Nightmares: The
English Ghost Story from Le Fanu to
Blackwood.
New World Symphonies shows for
the first time the profound and
transformative
influence
of
American literature, music, and mythology on European music.
Acknowledging the impact of European tradition on American composers,
Jack Sullivan contends that, beginning in the nineteenth century, an even
more powerful musical current flowed from the New World to the Old.
Jack Sullivan

‘Congenial, lively, and informative, Jack Sullivan’s New World Symphonies
explores how serious European composers, from Dvorak and Delius to
Britten and Tippett, have drawn inspiration from America’s indigenous
musical culture.’
Morris Dickstein, City University of New York.
‘An engaging look at the influence of American literature, spirituals, jazz,
and other forms in works by Britten, Coleridge-Taylor, Debussy, Delius,
Hindemith, Ravel, Stravinsky, Varese, Weill, and numerous other British
and Continental composers.’
Nina C Ayoub, Chronicle of Higher Education
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Thursday 7th May 2020, time to be confirmed
The Delius Society Annual General Meeting
The Committee plans to hold the
2020 AGM at Cadogan Hall, off
Sloane Square in London on
Thursday 7th May 2020. The
meeting will be preceded by the
Annual Lunch at a nearby venue.
A block booking has been made
for the evening concert entitled
‘English Idylls’, in which the
Royal Philharmonic Orchestra,
conducted
by
Christoph
Altstaedt,
will
feature
a
performance of the Delius Piano
Concerto by Mark Bebbington.
Also on the programme are
Vaughan Williams’s overture The
Wasps, Butterworth’s The Banks of
Mark Bebbington
Green Willow, and Elgar’s Enigma
Variations. Please mark the date in
your diary and help us to ensure a good Delius Society turn-out for this
attractive day of discussion, socialising and music. Further details are to
follow.
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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 30 March 2019 at 7:30pm
Holy Trinity Church, Trinity Road, Stroud GL5 2HX
Vaughan Williams: Overture The Wasps
Delius: Piano Concerto in C minor
Butterworth: The Banks of Green Willow
Elgar: Enigma Variations
Alexander Soares, piano
Stroud Symphony Orchestra
Jonathan Trim, conductor
Friday 9th August 2019 at 6:30pm
Saturday 10th August 2019 at 7:30pm
JAY PRITZKER PAVILION, MILLENNIUM PARK, CHICAGO, USA
Grant Park Music Festival
Delius: A Mass of Life
Melody Moore, soprano
Ewa Plonka, mezzo-soprano
Andrew Staples, tenor
Nathan Berg, bass-baritone
Grant Park Orchestra and Chorus
Carlos Kalmar, conductor
Monday 19th August 2019 at 1:10pm
St James’s Church, Piccadilly, London
Lunchtime concert - Free admission
Joaquin Nin: Seguida española, for violin and piano
Delius: Romance
Faure: Sonata for Cello and Piano No 2 in G minor Op 117
Javier Romero, cello
Horacio López Redondo, piano
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Friday 20th September 2019 at 7:30pm
Baths Hall, Scunthorpe
Best of British
Hess: A Celebration Overture
Delius: The Walk to the Paradise Garden
Vaughan Williams: The Lark Ascending
Walton: Spitfire Prelude and Fugue
Jenkins: Palladio
Elgar: Enigma Variations
Royal Philharmonic Orchestra
Duncan Riddell, violin
Stephen Bell, conductor
Sunday 29th September 2019 at 2:30pm
St Andrew’s Church (pictured), Aysgarth, Leyburn,
North Yorkshire DL8 3SR
English Music Festival - Yorkshire
Finzi: Earth and Air and Rain, Op15
Gurney: Snow; Desire in Springtime
Trimble: Green Rain
Gurney: The Fiddler of Dooney
Warlock: The Fox; Jillian of Berry
Ireland: Three Songs to Poems by Thomas
Hardy; The Trellis; My true love hath my
heart
Delius:
The Bird’s Song; Summer
Landscapes; I-Brasil
Elizabeth Thompson, soprano
Lorna Day, mezzo-soprano
Peter Lidbetter, bass-baritone
David Jones, piano
www.englishmusicfestival.org.uk/2019autumn-festival/programme.php
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Wednesday 9th October 2019 at 7:30pm
Ashmolean Museum, Beaumont Street, Oxford OX1 2PH
English Pastoral
Vaughan Williams: The Lark Ascending
Delius: On Hearing the First Cuckoo in Spring
Sarasate: Carmen Fantasy
Johanna Roehrig, violin
Orchestra of St John’s
John Lubbock, conductor
www.osj.org.uk
Sunday 13th October 2019 at 3:00pm
Ivor Gurney Hall, Pitt Street, Gloucester GL1 2BH
Gloucester Music Society
Bliss: Elegiac Sonnet
Delius: Late Swallows
Gurney: Ludlow and Teme
Vaughan Williams: String Quartet No 2
Vaughan Williams: On Wenlock Edge
Fitzwilliam Quartet
James Gilchrist, tenor (pictured)
Anna Tillbrook, piano
www.gloucestermusicsociety.org.uk
Wednesday 16th October 2019 at 8:00pm
NATIONAL CONCERT HALL, DUBLIN
Prokofiev: Symphony No 1 in D major ‘Classical’, Op.25
Mozart: Piano Concerto No 25 in C major, K503
Delius: On Hearing the First Cuckoo in Spring
Haydn: Symphony No 104 in D major ‘London’
Howard Shelley, piano
London Mozart Players
www.londonmozartplayers.com
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Thursday 17th October 2019 at 7:30pm
Royal Festival Hall, London
The Bach Choir (pictured, with David Hill)
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
Friday 18th October at 7:30pm
Malmesbury Abbey, Malmesbury
Autumn Serenade
Vaughan Williams: The Lark Ascending
Delius: Two Aquarelles
Elgar: Serenade for Strings in E minor, Op 20
Haydn: Symphony No 83 in G minor ‘The Hen’
Roger Huckle, violin
Bristol Ensemble
www.malmesburyabbey.com
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Monday 21st October 2019 at 7:30pm
Wigmore Hall, London
Debussy: 24 Preludes Op 28: extracts (arr. White)
Enescu: Impromptu Concertant in G flat major
Ireland: Cello Sonata
Debussy: Nocturne et Scherzo for cello and piano
Delius: Romance for cello and piano
Moeran: Prelude for cello and piano
Strauss R: Sonata for violin and piano in E flat major, Op18
Roberto Ruisi, violin
Toby White, cello
Sten Heinoja, piano
Marina Staneva, piano
www.wigmore-hall.org.uk
Thursday 5th December 2019 at 7:30pm
Cadogan Hall, London
The Magic of Christmas
Finzi: In Terra Pax
Warlock: Three Carols
Vaughan Williams: Folk Songs of the Four Seasons
Delius: Sleigh Ride
Julia Doyle, soprano
William Dazeley, baritone
City of London Choir
Royal Philharmonic Orchestra
Hilary Davan Wetton, conductor
www.rpo.co.uk
Friday 6th December 2019 at 8:00pm
STADTPARK SCHUTZENHOF, HERFORD, GERMANY
Tchaikovsky: Romeo and Juliet, Fantasy Overture
Poulenc: Les Biches
Delius: A Village Romeo and Juliet: Intermezzo
Prokofiev: Romeo and Juliet: excerpts
North West German Philharmonic
Yves Abel, conductor
https://www.nwd-philharmonie.de/
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Saturday 7th December 2019 at 7:30pm
KONZERTHALLE, BAD SALZUFLEN, GERMANY
Tchaikovsky: Romeo and Juliet, Fantasy Overture
Poulenc: Les Biches
Delius: A Village Romeo and Juliet: Intermezzo
Prokofiev: Romeo and Juliet: excerpts
North West German Philharmonic
Yves Abel, conductor
https://www.nwd-philharmonie.de/
Sunday 8th December at 5:00pm
THEATER IM PARK, BAD OEYNHAUSEN, GERMANY
Tchaikovsky: Romeo and Juliet, Fantasy Overture
Poulenc: Les Biches
Delius: A Village Romeo and Juliet: Intermezzo
Prokofiev: Romeo and Juliet: excerpts
North West German Philharmonic
Yves Abel, conductor
https://www.nwd-philharmonie.de/
Monday 9th December 2019 at 8:00pm
STADTHALLE: GROSSER SAAL, GUTERSLOH, GERMANY
Tchaikovsky: Romeo and Juliet, Fantasy Overture
Poulenc: Les Biches
Delius: A Village Romeo and Juliet: Intermezzo
Prokofiev: Romeo and Juliet: excerpts
North West German Philharmonic
Yves Abel, conductor
https://www.nwd-philharmonie.de/
Tuesday 10th December 2019 at 7:30pm
MUSIKHOCHSCHULE: KONZERTHAUS, DETMOLD, GERMANY
Tchaikovsky: Romeo and Juliet, Fantasy Overture
Poulenc: Les Biches
Delius: A Village Romeo and Juliet: Intermezzo
Prokofiev: Romeo and Juliet: excerpts
North West German Philharmonic
Yves Abel, conductor
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Wednesday 11th December 2019 at 7:30pm
PADERHALLE, PADERBORN, GERMANY
Tchaikovsky: Romeo and Juliet, Fantasy Overture
Poulenc: Les Biches
Delius: A Village Romeo and Juliet: Intermezzo
Prokofiev: Romeo and Juliet: excerpts
North West German Philharmonic
Yves Abel, conductor
https://www.nwd-philharmonie.de/
2020
Sunday 23rd February 2020 at 3:00pm
Ivor Gurney Hall, Pitt Street, Gloucester GL1 2BH
Gloucester Music Society
Tomkins: O Sing unto the Lord
Byrd: Civitatis Sanctis Tui, Laudibus in Sanctis
Bennett: All Creatures Now
Weelks: As Vesta was from Latmos Hill descending
Tavener: Mother of God here I stand
MacMillan: O Radiant Dawn
Britten: Hymn to the Virgin, The Evening Primrose
Howells: The Scribe
Ireland: The Hills
Finzi: Nightingales, I praise the tender flower, My spirit sang all day
Delius: Three songs (from Six Early Songs)
Pearsall: Lay a Garland
Bairstow: Music when soft voices die
Quilter: Daffodils
Holst: Lisa Lan
Vaughan Williams: The Cloud Capp’d Towers, Linden Lea
Octavo (8-part vocal)
www.gloucestermusicsociety.org.uk
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OPER FRANKFURT, FRANKFURT AM MAIN, HESSE, GERMANY
Delius: A Village Romeo and Juliet
Dietrich Volle, Manz
Magnús Baldvinsson, Marti
Jonathan Abernethy, Sali (adult)
Esther Dierkes, Vreli (adult)
Johannes Martin Kränzle, The Dark
Fiddler (pictured)
Elias Grandy, conductor
Eva-Maria Höckmayr, director
Tilman Michael, choirmaster / chorus
director
Frankfurt Opera Chorus
Opera Frankfurt Orchestra
https://oper-frankfurt.de/en/seasoncalendar/romeo-und-julia-auf-demdorfe/
Thursday 16th April 2020 at 7:30pm
BROWARD CENTER FOR THE PERFORMING ARTS
201 SW 5TH AVENUE, FORT LAUDERDALE, FL 33312, USA
Stravinsky: The Firebird (complete)
Beethoven: Overture: Coriolan
Delius: Piano Concerto
Mark Bebbington, piano
South Florida Symphony Orchestra
https://www.southfloridasymphony.org/

Friday 17th April 2020 at 7:30pm
TENNESSEE WILLIAMS THEATER - 5901 COLLEGE ROAD, KEY WEST,
FL 33040 USA
Stravinsky: The Firebird (complete)
Beethoven: Overture: Coriolan
Delius: Piano Concerto
Mark Bebbington, piano
South Florida Symphony Orchestra
https://www.southfloridasymphony.org/
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Saturday 18th April 2020 at 7:30pm
TEMPLE ISRAEL MIAMI, 137 NE 19TH STREET, MIAMI, FL 33132, USA
Stravinsky: The Firebird (complete)
Beethoven: Overture: Coriolan
Delius: Piano Concerto
Mark Bebbington, piano
South Florida Symphony Orchestra
https://www.southfloridasymphony.org/
Friday 1st May 2020 at 7:30pm
Birmingham Symphony Hall, Birmingham
English Serenade with Classic FM
Arnold: English Dances, Set 1, Op 27
Binge: Elizabethan Serenade
Coates: By the Sleepy Lagoon
Delius: On Hearing the First Cuckoo in
Spring
Elgar: Pomp and Circumstance March No 4
in G Major, Op 39
Foulds: Keltic Suite Op 29
Goodwin: Theme from ‘Miss Marple’
Grainger: Handel in the Strand
Ketelbey: In a Monastery Garden
Smyth: The Wreckers
Sullivan: Overture di Ballo
Vaughan Williams:
Fantasia on
‘Greensleeves’
Walton: Façade: Suite No 1
Wood: My Native Heath: Barwick Green (Theme from The Archers)
City of Birmingham Symphony Orchestra
Michael Seal, conductor (pictured)
https://www.thsh.co.uk/event/cbso-english-serenade
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Friday 3rd May 2020 at 7:30pm
Royal Pump Rooms, The Parade, Leamington Spa CV32 4AA
Brahms: Sonatensatz
Delius: Sonata No 2
Prokofiev: Sonata in D major
Schubert: Impromptu in G flat major, Op 90 No 3
Strauss: Sonata
Szymanowski: Notturno e Tarantelle
Tasmin Little, violin
Andrey Gugnin, piano
www.leamingtonmusic.org/event/tasmin-little-violin-andrey-gugninpiano
Thursday 7th May 2020 at 7:30pm
Cadogan Hall, London
English Idylls
Vaughan Williams: Overture The Wasps
Delius: Piano Concerto
Butterworth: The Banks of the Green Willow
Elgar: Enigma Variations
Mark Bebbington, piano
Royal Philharmonic Orchestra
Christoph Altstaedt, conductor
https://cadoganhall.com/whats-on/rpo1920-english-idylls
Tuesday 21st, Thursday 23rd, Saturday 25th,
Wednesday 29th, Friday 31st July 2020
Delius: Margot la Rouge
Puccini: Le Villi
A rare opportunity to see Delius’s only verismo opera
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.
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Puzzle Corner Answers
Q 1: The Walk to the Paradise Garden
Q 2: E flat

Forthcoming copy deadlines:
Delius Society Newsletter:
1st December 2019
Please send material for inclusion to Roger Buckley at rjbuckley@aol.com
Delius Society Journal:
1st February 2020
Please send material for inclusion to Katharine
journal@thedeliussociety.org.uk
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