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EDITORIAL 
 

Welcome to the Spring 2020 edition of the Delius Society Journal. 
 By the time you read this, all concerts will have been cancelled for the 
foreseeable future, and we’ll all be staying indoors as much as possible.  
This is very bad news for live music and those whose livelihoods depend 
on it and, over the next few months, we must instead be thankful for the 
many recordings of Delius at our disposal. 
 You will have seen that the talk that was to be given by Professor Jack 
Sullivan on Tuesday 17th March has had to be postponed, as has the AGM 
and Annual Lunch on Thursday 7th May, which was to have tied in with a 
performance of Delius’s Piano Concerto by Mark Bebbington at the Cadogan 
Hall.  I hope very much to be able to report on the rescheduling of both 
events before too long. 
 I hope that this Journal will help to brighten up any enforced isolation 
over the coming weeks and, once again, I am very grateful to those who 
have contributed articles.  Opera Holland Park’s staging of Margot la Rouge 
has sadly been cancelled, but Paul Guinery and David Lloyd-Jones present 
respectively a reappraisal of the work and thoughts on conducting it (page 
8).  John France gives us another in his series of essays on works dedicated 
to Delius, this time E J Moeran’s Nocturne for baritone, chorus and orchestra 
(page 23).  Yet more hitherto lost Delius manuscripts have come to light, 
and have been purchased by the Delius Trust.  Paul Guinery describes these 
new piano pieces on page 43.  Roger Buckley introduces us to Édouard 
Schilsky, a fellow student of Delius in Leipzig (page 47), and to the diaries 
of Alden Brooks, a friend and neighbour of Delius in Grez-sur-Loing (page 
36). 
 And when you’ve finished the Journal, why not explore our brand-
new Delius website?  We have given the design a complete overhaul, and 
incorporated new features along the way, most importantly the ability to 
listen to Delius’s music online.  The site is now responsive, which means 
that it will work equally well on a smartphone or tablet as it does on a 
computer.  Do have a look and let me have your comments. 
 I am always keen to hear from anyone who would like to contribute 
an article for the Journal.  Given the cancellation of Society events and 
concerts, I will be particularly in need of material for the next edition, so 
why not put some of your time in isolation to good use and work on that 
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article you’ve always been meaning to write.  Please don’t be shy – pieces 
of any length from new and existing contributors are very welcome.  The 
copy deadline for DSJ 168, to be published in Autumn 2020, is 1st August 
2020. 
 
Katharine Richman 
journal@thedeliussociety.org.uk   Tel 07940 888508 
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COMMITTEE NOTES 
 

The Society’s Committee continues to meet for between two and three 
hours, four times per year, generally with a full attendance.  The Society 
still lacks an appointed Chairman, but a member of the Committee is voted 
into that role for each of its meetings.  During the year it became apparent 
to John Graham that health and commuting considerations would prevent 
him for continuing in his role as Honorary Membership Secretary, and in 
November 2019 he stepped down.  He was thanked for his contribution to 
Committee activities since January 2019.  The roles of Honorary Treasurer 
and Honorary Membership Secretary have since been coalesced and his 
colleagues are truly grateful that Jim Beavis has accepted the combined 
commitment. 
 Publication of a twice-yearly Journal, the scope and quality of which 
remains the envy of many single-composer Societies, has continued at 
reliably regular intervals, as has the circulation of a Newsletter in the 
intervals between Journals, so that members receive a mailing (electronic 
and/or hard copy) four times per year.  The Society remains active on social 
media, retaining a flourishing Facebook, Twitter and YouTube community. 
 The Society meetings in London continue to attract healthy numbers 
of members and guests.  The 15th October meeting took a new form, a 
discussion on the subject of Delius’s choral music between conductors 
David Hill and John Gibbons, and tested a venue new to the Society, the 
1901 Arts Club near Waterloo Station.  It is limited in size, but there is a 
resident piano. 
 The speaker at the first Society meeting of 2020, held at the National 
Liberal Club on 12th February, was Tony Summers, whose subject was 
Arrangements and Transcriptions of Delius.  This routinely neglected but 
important topic provoked lively discussion and incidentally gave us an 
opportunity to sample the quality of the Lady Violet Room’s new sound 
equipment.  This was a considerable advance on that supplied for our use 
a year earlier, when the uncontrollable ‘noises-off’ threatened to sabotage a 
presentation delivered by the writer of these Notes. 
 
Roger Buckley 
RJBuckley@thedeliussociety.org.uk 
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MARGOT LA ROUGE 
 

In advance of Opera Holland Park’s planned production of Margot la Rouge in July 
2020 (now sadly postponed), Paul Guinery presents an extended reappraisal of the 
work, and David Lloyd-Jones gives us his thoughts on conducting it. 
 

MARGOT LA ROUGE – A REAPPRAISAL 
This summer, enterprising Opera Holland Park in London is giving 
performances of Delius’s Margot la Rouge paired with another great rarity, 
Puccini’s first stage work Le Villi (in its revised version).  The Delius Trust 
is delighted to be supporting the Delius production as although the opera 
has been staged before – by the Opera Theatre of Saint Louis, Missouri and 
by Park Lane Opera Group – those performances date from 1983-4 and it is 
high time for the work to be seen again. 
 The only available recording of the opera, a fine version conducted by 
Norman Del Mar, uses the reconstructed version of the orchestration by 
Eric Fenby which was superseded shortly afterwards when the original full 
score came to light.  That original manuscript was the basis for the two 
stagings mentioned above as well as for a studio recording for the BBC, 
conducted by David Lloyd-Jones and broadcast on 8th July 2006 as part of 
a series of concerts from the Bradford Delius Festival (though it has never 
been released as a CD, it can be found on YouTube).  I remember that 
occasion vividly as I was the announcer in studio one, Maida Vale and I 
interviewed David Lloyd-Jones before the performance.  Acting 
deliberately as an agent provocateur, I began by asking him whether he 
agreed with the not uncommon assessment of Margot as a banal attempt by 
Delius to write a verismo opera in order to win a prize, redeemed only by 
the passages (notably the Prelude and the love-duet) where Delius felt he 
could be more himself.  This judgement was vigorously rebuffed by David 
Lloyd-Jones and I agree that it is misguided.  It is that conception of Margot 
which I wish to explore in this article whilst at the same time putting the 
work in some sort of operatic context, namely in relation to verismo.  
Assuming that the majority of Delians will have come across the opera at 
one time or another, I will not attempt a full account of either music or plot.  
David Eccott wrote three informative articles about Margot la Rouge for the 
Journal and I would refer readers to those (they can be found in the DSJ 
archive on the Delius website, included in journal numbers 69, 70 and 75).  



 

DSJ 167 9 
 

I would also point to my own analysis of the opera in Delius and his Music 
(The Boydell Press, 2014), pp131-133. 
 The fact that Delius wrote Margot as a competition entry, has to my 
mind thoroughly muddied the waters as to what sort of a work it is and so 
it is worth looking in a little bit more detail about the nature of that 
competition itself.  The leading publisher Edoardo Sonzogno (1836-1920) 
who, together with Giulio Ricordi (1840-1912), called most if not all the 
shots in Italian opera during the late nineteenth and early twentieth 
centuries, promoted a series of competitions for budding opera composers.  
The first of these was announced in 1883 and produced no masterpieces 
(Puccini, incidentally, had no luck with his entry, his first opera Le Villi).  
But the 1888 concorso produced a remarkable winning entry in the 
phenomenally successful Cavalleria Rusticana, which was swiftly performed 
world-wide and which made its composer, Pietro Mascagni, (1863-1945) a 
household name, creating an adoring public who simply wanted him to go 
on writing the same type of opera in the same musical style.  This, to his 
great credit, he refused to do.  The third Sonzogno competition was 
announced in January 1902 with a substantial amount of prize money (the 
equivalent of £2,000 according to some sources).  As with the previous 
competitions, the terms of entry stipulated a one-act piece by a composer 
who had never had a work staged before.  Delius had already written four 
operas but at the time, none of them had been produced (the first to be 
staged would be Koanga in 1904 followed by A Village Romeo & Juliet in 1907) 
so he was still eligible.  However, this third Sonzogno competition had an 
important difference in its rules and one which I think is significant.  
Previous competitions stipulated that the composer must be Italian-born 
whereas this time a composer of any nationality could enter and the libretto 
set could be in any language, though an Italian translation was required for 
the jurors.  In the event, the first prize (out of 143 entries) went to a 
Frenchman, the obscure Gabriel Dupont (1878-1914), for his melodrama of 
village life La Cabrera, the central character being the (female) goat-herder 
of the title.  It had a few performances but never entered the repertoire and 
was soon forgotten. 
 I think the important point to grasp is that by throwing open his third 
competition to international competitors, Sonzogno indicated that he was 
looking beyond an Italian-style piece of verismo, a genre which was 
beginning to wear thin.  The fact that a Paris-trained pupil of Massenet and 
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Widor carried off the prize, seems to bear this out, even though admittedly 
the winning entry had a plot and setting which were typically verismo, 
resembling that of Cavalleria Rusticana.  It is hard to imagine that Delius 
would have felt under an obligation to ‘write to order’ as he has been 
accused of doing.  He was, after all, not a composer who wrote to 
commission; the vast majority of his works were the product of what he 
himself wanted to do and not what others required of him.  Having said 
that, two commissions do spring to my mind: the incidental music which 
the Norwegian author Gunnar Heiberg asked Delius for, as an 
embellishment to his play Folkeraadet; and a similar request by the English 
director Basil Dean for James Elroy Flecker’s Hassan.  But on the whole that 
was not Delius’s way of setting about composition.  As Annie Oakley might 
have put it, he preferred ‘doin’ what comes natur’lly’. 
 Perhaps we should pause here to examine just what verismo was and 
what it was not.  The Italian term comes from vero meaning ‘true or real’, 
hence its meaning of ‘realism’.  Evolving in the 1880s in Italy and France, it 
was initially a literary movement which took everyday, contemporary life 
– and working-class life especially – and used it as a valid subject-matter for 
novels and short stories.  Emile Zola in France and Giovanni Verga in Italy 
were leading exponents of the genre as were, to some extent, Thomas Hardy 
and Arnold Bennett in England.  One might even say that the so-called 
‘kitchen-sink’ style of drama in the 1950s was a late-flowering example of 
verismo on the English stage, with John Osborne’s Look Back in Anger a 
reaction against the typical ‘Shaftesbury Avenue’ well-made play, set in a 
Mayfair drawing-room.  Mascagni’s Cavalleria Rusticana, first performed in 
1890 and based on a short story by Verga, was ground-breaking in that it 
dealt with characters from a social class which previously would not have 
been thought worthy of operatic treatment.  Sexual jealousy and murderous 
revenge in a Sicilian fishing village were not in the vocabulary of Rossini or 
Bellini.  Verdi had sailed too close to the wind in attempting to put a ‘kept 
woman’ in modern dress on the stage in 1853 and even though his heroine 
was carefully portrayed as a manipulated victim – la Traviata (literally ‘led 
astray’, ‘corrupted’) – a seventeenth century mise-en-scène was insisted on 
for the première by the directors of La Fenice in Venice and the opera wasn’t 
given a contemporary setting until the 1880s. 
 Verismo came to be used as a blanket term for the output of the 
giovane scuola, ‘the youthful school’ of composers, active between 1890 and 
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roughly 1920.  In that latter sense the term can be confusing; Puccini, for 
example, is held to be a leading exponent of the movement and yet out of 
his twelve operas only one – Il Tabarro – truly depicts working-class life of 
his own era.  Indeed, most verismo composers soon realised that they 
needed to look for subjects more socially elevated and further afield from 
the restrictions of village life in Sicily.  For example, Giordano’s Andrea 
Chénier (1896) and Cilèa’s Adriana Lecouvreur (1902), both still in the 
repertoire, are costume dramas centred on middle- and upper-class life of 
the eighteenth century.  Along these lines, the composers of the giovane 
scuola produced many appealing works which display considerable 
craftsmanship and a talent for sheer theatricality.  However, unlike their 
superior, Puccini, a lack of musical consistency meant that most of them 
made their mark in only one or two successful and lasting scores.  
Montemezzi’s L’Amore dei Tre Re (1913) and Zandonai’s Francesca da Rimini 
(1914) are striking examples of the genre and well worth hearing but neither 
composer produced another masterpiece which has stood the test of time. 
 As for the musical style of verismo, it is characterized by scores that 
are through-composed in the style of Wagner rather than in ‘numbers’, as 
much of pre-1880s Verdi is.  Where there are obvious set-piece arias or 
ensembles they are nevertheless seamlessly incorporated into the score.  
Often the libretto itself is relatively conversational and is set accordingly.  
The orchestra is very much an equal partner to the singers, not just an 
accompanist, and it constantly mirrors the psychological moods and 
tensions of what is enacted on stage, manipulating the audience’s emotional 
reaction rather in the way that background music in films can effectively 
do.  The tempo fluctuations are numerous – look at any verismo score and 
you will find copious directions and markings to that effect in virtually 
every bar.  The most skilful exponents, especially Puccini, often achieved 
great delicacy in their effects but in the hands of less discriminating 
practitioners there is a certain coarseness or crudity of style – tremolandi 
strings and overbearing brass often marked con tutta forza “with maximum 
force”– that emphasise the melodramatic nature of the plots. 
 Verismo may have sprung from a desire by writers and composers to 
give ordinary human beings their say but it also fed on melodrama, a form 
of theatre very popular in the nineteenth century.  The hackneyed plots or 
situations were not necessarily meant to be of interest in themselves, but a 
framework for unleashing the passionate emotions and feelings that lay just 
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below the surface of the characters.  To some extent the great classical 
tragedies of the seventeenth century French stage by Corneille and Racine 
are melodramatic in the sense that they are based on artificial and often 
highly improbable plots, further constrained by the law of ‘three unities’ ie 
one main plot, one location and one day in which all events take place.  The 
characters, usually regal or aristocratic, struggle with their passions and 
desires and it is that which we, the audience, are meant to react to, not the 
situations per se.  Two centuries later melodrama became a core ingredient 
of Hollywood cinema and examples of the 1940s such as The Letter (1940) or 
Mildred Pierce (1945) are not so much dependent on their plots, which are 
often barely credible, as for the psychology of the characters portrayed by, 
say, Bette Davis or Joan Crawford, and the overall atmosphere, design, 
lighting and cinematography. 
 Verdi had decidedly mixed feelings about this new operatic direction 
of verismo, recognising the innate theatricality of a composer such as 
Mascagni but deploring what he called, 

‘so many dissonances, false modulations, suspended cadences and tricks, 
so many changes of tempi in almost every bar – all most appetising but 
they offend one’s sense of rhythm and hearing …’ 

One way of summing up the difference between the operatic credo of the  
ageing Verdi and the younger generation of veristi, is to recall the last act 
of Puccini’s Tosca where the painter Cavaradossi, incarcerated as a political 
prisoner, is about to face a firing-squad at dawn.  In this situation Verdi 
would doubtless have required from his librettist some sort of poetic but 
noble farewell to life, full of heroic regret.  Puccini, by contrast, was 
stimulated to one of his greatest melodic inspirations by a text in which 
Cavaradossi looks back not on his unfulfilled artistic ambitions but on his 
sexual assignations with Tosca in frankly erotic terms: 

‘... e lucevan le stelle…entrava ella, fragrante, mi cadea fra le braccia …’ 
(‘and the stars were shining … fragrant, she entered and fell into my arms 
…’) 

It is inconceivable that Verdi would have contemplated setting such lines 
at that point in the opera. 
 So what is it that has led some critics to describe Margot as a failed 
verismo opera?  David Lloyd-Jones in our conversation for the Radio 3 
broadcast vigorously rejected the charge and pointed out that it is the lurid 
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subject matter, with its setting of a sleazy bar on the outskirts of Paris 
frequented by prostitutes, that matches the demands of verismo rather than 
the style of the music itself.  Beecham, in his biography of Delius, denigrated 
the nature of the story, which he felt was unworthy of the composer; but he 
also dismissed most of the musical setting whereas David Lloyd-Jones 
emphasised, rightly I think, that musically the opera does have a real sense 
of the dramatic and particularly of pace and flow, so that there is hardly a 
redundant bar in the whole score. 
 This is where it comes closest to Puccini and the giovane scuola since 
there is no doubt that the libretto of Margot la Rouge by ‘Rosenval’ pulls no 
punches and indeed I feel that Delius revelled in setting it as an 
extraordinarily realistic portrayal of aspects of Parisian life that he knew at 
first-hand.  The setting is a cabaret – which in the language of the period 
could mean simply a café, inn or pub – in one of the boulevards extérieurs 
or outer suburban streets of Paris.  It is described by one of the visiting 
soldiers at the end of scene four as un bouge – a slang word meaning a 
hovel, dump or low dive.  It is quite obvious from the dialogue that all the 
women who frequent the place are prostitutes with the exception of la 
patronne (and even she may have had a shady past).  These ladies of the 
night go out onto the streets at the end of scene one, returning only because 
of the atrocious downpour brought on by the storm.  As one of them 
unequivocally comments: 

‘pourvu encore que [la pluie] ne dure pas longtemps … la soirée serait 
perdue, personne n’oserait se risquer dans la rue.’ (‘let’s hope the rain 
doesn’t last long… otherwise it’ll be a wasted evening as no one is going 
to risk going out into the street’). 

When the malicious Lili Béguin is pointedly asked by the landlady: 

‘tu ne travailles pas aujourd’hui?’ (‘aren’t you working today?’), 

she answers: 

‘non, la mère, j’ai trop d’ennuis’ (‘no, dear, I’m too upset’). 

This degree of explicitness in the text would have been fairly shocking in 
1902, certainly in an opera libretto.  
 Nor is it just the women who have fallen; the male characters are 
equally corrupted.  One of them, nicknamed La Poigne (meaning ‘grip’ or 
‘grasp’) is a self-confessed pickpocket, whilst another bar-fly, Totor, is in 
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some sort of an association with Nini which implies that he is a pimp living 
off her earnings.  He threatens her with violence when she wants to stay 
inside drinking: 

‘tu boudes à la besogne!  Faut-il que je cogne?’ (‘you’re shirking your job!  
Do you want to feel my fist?’). 

The Artist too is a wretched exploiter of women, who has played with 
Margot’s affections and, by her own admission, destroyed her: 

‘tu m’as jetée à la boue et depuis on me bafoue pour la honte qui 
m’accable’ (‘you’ve dragged me down into the mud and now people 
despise me for the shame I bear’). 

He accuses her of misleading her rediscovered childhood sweetheart, 
Thibault, as to what she really is: 

‘on voulait donc jouer des tours au petit homme!’ (‘so you wanted to play 
tricks on the little man!’) 

to which she bitterly replies: 

‘je faisais le métier que tu m’as appris en somme (‘I’ve only been 
practising the skill you taught me’). 

Significantly, Thibault twice stifles any reference to Margot’s present state, 
once when one of his fellow soldiers goes too far: 

‘elle n’est pas intéressante, cette …’ (‘she’s of no interest, this …’) 

and Thibault shuts him up: 

‘je défends qu’on plaisante’ (‘I won’t have you making jokes’) (bars 396-
398). 

The second time Margot herself defends the soldiers’ attitude towards her: 

‘Oh! j’y suis faite.  On n’est jamais pour moi bien tendre. Je ne suis qu’une 
…’ (‘Oh, I’m used to it.  People never show any real tenderness to me. I’m 
just a …)’ 

and Thibault abruptly cuts her off: 

‘Ah!  Taisez-vous!  Je vous en supplie …’ (‘Oh, keep quiet! I beg you …’) 
(bars 497-502). 

If verismo requires more than a dash of grand guignol, Mme Gaston-
Danville’s libretto gives us good measure in many ways.  There is a catalyst 
for a showdown in the character of the vicious Lili Béguin who lusts after 
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Margot’s artist friend herself (Lili’s surname is symbolic since, in French, 
the expression ‘avoir le béguin pour quelqu’un’ means ‘to have a crush on 
someone’); a downpour after a gathering storm, a crude bit of symbolism 
perhaps but an effective one; an aggressive male confrontation between 
Thibault and the Artist, involving a fight after the latter has attempted to 
assault Margot; a double-murder, one carried out with a knife, the other 
with a bayonet; the arrival of the police; and the final, ultimate grand 
guignol effect when ‘Red Margot’ holds up her blood-stained hands to give 
a new ironic twist to her nickname: 

‘La Rouge?  Vous voyez bien que c’est moi!’ (‘The red one?  You can see 
for yourselves, that’s me!’), 

corny perhaps but a marvellously effective curtain-line. 
 So as a plot for a verismo opera Margot la Rouge has a great deal going 
for it.  In my opinion, though, it is not a well-constructed libretto 
particularly in its exposition.  Margot’s brute of a lover, the Artist, is a 
perfunctory baddie who significantly is not even named and who is not 
introduced until late in scene seven, some three-quarters of the way 
through the opera.  His character, past history with Margot and current 
motivations remain shallow and undeveloped.  A more skilled librettist 
would surely have inserted a short scene between him and Margot early on 
in the opera to establish the nature of their relationship.  Likewise Margot 
herself appears towards the end of scene three, only to utter a single word 
(Non!) on a D sharp and to then sit brooding and silent for ten minutes, an 
opportunity lost to give her a short solo with which to establish her 
character.  Lili fares little better; although her infatuation with the Artist is 
sketched in a two-section arioso during her scene with the patronne, it 
constitutes a mere two dozen bars in all. 
 The defects of the characterisation become all the more glaring if one 
considers how skilfully Giuseppe Adami and Giovacchino Forzano, 
Puccini’s librettists for, respectively, Il Tabarro and Suor Angelica (parts one 
and two of the triptych Il Trittico, 1918) handle the expositions of their one-
act libretti to establish a wealth of local colour, atmosphere and 
characterisation, no doubt at the insistence of the exacting composer.  Of 
course, Puccini’s scores both run to around an hour, with half of that 
constituting a set-up of plot and atmosphere before the real action starts, 
whereas Margot plays for barely forty minutes in all.  Indeed, it is a puzzle 
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as to why Delius was content with such a short running-time and did not 
ask for more text, especially since he seems to have met the prize’s deadline 
easily. 
 So I think it is true to say that Margot has strong elements of verismo 
in its plot, however inadequately these may have been handled on the page.  
As to the charge that Delius was deliberately trying to ape works such as 
Cavalleria Rusticana or I Pagliacci in his attempt to pull off the prize, I have 
to say I find little evidence for that and feel that the accusation has been 
grossly inflated.  The characteristic verismo musical hallmarks of tremolandi 
strings, rasping brass and exaggerated dynamics do, it is true, colour 
passages such as the storm scene, the fight between the two men and the 
abrupt double-murder, but it was hardly the first time that Delius had 
written music for such violent scenes.  He had handled them in a similar 
way before – for example with the ending of the second act of Koanga where 
Martinez is struck down, not to mention the dénouement of the third, with 
the killings of Pérez and of Koanga himself.  Even the relatively untroubled 
atmosphere of A Village Romeo and Juliet is disturbed by the musical texture 
accompanying the farmers’ quarrel in scene one and, in scene two, by Sali’s 
assault on Marti, the father of his sweetheart Vrenchen – both these operas 
preceding Margot. 
 Delius also makes no attempt to include the very meat and drink of 
verismo, namely the big aria with a big tune that Puccini & co featured in 
all their scores, where the action pauses and a monologue takes over.  
Puccini in later years famously limited his to no more than three or four 
minutes so they could fit comfortably onto one side of a shellac disc.  It 
would be very difficult to find anything in Margot that could be extracted 
in the way of a stand-alone aria or duet.  Many verismo operas feature a 
solo aria early on in the action as an opportunity for a character to introduce 
or establish him or herself – examples pre-1902 might include Mimì’s Mi 
chiamano Mimì from La Bohème; Des Grieux’s Donna non vidi mai from Manon 
Lescaut; Santuzza’s Voi lo sapete from Cavalleria Rusticana; or even Tonio’s Si 
può? Si può? which precedes the curtain rising on I Pagliacci.  There is 
nothing in Delius’s opera that fills that function and one which is so 
characteristic of the authentic verismo style.  
 The real heart of the score lies of course in its love-duet, which begins 
tentatively at the start of scene five and blossoms into scene six, punctuated 
only by the briefest of one-line appearances by the scheming Lili, unseen by 
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the lovers.  The love music fills over ten minutes, a quarter of the entire 
opera and is in Delius’s richest vein of sensuous harmony and lyricism.  He 
weaves endless variations on his favourite figuration, so familiar from A 
Village Romeo & Juliet, of an upward arabesque of three notes (a triplet) 
coming to rest on a fourth note of longer duration.  He also spins sequences 
in a similar rhythmic pattern in the opening bars of scene one, something 
noted by Beecham though, in his opinion, overworked by the composer.  
The true verismo orchestral sound is very rarely encountered, one 
exception being the passage beginning at bar 555 in which Thibault 
describes the unexplained disappearance from his village of his seventeen-
year-old sweetheart, and here Delius unrolls a texture of quivering, 
tremolando strings above an ominous bass-line; but it lasts for barely more 
than a dozen bars.  Much more typically reminiscent of verismo is the 
beautiful passage (bar 634) scored for two violas and a quartet (or octet) of 
cellos, where Thibault tells how he has clung on to his vision of a pure 
Margot (or Marguérite as she was known to him): 

‘tu es demeurée pure en mon cœur enchanté (‘you have remained pure in 
my bewitched heart’). 

Although Eric Fenby in Delius as I Knew Him tells us that the composer 
‘loathed Puccini’, Delius was certainly borrowing a trick from the Italian 
who loved to write for divided lower strings, especially cellos, at moments 
of extreme poignancy, as he does in the Intermezzo from Manon Lescaut 
(1893) and above all in Tosca (1900) at the point in Act 3 where Cavaradossi 
writes a farewell letter to his mistress. 
 But overall, the love music is lyrical rather than hysterical, as it can 
often be in true verismo, though that is not to say it is without passion. 
When the two characters’ voices join together, from bar 649 onwards 
leading to a climax at bar 683, the emotional temperature is significantly 
raised.  Although Margot and Thibault do not appear to be listening to each 
other in singing different, competing texts for nearly 40 bars, there are also 
instances of Puccini doing exactly this, notably in the Act 1 love-duet for 
Cavaradossi and Tosca in Tosca, and in that for Butterfly and Pinkerton in 
his 1904 score for Madama Butterfly.  However, the equivalent passages of 
overlapping text are much shorter than in Delius who, as he so often does 
in Margot, lets the orchestra carry the real weight of the musical texture 
rather than the voice-parts.  I would even suggest that the music of Margot 
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and Thibault at this point is stylistically interchangeable with the love-
music of Sali and Vrenchen in A Village Romeo & Juliet. 
 Overall then I can find next to no aural evidence that Delius was 
consciously trying to adjust his musical language in order to curry favour 
with the adjudicators of the Sonzogno prize.  As I have tried to show, I think 
the misconception that Margot la Rouge was a botched attempt to write a 
verismo opera has arisen because of the setting and subject matter of this 
opera which are so different from any other of Delius’s operas.  In that 
sense, he and his librettist may well have utilised a milieu and dénouement 
which would they felt would chime in with the current fashion and 
sensibility of Italian opera.  But it would be like trying to claim that 
Fennimore and Gerda is verismo simply because the exchange between Erik 
and Niels at the end of the third picture (‘Have a cigar, old man!  Many 
thanks!’), echoes that of Pinkerton and Sharpless in act one of Madama 
Butterfly (‘Milk punch or whisky?’)  Puccini’s imitators have been accused 
of writing ‘Puccini and water’ but I am unconvinced that Delius was 
likewise dispensing, if not Puccini, then Mascagni and soda. 
 
Paul Guinery 
 
 

Paul Guinery was to present this year’s Opera Holland Park Lecture on Wednesday 
29th April 2020, in which he was to introduce Margot la Rouge and Puccini’s Le 
Villi, and explore their history and themes with musical examples.  This lecture 
was sold out very quickly, but has now been cancelled due to COVID-19. 
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CONDUCTING MARGOT LA ROUGE 
Like many other Delians, I have always had my favourites from among his 
very varied œuvre, but two works in particular have exerted a special 
fascination on me, for the simple reason that they appear to be so 
uncharacteristic of a composer whom some people – those who do not 
respond to his very personal idiom – sometimes accuse of lacking variety.  
These are the early orchestral work of 1896, originally called Appalachia but 
later subtitled American Rhapsody to avoid confusion with the great work of 
that name of 1902; the other is the one-act opera Margot la Rouge. 
 Let me briefly discuss the first piece.  What are we to make of a ten-
minute work which, after a short, slow, eminently Delian introduction, 
introduces the haunting old Negro slave song, familiar from the later work 
but in a much faster tempo, then gradually develops it by adding the 
minstrel song Dixie as a counterpoint, and then bursts out into a raucous, 
popular, almost vulgar style that quotes Yankee Doodle ,which is virtually 
marching band music.  The climax is marked fff, a very un-Delian dynamic.  
I have always had an affection for this strange but most attractive short 
piece, which had to wait until 1986 for its first performance, and I cannot 
understand why it is never performed or broadcast, for example in my 
recording of 2002. 
 But it is the second work that fascinates me more.  Here we have the 
ultra-poetic composer writing an unashamedly verismo opera and, in my 
opinion, succeeding in doing so.  Delius – verismo?  Is this not what 
Shakespeare called ‘hot ice and wondrous strange black snow’?  We know 
that Delius wrote it in response to a prize offered by the Italian publisher 
Sonzogno, hoping to win and thereby make some money.  What is so 
surprising is that he took to it like a duck to water.  The French libretto has 
been described (dismissed?) as melodramatic, but I find it excellent for its 
purpose, realistic, atmospheric, well-paced and, in the central love duet 
between soprano and tenor, most touching.  And Delius never lets the pace 
flag; the opera is admirably durchkomponiert, and the vocal lines are all well-
written – something that cannot be said of Koanga for example.  As far as I 
know, it has had only two stagings in the UK, both of which I attended.  The 
first was at the Camden Festival in March 1984, and this was followed a few 
years later by a student performance at the Guildhall School of Music and 
Drama, both given for the first time in the UK in Delius’s own orchestration, 
and both finely conducted by my Opera North colleague Clive Timms. 



 

20 DSJ 167 
 

 At this point I should, perhaps, make an appropriate confession.  
Partly because of my love of Margot, I have never liked the Idyll, the work 
for soprano, baritone(!) and orchestra that Eric Fenby and the blind, 
paralysed Delius put together in 1932.  First of all, I am far from convinced 
by the Walt Whitman text that Robert Nichols adapted from different 
sections of Leaves of Grass, which is foreign to the spirit of the music, and 
secondly, I do not like the re-ordering of the excerpts from the opera, which 
seems arbitrary and inappropriate.  However, the 1933 premiere of the 
work under Sir Henry Wood was the first time that any of the Margot music 
had ever been heard, and this remained the case until, first, a BBC broadcast 
in December 1981 and then the premiere staging of the opera in June 1983 
in St Louis under Fenby.  The BBC broadcast was given in Fenby’s 
orchestration, which is curiously fuller than that of the composer.  This was 
before the original had been found; at the St Louis performance Fenby 
conducted the premiere of the original Delius orchestration. 
 And so we come to my first, long-awaited, opportunity to conduct this 
much-admired work of a composer two of whose operas I had already 
given, one of them staged.  This came about when the BBC decided to 
explore certain works of Delius in greater depth than previously, and I was 
flattered to be invited to present the world premiere broadcast of the 
original Delius orchestration of Margot with no less than the luxury BBC 
Symphony Orchestra and a fine roster of singers, headed by the lovely 
soprano Susan Bullock and the tenor John Hudson.  The BBC wanted me to 
pair the 40-minute opera with another Delius work and suggested the Idyll. 
For reasons stated above, I rejected this idea and proposed another 
favourite, Lebenstanz.  This was accepted and loved by the orchestra, just as 
they enjoyed playing Margot, largely because (and, sadly, this reflects a 
normal British orchestral player’s reaction) it was so untypical of the normal 
Delius.  During piano rehearsals with the singers the cast and I were greatly 
helped by that excellent repetiteur, Tony Legge.  The performance was 
given in the main Maida Vale studio with an invited audience, and we had 
one short retake.  The performance eventually ‘went out’ on 28th June 2006, 
prefaced by a recording of On the River from my complete Florida Suite, and 
by an interview with a BBC employee and Delius expert – none other than 
Paul Guinery. 
 Did Margot present me with any conducting problems?  Not really.  
Though in Italian verismo opera the accompanying orchestral texture is 
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usually fuller, thereby to some extent obscuring any imprecisions made by 
the singers in staged performances (performing, it must be remembered, 
from memory and moving about the stage), Delius’s underlay in the outer 
sections is less opulent and therefore proves more exacting to achieve 
ensemble.  But the extended, slowly developing love duet is pure jam and 
was much appreciated by all involved.  In the early storm sequence 
(doubtless designed to explain why Thibaut and his soldier mates had to 
take shelter in such a dodgy dive), I had to beef the dynamics up a bit (as I 
am sure Beecham would have done) and was helped by some BBC sound 
effects suggested by the score.  The whole event gave me unusual 
satisfaction. 
 I am delighted that Opera Holland Park has decided to revive Margot 
(much assisted financially by the Delius Trust), together with a one-act 
opera by another favourite composer, and I cannot wait to attend the first 
night. 
 
David Lloyd-Jones 
 
 

Five performances of Margot la Rouge in a double bill with Puccini’s Le Villi 
were to have been given by Opera Holland Park in London on 21st, 23rd, 25th, 
29th and 31st July, but have been postponed due to COVID-19. 
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DEDICATED TO DELIUS: E J MOERAN’S 
NOCTURNE FOR BARITONE, CHORUS AND 
ORCHESTRA (1935) 
 

Introduction 
Ernest John Smeed [E J] Moeran’s (1894-1950) Nocturne is a short work for 
baritone solo, chorus and orchestra.  It sets a text from the unpublished and 
probably unfinished play Don Juan Tenorio the Great by the poet Robert 
Nichols.  Moeran’s composition is effectively a eulogy, dedicated to the 
memory of Frederick Delius.  The Nocturne has never been popular with 
concert promoters or record producers.  Currently, there is only a single 
recording available, released in 1990.  
 I propose to give an overview of the Nocturne, its premiere and the first 
London performance.  A thumbnail sketch of Robert Nichols may be 
helpful.  Without attempting a technical analysis of the music, I will include 
Moeran’s own programme note as well as examining some critical studies 
of the piece.  After a short discussion about the single recording, the essay 
will conclude with two addenda: one investigating a letter to Moeran from 
Vaughan Williams concerning the Nocturne, and the second examining 
Benjamin Britten’s revival of this work at the 1973 Aldeburgh Festival. 
 

Writing the Work 
The year 1934 was busy for Moeran.  In February he attended the Hastings 
Festival for the premiere of his orchestral suite Farrago (1932), a pastiche of 
English Renaissance and Baroque styles.  It was later withdrawn, but some 
of the material was reworked in the Serenade in G major (1947).  The Songs of 
Springtime (1933) for unaccompanied chorus was given its first concert 
performance at the Aeolian Hall on 13th March and, shortly after this 
concert, the composer holidayed in County Kerry, Eire.  Whilst there, he 
collected several folksongs, some of which would be published in 1950 as 
Songs from County Kerry.  During his visit, he was also working on his 
Symphony in G minor; initial sketching of this work began in 1924 but it 
would not be completed until 1937. 
 In the late Spring of 1934, Moeran received a commission from the 
Norwich Philharmonic Society for a new work.  This was before Delius’s 
death, so it is unknown if Moeran ‘planned the Delius connection’ (McNeil, 
1982, p121).  It is possible that Moeran was stuck for inspiration and was 
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encouraged by his friend Robert Nichols to consider setting this text.  
Certainly, Moeran began work on the project whilst staying at Nichols’s 
house in Winchelsea, Sussex. 
 Despite later misgivings, Farrago was proving to be popular.  On 6th 
September 1934 it received its one and only Proms performance.  Another 
compelling work first heard at that concert was Arthur Benjamin’s Violin 
Concerto (1931) with the soloist Louis Godowsky. 
 Early in 1935, Moeran received a letter from Delius’s widow Jelka 
(quoted Self, 1986, p100): 

‘The poem is beautiful, and I am sure it must have inspired you to give 
the best and most intimate and tender [feelings]...you have in your heart.  
Please dedicate it to the memory of Frederick, it is a tribute which I know 
would have given him great pleasure.  Jelka Delius.’ 

At that date, Jelka was seriously ill herself with only a few months to live.  
 It is not exactly clear when the score was completed (the holograph is 
missing) and when it was sent to the publisher.  
The Nocturne was dedicated ‘In the memory of Frederic Delius’ who had 
died on 10th June 1934.  
 

The Poet 
Robert Nichols was a poet and playwright.  Now regarded as a First World 
War poet, his early writing appeared in the then popular Georgian Poetry 
volumes edited by Edward Marsh and published by Harold Munro 
between 1912 and 1922.  
 Nichols was born on 6th September 1893 on the Isle of Wight.  After 
education at Winchester and Trinity College, Oxford, he enlisted in the 
Royal Field Artillery in October 1914, shortly after the outbreak the First 
World War.  He saw action on the Western Front but was repatriated after 
the Battle of the Somme suffering from shellshock and was finally invalided 
out of the Army in 1916. 
 Nichols’s first volume of verse, Invocation, appeared in 1915.  Several 
subsequent collections followed included Ardours and Endurance (1917) and 
Sonnets to Aurelia (1920).  He moved to Tokyo Imperial University in 1921 
where he succeeded fellow ‘war-poet’ Edmund Blunden.  Three years later, 
he re-established himself in Hollywood, California where he attempted to 
write plays which were largely unsuccessful.  Dramas included Guilty Souls 
(1922) and Wings over Europe (1932).  After residence in Germany, Austria 
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and the South of France, he returned to England in 1940 and settled in 
Winchelsea.  
 His major plays, Don Juan Tenorio the Great and The Solitudes of the Sun 
were allegedly never completed.  Extracts from Don Juan were included in 
his final poetry collection Such was my Singing published in 1942.  Nichols’s 
poetry is usually seen as being more patriotic and romantic than fellow 
poets Siegfried Sassoon and Robert Graves.  Robert Nichols died on 17th 
December 1944 in Cambridge.  
 E J Moeran had previously set one of Nichols’s poems, Blue-eyed Spring 
(1931) which featured ‘blithe and cunning’ rapidly changing modulations 
(Musical Times, April 1935, p332).  Other composers who have set his 
poetry include Arthur Bliss, Christian Darnton and the enigmatic 
Kaikhosru Sorabji.  Delius himself had collaborated with Robert Nichols in 
selecting Walt Whitman’s texts for his Idyll – Once I passed through a populous 
city (1930-32). 
 

The Text 
Exquisite stillness!  What serenities 
Of earth and air!  How bright atop the wall 
The stonecrop’s fire and beyond the precipice 
How huge, how hushed the primrose evenfall! 
How softly, too, the white crane voyages 
Yon honeyed height of warmth and silence, whence 
He can look down on islet, lake and shore 
And crowding [voiceless] woods and voiceless [pathless] promontories 
Or, further gazing, view the magnificence 
Of cloud-like mountains and of mountainous cloud 
Or ghostly wrack below the horizon rim 
Not even his eye has vantage to explore. 
Now, spirit, find out wings and mount to him, 
Wheel where he wheels, where he is soaring soar, 
Hang where now he hangs in the planisphere- 
Evening’s first star and golden as a bee 
In the sun’s hair - for happiness is here! 
 

(from Don Juan Tenorio the Great, a play by Robert Nichols.) 
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The text is Don Juan’s ‘Address to the Sunset’ which Nichols states was 
designed to have been spoken when 

‘[he], having finally routed the Brethren descends to the forestage and 
addresses the sunset …’ (Nichols, 1942, p165). 

It is difficult to divine what Nichols’s play was about.  Clearly, it was 
supposed to deal with the well-known story of the legendary Spanish 
nobleman Don Juan, the great seducer and gambler, whose life was vitiated 
by cruelty and lust.  The most famous versions of this story are Mozart’s 
Don Giovanni and Lord Byron’s eponymous poem.  Many plays have been 
written on this theme, since Tirso di Molina’s exemplar in 1630.  The 
surviving fragments of Robert Nichols’s verse play does not allow the 
reader to reach a full understanding of the subsequent development of his 
plot.  Reading through these fragments is hard work.  One struggles to see 
how this could have been successfully adapted to the stage: it seems 
unlikely that the audience would have been inspired or moved by the 
dialogue.  
 The extract that Moeran used in his Nocturne gives us few problems of 
interpretation or understanding.  The clue lies in the composer’s own 
statement that this work is a ‘kind of tone poem’ rather than a choral work.  
The images of, and allusions to, the sunset are all that is required for the 
listener to appreciate this text.  The quality (or otherwise) of the verse and 
metaphors does not matter.  The chorus quite simply adds to the orchestral 
texture of the tone poem.  The many felicitous lines or phrases in the text 
are a bonus.  Finally, notice the two minor changes to the text that Moeran 
included in the score.  I prefer ‘voiceless woods’ and ‘pathless 
promontories’ and consider that Nichols’s original text probably made 
more sense. 
 

The Premiere 
Moeran’s Nocturne was first heard on Thursday 4th April 1935, during the 
final concert of that year’s Norfolk and Norwich Festival at the St Andrew’s 
Halls.  The highlight that evening was Ralph Vaughan Williams’s A Sea 
Symphony (1903-9) performed by the chorus and orchestra of the Norwich 
Philharmonic Society conducted by Dr Heathcote Statham.  The 
programme also included one of Charles Villiers Stanford’s Irish 
Rhapsodies (I was unable to find out which one) and Miss Isobel Baillie 
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sang two ‘Hebridean Folksongs’ with harp accompaniment, arranged by 
Marjory Kennedy-Fraser.  The harpist was Marie Goossens. 
 The Yarmouth Independent (13th April 1935, p20) reported that ‘E J 
Moeran, the well-known Norfolk composer’ described his Nocturne as ‘a 
kind of tone poem’ rather than a choral work as such.  Originally the 
baritone soloist was to have been Mr Harold Williams, but he was 
indisposed.  Taking over at the last moment, Mr Roy Henderson (1899-2000) 
‘rendered the solo part in excellent fashion.’  Henderson was a highly 
regarded baritone of his day, who gained recognition for his recital of 
Delius’s vocal music.  The Delius Society Journal (Winter 1987, No 92) is 
largely dedicated to Henderson and includes a detailed assessment of his 
Delius performances and an interview of the singer by Stephen Lloyd, the 
then editor.  
 A long review of the concert, by ‘Our Correspondent’ is given in 
Musical Opinion (May 1935, p 700).  The only additional information given 
here is that the Robert Nichols was in the audience.  The baritone soloist 
‘carried [his part] with sympathetic feeling of the music’s inspiration.’  
Finally, the reviewer thought that 

‘the whole work is of supreme beauty and was an immediate success, 
[with] the composer receiving a great ovation at its close.’  

There is a ‘notice’ of this concert in the pages of Benjamin Britten’s diaries 
(Evans, 2009, p255).  His 4th April 1935 entry states that he attended the 
concert and 

‘they do J’s [Jack, as Moeran was often known to his friends] new 
Nocturne … better than expected.  It is rather lovely - tho’ v. influenced 
by Delius, yet somehow stronger.’ 

Britten was much less impressed by Vaughan Williams’s A Sea Symphony 
which he considered 

‘utterly dated - much too long – the truth is that I haven’t been so bored 
for ages.’ 

The following year, on Thursday 24th July 1936, E J Moeran’s Nocturne was 
to be given a second performance at the Norwich and Norfolk Festival.  
 

The London Premiere 
The Nocturne was given its London debut at a Royal Philharmonic Society 
concert held at the Queen’s Hall, London on Thursday 30th January 1936.  
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The evening began with Ralph Vaughan Williams’s hymn setting For all the 
Saints who from their labours rest.  This was followed by Mozart’s Overture 
to Il Seraglio and then Moeran’s Nocturne.  The first half closed with a 
‘splendidly played’ account of Beethoven’s Piano Concerto No 3 in C minor, 
Op 37 with Wilhelm Backhaus as soloist.  After the interval, Patrick 
Hadley’s remarkable choral piece La Belle Dame sans Merci for tenor, chorus 
and orchestra was also given its London premiere.  This exceedingly long 
concert concluded with Ralph Vaughan Williams’s powerful, but often 
pessimistic, Symphony No 4 in F minor.  Adrian Boult conducted the BBC 
Choral Society and the London Philharmonic Orchestra.  The baritone 
soloist in the Nocturne was once again Roy Henderson.  
 The Times (31st January 1936, p12) critic, probably H C Colles, reminds 
the reader that 

‘the Nocturne is a setting of some lines descriptive of evening serenity … 
and the music suits the feeling of the words.’ 

Colles feels that it ‘arouses memories of [Delius’s] reflective mood.’  On a 
more critical note, he thinks that 

‘its linked sweetness is … too long drawn out, but one welcomed its quiet 
suggestiveness among so much positive assertion as this programme 
contained.’  

William McNaught reviewing this concert for the Musical Times (March 
1936, p264) felt that the 

‘dedication to Delius amounts to more than a gesture of admiration.  
Delius – so Moeran seems to say – would have loved to set Robert 
Nichols’s poem of twilight to music: in fact, often did so in the spirit.’ 

Of significance is McNaught’s conclusion that Moeran does not, however, 
try to tell us how Delius would have done it.  The Delian mood is there, the 
picture is in the same gallery, but the music, its technique and its personal 
utterance, are Moeran’s.  It is a shapely piece of music, beautifully fused 
together in form, substance, and style, and it made a definite impression of 
artistic value. 
 

Publication 
The vocal score of Moeran’s Nocturne was published by Novello and Co Ltd 
in 1935, priced 1/6d (about £5 at 2020 prices).  The orchestral parts are 
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available on hire from Music Sales Classical which is part of the Music Sales 
Group.  The location of the original manuscript is unknown. 
 An evaluation of the score was printed in Musical Opinion (August 
1935, p929).  The unsigned author began by suggesting that 

‘it is not always possible to get more than a general idea of a modern 
choral work from the vocal score’ 

however, perusing the Nocturne suggests that it is 

‘a really expressive and even poignant little work.’ 

The author thought that the section for double chorus commencing with 

‘Now, spirit, find out wings and mount to him [has a] beautiful soaring 
quality, and its wailing opening strikes the elegiac note at once.’ 

I am not sure that ‘wailing’ is a fair comment: for me this moment has 
echoes of Vaughan Williams’s Flos Campi written for solo viola, small 
chorus and orchestra (1925).  There was concern about the work’s 
conclusion ‘happiness is here’ which ‘looks on paper quite ordinary, even 
banal.’  I accept that the last bars of the Nocturne may lack the inspiration of 
its most successful moments, but it is still effective in presenting a mood of 
quiet resignation.  The violin solo at the start of the final lines is a touch of 
‘poetic’ genius. 
 

Analysis 
Moeran’s short programme note is worth quoting in full although it 
includes some information already cited in this essay.  After recalling the 
Norwich premiere, Moeran writes: 

‘[The Nocturne] should be regarded as a kind of tone-poem evolved 
around Nichols’ lines, from which both its form and inspiration have been 
derived. 

The work commences very quietly (Lento).  The atmosphere of sunset 
stillness and approaching nightfall is set by the orchestra, interspersed 
with wordless choral entries.  In the first of these a few tenors give out a 
soaring phrase which occurs later in various forms.  

The first four lines of the poem are sung by the soloist, after which further 
development of foregoing material brings us to the next part.  Here the 
speed quickens to Andante, the choir remains silent, and the soloist takes 
up the poem to a new theme of a lyrical quality.  The final section begins 
at the words Now, spirit, [find out wings and mount to him] etc.  Here, 
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for the first time, the whole chorus enters en masse in eight parts, and takes 
possession of the poem, pianissimo to begin with, but culminating in a big 
climax at the termination of the next line.  The music dies away to infinity 
at the end of the poem, over muted horn calls and a soft drum roll.  There 
is a pause, and a short epilogue brings the work to a serene close, the 
chorus repeating the words ‘Happiness is here,’ while a solo violin sings 
the soaring phrase for the last time.’  E J M (Philharmonic Society 
Programme Note, 30th January 1936)  

Heathcote Statham, the conductor of the Nocturne’s premiere, wrote a long 
analysis of ‘E J Moeran’s New Work’.  It was published in the April 1935 
edition of the Musical Times (pp312-315).  This magazine would have been 
on the streets some days before the performance.  Statham’s essay is 
descriptive rather than analytical and is accompanied by eight musical 
examples.  There are several relevant points that he makes.  Firstly, he notes 
the initial appearance of a ‘soaring phrase’ sung by the tenors.  This phrase 
appears several times, often altered slightly both melodically and 
rhythmically.  Statham then identifies a short melody for cor anglais, which 
appears shortly after the first entry of the soloist and is destined to reappear 
towards the climax of the work whilst the eight part chorus sings the words 
‘Wheel where he wheels, where he is soaring soar …’.  Last, he points out 
that the Nocturne’s conclusion is purely diatonic: there is no accidental in 
the final 16 bars.  Heathcote Statham believes that this is ‘a sincere and 
moving setting of a fine poem.’  He feels that it ‘should appeal to amateur 
organisations that have a competent orchestra’ that can handle the 
‘intonation and interpretation’ of the strings and the ‘exacting’ number of 
important woodwind parts. 
 After a descriptive analysis of the Nocturne, R J McNeill (1982, p170) in 
his thesis, concludes that it is 

‘an impressive achievement in capturing the sensuous, rather autumnal 
spirit that is frequently associated with Delius’s works for chorus and 
orchestra.’ 

One thinks of Sea Drift, The Song of the High Hills, Songs of Sunset and the 
Requiem.  Moeran has presented this mood in his own ‘stylistic terms.’  
McNeil remarks that the Nocturne ‘remains the composer’s most neglected 
work for large forces.’  A review of concert listings and record catalogues 
suggests that this assessment is still true. 
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 The most recent discussion of the Nocturne is by Geoffrey Self in his 
book The Music of E J Moeran.  Self deems that Delius’s ‘direct’ influence on 
Moeran has been exaggerated.  For example, he cites the piano piece 
Summer Valley, dedicated to the elder composer, as owing its style to John 
Ireland.  However, he does accept that Delius is an influence on the 
Nocturne, in the same way as Peter Warlock’s Serenade ‘To Frederick Delius 
on his 60th Birthday’ is ‘fulsome in its imitative flattery.’  (Self, 1986, p65) 
 Geoffrey Self (op.cit. p99ff) suggests that it is ‘certainly one of Moeran’s 
least practical works.’  He recognizes a ‘singular appropriateness’ of this 
text.  The imagery of ‘sunset’ appears in several of Delius’s works, most 
especially The Song of the High Hills.  On the other hand, the Nocturne is 
‘something of a curiosity’, is rarely performed and recorded, despite ‘its 
ravishing beauty.’  The reasons, Self insists, for its lack of popularity 
includes the difficulty of fitting it into a concert programme, and that the 

‘choral and orchestral resources and rehearsal provision which in cost of 
both time and money are hardly justified by the awkward timing of 
thirteen to fifteen minutes.’ 

Against this argument is the fact that at the work’s premiere in Norwich, 
the resources were already in place for Vaughan Williams’s A Sea 
Symphony.  They could be available in future concerts where the Nocturne 
might make an appropriate coupling with a ‘big work’ and give the chorus 
something to do in the ‘first half.’ 
 Geoffrey Self believes that despite the ‘sensitive word setting’ the 
Nocturne (as Moeran himself admitted) is more of an ‘orchestral tone poem 
with chorus obbligato’ rather than a cantata as such.  He feels it is 

‘a final piece of self-indulgence which, like some similar Delius works, 
would well justify recording where concert performance may be 
impracticable.’ 

Four year after he wrote these words Chandos Records obliged.  
 

The Recording 
In 1990 Chandos issued a CD featuring the Nocturne.  Other works on this 
disc included his late Serenade in G major for orchestra (1947), Peter 
Warlock’s ever-popular Capriol Suite (1926) and that composer’s Serenade 
for Frederick Delius (1923).  Vernon Handley conducted the Renaissance 
Singers and the Ulster Orchestra and Hugh Mackey was the baritone 
soloist.  Michael Kennedy, writing in The Gramophone (March 1991, p1668), 
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considered that ‘the interest of this disc is the inclusion of the Nocturne …’ 
He was less than impressed by Robert Nichols’s text which he regarded as 
‘a fairly dreadful one’.  Citing lines like ‘golden as a bee/In the sun’s hair’ 
he suggested that listeners 

‘who dislike the English pastoral-romantic school will loathe [it].’ 

On the other hand, it is 

‘a pleasant elegiac piece [in which] …echoes of Delius himself (Sea Drift) 
and Vaughan Williams abound’. 

He thought the performance ‘sensitive’ and ‘gently recorded.’  
 Rob Barnett, (MusicWeb International, 10th May 2010) reviewing the 
2009 Chandos repacking of the Nocturne wrote more favourably, insisting 
that the work is successful in 

‘exploring loveliness, transience and melancholy in a vein [like] that 
espoused by Ernest Dowson.  Summer’s somnolence, satiation and 
languor pulse slowly through this music.  Hugh Mackey shapes the notes 
with a caress as do the sighing Renaissance Singers.’  

Edward Dowson (1867-1900) was a poet and novelist usually associated 
with the Decadent Movement.  Delius himself set several poems by 
Dowson, including the rarely heard Cynara (1907). 
 

Addendum 1 
A letter cited by Lewis Foreman (1987, p184) from Ralph Vaughan Williams 
to Moeran is of interest.  It is in the hand of his wife, Adeline Vaughan 
Williams and signed by Ralph.  (Cobbe website) 
 

The White Gates 
Westcott Road 
Dorking 
February 8 [1936?] 

Dear Moeran 

Many thanks for the copy of the Nocturne - I thought it beautiful - I think 
the references to Delius in the Press are absurd.  Doubtless if Delius had 
not existed it might not have been written.  Just as Delius would not have 
been written without Grieg or Grieg without Schumann and so on back to 
Tubal Cain. 
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I find in your work a distinction of style that I fail to find usually in Delius 
with the notable exception of the Wedding Procession (not the Paradise 
Garden) in [A Village] Romeo & Juliet. 

Yr 

R Vaughan Williams 

There is some doubt as to when this letter was sent.  The commentary 
provided by Foreman suggests that it may have been February 1935.  Yet, 
if we assume this date to be correct, it was posted before the Nocturne’s 
premiere in 4th April of that year.  It seems more likely that the letter was 
written in 1936, shortly after the work’s London premiere on 30th January 
1936 at the Queen’s Hall.  It was at this time that several critics noted the 
considerable influence of Delius (see reviews quoted above). 
 

Addendum 2 
On Sunday 1st July 1973, Moeran’s Nocturne was revived at that year’s 
Aldeburgh Festival.  Philip Ledger conducted the Aldeburgh Festival 
Singers, the Tavernham School Choir and the City of Birmingham 
Symphony Orchestra in a concert that also included Benjamin Britten’s 
Ballad of Heroes Op 14 for tenor, chorus and orchestra (1939) and Gordon 
Crosse’s imaginative and absorbing Changes, Op 17, a nocturnal cycle for 
soloists and mixed chorus and orchestra (1966).  The baritone soloist in the 
Nocturne was John Shirley-Quirk.  The programme note (The Twenty-Sixth 
Aldeburgh Festival of Music and the Arts, 15th June-2nd July 1973 
Programme Book, p56) was written by Benjamin Britten.  There is a glaring 
error here.  Britten writes that he met the composer whilst he (Moeran) was 
living with his (Moeran’s) mother at the village of Lingwood near Norwich, 
and 

‘became warm friends despite the disparity of our ages and it was a 
privilege to get to know this charming and affectionate Irishman’ (my 
italics). 

Britten surely would have known that Moeran was born in Spring Grove 
Vicarage, Heston, Middlesex – definitely an Englishman.  Admittedly, he 
had Irish antecedents and certainly spent much time in Eire.  
Britten writes that 

‘the Nocturne…owes much to the shifting harmonies of [Delius] but the 
twilight nostalgic beauty of this music is Moeran’s own.’ 
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Remarkably, Benjamin Britten is magnanimous enough to recall his ‘rather 
bossy teenage criticisms’ of the elder composer which, apparently, Moeran 
accepted ‘gratefully and humbly.’  
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Frederick Delius, Ivor Gurney, Alan Rawsthorne, and Ralph Vaughan Williams.   
Currently he maintains a British Music Blog – The Land of Lost Content 
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ALDEN BROOKS, FRIEND AND NEIGHBOUR 
OF DELIUS 
 

This is the first of a projected number of articles by Roger Buckley, which draw on 
the diaries of Alden Brooks.   

 ‘What a book about Delius [,] Brooks could have written from that 
window across the wall where he observed Delius for about thirty years, 
and he knew more about Delius than all the rest of us put together!’ 

So remarked Eric Fenby in the course of a talk, ‘Visitors to Grez’, that he 
gave at a meeting of The Delius Society at Mary Ward House in 1983.1 
 Fenby also commented: 

‘On Sundays at Delius’s house it was an “at home” at four o’clock, and 
people would turn up there, friends in the neighbourhood – there weren’t 
many – but the most usual visitors to be found there would be Alden and 
Hilma Brooks.  They were most delightful, cultivated Americans. [...] 
Alden was a novelist, a great collector of pictures, and he used to delight 
Delius with all the latest art gossip from Paris.’ 

Alden Brooks (1883-1964) was indeed American, from Ohio, while his wife 
Hilma Chadwick (1885-1971) was actually born in the house in Grez-sur-
Loing that was later to become the Deliuses’.  She was the daughter of 
Francis Brooks Chadwick, also an American, and his Swedish wife Emma 
Löwstädt, both of whom were painters; they had met at the Académie 
Julian in Paris around 1880.  They first came to Grez-sur-Loing in 1882 and 
in 1893 purchased their home, formerly the Pension Laurent, where an 
artists’ colony had gathered during the 1880s.  Alden and Hilma were 
married in St Ives, Cornwall, in 1908, and settled in Grez-sur-Loing in 1910.  
When the United States entered the First World War, Alden was refused by 
the American Army on account of poor eyesight, but was nevertheless able 
to enlist in the French Foreign Legion in 1917, was awarded the Croix de 
Guerre with silver star for gallantry on special missions in 1918, and was 
honourably discharged a year later.  He deplored what he saw of war and 
wrote in Time magazine: 

‘War is stupid, insensate, unheroic to the last degree.  War is not waged 
like a game.  Analogies of the football field and of the chessboard are 
completely erroneous.  War is a brutal chaos, governed by no laws.’ 
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Maison Alden Brooks, 8 boulevard Arago, Paris 75014; 
printed with permission from Jane Rice / Alden Brooks Archives 
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At the end of the war, Brooks rented a large apartment at 58 rue Madame, 
just to the west of the Jardin du Luxembourg in Paris, and began covering 
the walls with paintings that he had acquired.  He and his family continued 
to live in Grez for much of the year, but they retreated to Paris each winter 
because they found Grez too cold and damp.  In 1928 Brooks built a new 
home in Paris, the first commission of the American architect Paul Nelson, 
at 80 boulevard Arago. 
 As fears of an impending Second World War mounted, he returned to 
America with his family and lived there until his death in 1964.  In the 1930s 
and 1940s he developed a theory on the Shakespeare authorship question, 
attributing the works to Sir Edward Dyer (1543-1607). 
 Nowadays Brooks is probably best known for his war books and as a 
discerning collector of European art of the twentieth century.  The Alden 
Brooks archives include diaries kept by his grand-daughter, Jane Rice, in 
America, to whom the writer is extremely grateful.  They have been 
selectively copied by her, and there are many references to the Deliuses.  
Some of his correspondence with Delius, his parents, Balfour Gardiner and 
Eric Fenby, has also survived, and will be reproduced in future editions of 
this Journal. 
 For now, Alden Brooks speaks in the words of a deposition that he 
made in 1962, which was intended to authenticate a particular canvas in his 
collection, but which also paints the self-portrait of a successful collector of 
art. 

‘I was born in Cleveland, Ohio, February 8, 1883.  After graduating from 
College I taught English at Harvard University and U.S. Naval Academy, 
Annapolis.  Then I became a free-lance writer and went abroad, living in 
France.  The First World War breaking out, I volunteered in the French 
Foreign Legion and became an officer in the French Army. 

‘In 1918 when I was going to be demobilized, I rented the apartment, 58 
rue Madame, formerly rented by Michael Stein and his wife, of Matisse 
fame.  It was a big barn-like structure and to cover its walls, formerly 
covered with Matisse paintings, I browsed around among the art dealers 
for pictures by local artists that my limited income could permit me to 
buy.  Among these was a weird Italian painter, about my age, named 
Modigliani whom I saw once sitting on the floor doing drawings.  I 
bought two pictures of his from his one-time dealer, Chéron, and then 
became quite friendly with Zborowski, that Polish poet who became 
Modigliani’s real dealer, after Modigliani had broken with Chéron.  Off 
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Zborowski I bought as many as twelve Modiglianis, many of them before 
Modigliani died in January 1920. 

‘But my habit was this, I would swap a picture I did not like for in my 
opinion, a better one.  Thus, at one time or another I had on my walls such 
well-known Modigliani paintings as ‘Mme Pompadour’, a portrait of 
Modigliani’s wife named Jeanne Hébuterne, a portrait of Mme 
Zborowski, and a portrait of Diego Rivera.  The latter portrait (which is 
reproduced in several volumes and appears as No. 31 in Ceroni’s work 
published in 19582) was an extraordinary painting, just a startling big, 
blotchy multi-colored face of a man holding a pipe.  But for my wife and 
me it was an unpleasant picture to look at.  As was also the very thin weird 
‘Mme Pompadour’.  And, too, the portrait of Modigliani’s wife, after the 
poor girl committed suicide.  That is why I no longer kept those pictures. 

‘Thus, finally, I came to own about six (for me, well chosen) Modiglianis.  
And when I moved out of 58 rue Madame, into a house I built myself at 
80 Boulevard Arago, I showed them on my walls with works of several 
other painters, including Soutine, Gauguin, Van Gogh, Utrillo and 

Hilma Brooks in the apartment at 58 rue Madame around 1919; 
printed with permission from Jane Rice / Alden Brooks Archives 
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Vlaminck.  However, if people came to see me, such as Calder, Augustus 
John, Epstein, Soutine and Matthew Smith, that was one thing.  Yet I never 
went out of my way to tout my collection, never showed them publicly, 
except for these exceptions.  The Gallery De Hauke came to me in 1929 
and wanted a Modigliani to show in America.  I lent them ‘l’Homme au 
Verre de Vin’.  De la Faille, the biographer of Van Gogh, wanted a 
photograph of my Van Gogh for his book, and that photograph is now in 
his standard treatise on Van Gogh under the heading COLLECTION 
BROOKS.  The Luxembourg Museum in Paris, for a retrospective 
Gauguin show, asked to have my Gauguin wood sculpture, and their 
catalogue for the occasion showed a full page illustration of the sculpture 
and labelled it COLLECTION BROOKS.  Three of my Matthew Smiths (to 
my mind the best English painter) were recently shown in the 
retrospective of his work at the Royal Academy, London, and I have given 
to the National Portrait Gallery, London, a self-portrait by Smith.  Also, I 
have given to the Louvre Museum, Paris, a picture by Ortiz de Zarate, 
Modigliani’s good friend and my very good friend.  Furthermore, a 
Modigliani nude that I got rid of because it was really too large is now 
reproduced in certain books on Modigliani over the inscription 
COLLECTION BROOKS. 

‘When I sold my Paris house, in fear of a Second World War, and returned 
to America, I was faced with limited wall space.  Thereupon I gave away 
some of my pictures to my children, little realising the value some of them 
would obtain, though I knew they had increased in value. 

‘One of these pictures was a picture that we called ‘Fille du Peuple’, which 
picture I gave to my daughter Valerie and to her husband, Del Neel. 

‘It was painted by Modigliani about 1917, during the period he was under 
the aegis of Chéron.  Chéron had a downstairs panelled room, a sort of 
cellar it only was, where Modigliani could come and paint for a salary on 
condition that he left his canvasses to Chéron.  This was a room that I have 
actually seen.  The arrangement between Chéron and Modigliani did not 
last very long, but some pictures of this period can be distinguished by 
their panelled backgrounds.  Chéron told me that the model for the ‘Fille 
du Peuple’ was an ordinary flower girl who was hired in from her stand 
outside the Galerie.  Although I saw the picture at Chéron’s I did not buy 
it off Chéron but later bought it off Zborowski before Modigliani died in 
1920. 
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Alden Brooks the collector, photographed in America around 1940. 
Behind his right shoulder is Amedeo Modigiani’s ‘Le Garçon Rouge’, shown in 
Paris in 1917; behind his left is Maurice Utrillo’s ‘Église Saint Léger’, acquired 

by Brooks in Paris in 1924; and by his left elbow is Paul Gauguin’s c. 1892 
sculpture in Tamanu wood consisting of two figures carved back to back. 

The side facing the camera shows ‘Hina’, the Tahitian moon-goddess. 
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‘I consider the picture one 
of my best Modiglianis and 
chosen finally above certain 
better known other 
pictures.  Modigliani, 
especially when he was 
under the influence of 
alcohol or dope, could be 
very brilliant but too wild.  
And for me, as he grew 
more and more tubercular, 
his painting strength could 
not rise beyond colored 
drawings.  This ‘Fille du 
Peuple’ is a painting.  And it 
shows Modigliani’s Italian 
origin.  That simple portrait 
of a girl, arms relaxed and 
yet with that stunningly 
painted head, has all the 
quality of a Titian.’ 

Alden Brooks 
(Sworn to before a Notary 
Public at Beverly Hills, 
California, 13th August 1962) 
 

Roger Buckley 
 
 
1 The Delius Society Journal, 106 (1991), p22 
2 Ambrogio Ceroni, Amedeo Modigliani Peintre (Edizioni del Milone, 1958) 
 

 
  

‘Fille du Peuple’, Amedeo Modigliani 
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DELIUS MANUSCRIPTS 
 

Paul Guinery describes recent acquisitions by the Delius Trust. 
 

And still they come … a further set of Delius manuscripts came up for 
auction at Sotheby’s in London on 3rd December last year, making it the 
third time recently that I had visited the Bond Street auction room with the 
Trust’s secretary, hoping that Fortune would favour the Trust’s chances and 
that our bidding would not be scuppered by some anonymous rival at the 
end of a phone-line.  I’m happy to say that Fortune did indeed smile and 
we successfully secured lot number forty-two, a most interesting item.  
More than interesting: it is an important acquisition, certainly for pianists, 
as the manuscripts included a set of what were described by Sotheby’s as 
‘six hitherto unknown piano pieces’.  I would concede that Delius’s solo 
keyboard music is not the most essential part of his output (it is relegated 
to volume 33 of the Collected Edition), though I personally rate the Three 
Preludes very highly and, as well as recording them, have often performed 
them.  However, there is relatively so little solo piano music by Delius that 
it is something of a embarrass de richesses for pianists to be given all at once 
six unknown pieces to explore – well, five actually, as I will explain later. 
 The piano material consists of sketches or rough versions in Delius’s 
own hand, along with fair copies in what is almost certainly Jelka’s hand; 
we know that around this time she acted as an amanuensis for her husband 
(viz. the three piano fragments written down by her which are included in 
volume 33 mentioned above).  Delius’s only other mature piano music was 
composed in 1923, that is to say the Three Preludes, published that same year, 
and the Five Piano Pieces, published two years later.  Given the acute decline 
in Delius’s health at this time, piano music was clearly just about 
manageable whereas anything on a larger scale was becoming more and 
more impossible, witness his struggle to complete Hassan.  Though it is not 
conclusive that the six piano pieces amongst the auction material were 
intended to be a set, it seems highly likely, given that they are clearly 
numbered one to six on the manuscripts themselves. 
 It is also highly questionable whether the pieces were all original 
material composed around 1923 or whether they range back over a wider 
period.  Piano music sold well and publishers were always keen to bring it 
out.  Delius may have seen a good way to profit from this; but rather than 
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compose new material, he instead went through earlier, discarded sketches 
intended for quite other, undeveloped works and thereby assembled a set.  
The nature of the sketches themselves, which are mostly on what look like 
odd scraps of manuscript paper, would seem to indicate this, but there is 
clearly work to be done along those lines. 
 The first piece is soulful and melancholy, twenty-seven bars long and 
marked simply espres(sivo).  Crotchet intervals of a third form the pulsing 
right-hand accompaniment to descending figures with longer note values 
in the left-hand, like long-drawn sighs.  The second piece, which consists of 
thirty-one bars in a 5/4 metre, is more chordal with characteristically wide 
spacings for both hands.  Harmonically it is fairly complex with some 
unexpectedly gritty harmonies and modulations.  Neither of these first two 
pieces has a tempo indication but metronome marks have been added in 
pencil above the opening bars of each.  The third piece, dated 15th 
November 1923, is completely different in mood and style: it is like a duet 
for two solo instruments – a flowing tune in single notes for the right-hand 
over arpeggios in the left.  The fair copy continues no further than bar 10 
though the sketches do and it would be possible to complete the piece 
without too much guess work.  There is no tempo or metronome mark 
indicated at all. 
 The fourth piece (illustrated opposite), dated 4th December 1923, is in 
4/4, and again continues no further than bar 21 although the sketch does 
include some concluding bars which appear to have been crossed out.  Why 
the fair copy lacks an ending is a mystery.  I suspect Delius could not work 
out a satisfactory coda and intended to return to it, but never did.  
 Piece number five is a waltz in the style of a ländler (that is to say the 
accompanying rhythm is what would be termed in poetic metre a trochee 
ie a long stressed note followed by a short unstressed one) and is complete 
in fair copy in 40 bars.  It reminds me strongly of the waltz which makes up 
the third of the Five Piano Pieces.  The sixth piece is interesting in that it turns 
out to be pretty much what we know as the Caprice for cello and small 
orchestra of 1930, one of the works completed with Fenby’s assistance.  So 
strictly speaking it is not ‘unknown’, indeed there are further sketches of it 
in the Delius Archive.  But it is clearly headed ‘VI’ so at this stage was very 
much intended as a piano piece to conclude the set. 
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The fourth of six piano pieces recently acquired in MS by the Delius Trust 
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Various other manuscripts were included in the auction lot and they are 
much more intriguing and will need close examination.  The most 
straightforward is a complete version, in Jelka’s hand, dated 18th January 
1924, of the Toccata movement which became the last of the Five Piano 
Pieces.  Another manuscript contains just one and a quarter bars of the 
opening of the Violin Sonata No 3.  There are also various pages of sketches 
which are not easily identifiable without detailed scrutiny, though on one 
of them I could clearly make out ideas for the Violin Concerto, including the 
main theme. 
 More intriguing are some manuscript excerpts (in blue-green ink) of 
Percy Grainger’s two-piano arrangement of The Song of the High Hills (at the 
foot of one page is a characteristic little doodle by him of a locomotive with 
the explanation ‘Baltimore to Macon. Dec. 13. 1923’ – obviously he was 
working on his arrangement while a passenger on the American railroad).  
Another manuscript consists of bars 92 to the end, of the viola part of the 
early American Rhapsody – what this, and the Grainger, are doing amongst 
the collection is anybody’s guess.   
 Speaking as Chairman of the Delius Trust, I very much hope that the 
newly discovered piano pieces will be viable as a future publication by the 
Trust.  They are valuable additions to a genre to which Delius contributed 
only in a limited way and therefore should be more widely known. 
 
Paul Guinery 
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ÉDOUARD SCHILSKY, ‘THE RISING GENIUS’ 
 

Philip Heseltine, in Frederick Delius, the first English-language biography of 
the composer, gives an account of the young man’s days at the Leipzig 
Conservatorium.  He lists some of his fellow-students: Percy Pitt and Ernest 
Hutcheson, and ‘Robin Legge, though not a student at the Conservatorium, 
[who] was resident in the city.’1  Pride of place, however, goes to ‘Édouard2 
Schilsky, who was regarded everywhere as the rising genius’.  This 
information, along with many other memories of the Leipzig days that 
Heseltine records, can only have come directly from Delius himself; yet we 
have no record of any later contact between Schilsky and Delius. 
 

 
The Old Conservatorium of Music in Leipzig, 1886 

 
 Who then was this Schilsky, what became of him, and was the 
prediction of his ‘rising genius’ fulfilled? 
 Schilsky and Delius registered at the Conservatorium on the same day, 
7th October 1886, which Philip Jones (see below) tells us was the day after 
the entrance examinations, and their entries are just one apart in the register  
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for that day.  Both are hand-written in German, and both are embellished 
with ornate signatures. 
 Delius was 24; Schilsky was 19.  Delius’s certificate of admission was 
illustrated and translated by Philip Jones in his invaluable article ‘Delius’s 
Leipzig Connections: 1886-1888’ which appeared in this Journal in 1989.3  
Schilsky’s certificate of admission is here: 
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Translated, this reads: 

No. 4484.  Herr Edouard Schilsky from London, born in Paris on 13th 
March 67. 

Entered on 7th October 1886. 

Here since 30th August 1886. 

His father, Herr Joseph Schilsky, is a pensioner in London and will 
subsequently submit a request of acceptance. 

Herr S. had six months of piano lessons with Mr Beringer in London and 
then continued his education alone. 

In the theory of music and composition, two years with Messrs Liebig and 
Praut in London. 

Domicile: Schützenstr. 15, 3 tr. with Mr Zimmermann. 

Left 15th July 1887. 

‘Mr Beringer’ could well have been Oscar Beringer (1844-1922), a German-
born English pianist who, moving to London following studies in Leipzig 
and Berlin, established there in 1873 an ‘Academy for the Higher 
Development of Pianoforte Playing’, organized on the model of Tausig’s 
Berlin school.  I have not traced ‘Mr Liebig’.  It is possible that ‘Mr Praut’ 
was actually Ebenezer Prout (1835-1909), who in the 1880s was Professor of 
Harmony and Composition at the Royal Academy of Music in London, later 
moving to a similar post at the Guildhall School. 
 Perhaps we can already sense that something was not quite right.  
Schilsky was young (just 19), he had had only six months of formal 
instruction in piano-playing before electing to continue without a teacher, 
and he left the Conservatorium after nine months, without a qualification.  
His final report confirms that all was far from well.  A wholly remarkable 
student he may have been, but he had seriously upset his piano professor 
as the illustration on the next page shows.  Translated, this reads: 

Royal Conservatory of Music, Leipzig 
Teachers’ Report 

Herr Edouard Schilsky from London 
born in Paris on 13th March 1867 
registered in the Conservatory on 7th October 1886, departed on 15th 
July 1887 
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Theory of Music and Composition 
Very talented; extremely hardworking; has acquired excellent 
knowledge of theory up to the regular, three-voiced fugue.  S. Jadassohn 

Piano 
Since Mr. Schilsky is extremely talented, it is all the more regrettable that 
he did not want to undergo serious, necessary studies in piano playing 
and he has always shown a strange, incredible aversion to this instrument, 
which is so important for a composer.  In the beginning he worked hard 
and with perseverance, even if he had always loathed scales and studies.  
Lately he even played, quite nicely, the D minor concerto by Mozart, but 
only a few tutti (!) passages interested him.  Since Mr. Schilsky recognised 
that I did not involve myself in his quirks and did not approve of his taste 
for anything eccentric or abstruse, of late he preferred, under some 
pretext, not to attend.  W. Rehberg 

Ensemble Work 
Attended.  Carl Reinecke 

Lectures on the History and Aesthetics of Music 
Attended.  Oscar Paul 

Singing 
Did not attend.  Klesse 

Leipzig, 16th July 1887 

Schilsky’s piano professor, Willy Rehberg (1863-1937) was a Swiss pianist 
and composer who taught at the Leipzig Conservatorium until 1890.  His 
compositions include a Brevis Symphony for orchestra and works for piano.  
He made a number of piano recordings for the gramophone, including 
some using the remarkable Jankó keyboard. 
 Rehberg’s irritation with the hubris of his supremely talented but 
reckless student shines clearly through his diatribe.  The positive or non-
committal reports of his other professors notwithstanding, it seems possible 
that Rehberg’s condemnation resulted in the termination of Schilsky’s 
musical education in Leipzig; no student whose attendance amounted to 
less than a year was recognized by the Conservatorium.4  Prof. Stefan Welz 
suggests: 

‘It seems to me that the devastating Rehberg judgement on Schilsky might 
be based on an incident at the Conservatorium, or on Schilsky's behaviour 
in public.  Perhaps the on-going battle at this institution between the 
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traditionalists and the modernists (the latter being in favour of Liszt and 
Wagner) could be the background to all this.’5 

A little browsing through the on-line archives produces the information 
that the parents of Edouard (also known as Edward) Schilsky were 
Prussian-born Joseph Hendrik Schilsky (1811-1893), and French-born Clara, 
née Bloch (1826-?), both naturalized British subjects.  He was to have three 
brothers and six sisters.  His brother Charles (1868-1931) became Professor 
of Violin at the Elder Conservatorium in Adelaide, South Australia, and is 
remembered as the person who recognised the talent of pianist Eileen Joyce 
and did much to further her career. 
 The 1939 England and Wales Register shows Edward living at Barn 
House, Alton, Hampshire, where he is described as married and a ‘Musical 
Composer’.  With him at that address was Adolphine Sophie Schilsky (1902-
1984), also listed as married, whose relationship to Edward is not specified.  
If she was Edward’s wife, she was 35 years his junior.  We have no other 
information on Edward’s marital status, or whether he had children.  
Edward died in 1945 at the age of 78. 
 As to Schilsky’s description as a ‘Musical Composer’, we know that a 
number of his compositions were published, for example two sets of 
Klavierstücke, both advertised in the November 1889 catalogue of Albert 
Henry Payne (1812-1902), an English engraver and music publisher whose 
business was located in Leipzig. 
 In an earlier piece for this Journal6 I mentioned that the name Schilsky 
appears in Henry Handel Richardson’s7 grand romantic novel Maurice 
Guest, which is set in late nineteenth century Leipzig with the 
Conservatorium at its heart.  Maurice Guest, HHR’s first novel, published by 
Heinemann in 19088, 

‘traces the doomed passion of [an English] musical student, Maurice 
Guest, for a young femme fatale, the enigmatic Australian Louise Dufrayer, 
who is herself besmitten with the musical genius of their entourage, 
Schilsky.’9 

Aside from its quality as a work of literature, the book is particularly 
fascinating for those keen to learn about the musical and interpersonal lives 
of Conservatorium students in the late 1880s, Fritz Delius included, though 
some doubt has been cast on its authenticity.10 
 HHR was a student at the Leipzig Conservatorium from 1888, the year 
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in which Delius left the city; there was no overlap between the two.  
Nevertheless it had occurred to me that ‘the rising genius’ of Delius’s time 
could have been the model for HHR’s Schilsky.  The answer to this question 
turns out to be both ‘yes’ and ‘no’.  In the scholarly annotated edition of 
Maurice Guest, in which all the substantial cuts insisted on by the original 
publisher have been restored, a note on the text includes all that we could 
wish to know on the subject, in the form of an August 1929 letter from HHR 
to her friend Mary Kernot: 

‘For your ear alone, I will tell you of what & whom the latter [i.e. Schilsky] 
was made.  When I first married, & we lived a Bohemian existence on a 
fourth floor in Munich, in one of the better, front flats lived a composer 
named Edouard Schilsky – I used to watch with interest packets coming 
to him by post, which I imagined to be returned scores.  – I mean returned 
by publishers.  He was a dark scraggy little man, living I’m sure with a 
girl he wasn’t married to, & his personal appearance has nothing to do 
with the S[chilsky] of ‘M[aurice] G[uest]’.  But I liked his name and chose 
it.  Secondly, in Leipzig when I was there, there was an auburn-haired 
German violinist [Felix Berber] (who had an affair with an English girl) 
who did great things, and is one of the best known German fiddlers of 
today.  Thirdly, Schilsky’s personal appearance was borrowed from Richard 
Strauss, the composer & conductor, of whom at this time I thought the 
world.  And that’s the whole truth.  You see how absurd it is to try to pin 
S. down as a portrait of any one person.’11 

Despite HHR’s somewhat disparaging description of the Edouard Schilsky 
she knew in Munich, it seems more than likely that he was actually the self-
same ‘rising genius’ and exact Leipzig contemporary that Delius knew.  
Rise he did, but like Icarus too close to the sun, and nemesis followed his 
brief trajectory. 
 
Roger Buckley 
 
 
1 Peter Warlock (Philip Heseltine), Frederick Delius (London: The Bodley Head, 1952), p45 
(first published 1923) 
2 The French equivalent of ‘Edward’; Heseltine alone correctly quotes the initial ‘e-acute’ 
3 Philip Jones, ‘Delius’s Leipzig Connections: 1886-1888’, The Delius Society Journal, 102 (1989), 
(pp3-14) 
4 Joanna Pepple, ‘Americans at the Leipzig Conservatoire (1843-1918) and Their Impact on 
American Musical Culture’, The Florida State University, Pro-Quest Dissertations Publishing 
(2019), 13421544, pp195-205 (https://preview.tinyurl.com/svyxard). 
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5 Prof Stefan Welz, personal communication, 2020 
6 Roger Buckley, ‘Leipzig Then and Now’, The Delius Society Journal, 155 (2014), pp66-68 
7 The pen-name of Ethel Florence Lindesay Richardson (1870-1946), abbreviated 
subsequently to HHR 
8 Now available in a number of reprint editions, and electronically 
9 Michael Ackland, Henry Handel Richardson: A Life (Cambridge, Cambridge University Press, 
2004), p166 
10 Idem, chapter 5 (‘Love and Music in Leipzig’), pp83-84 
11 Henry Handel Richardson, ed. Clive Probyn and Bruce Steele, Maurice Guest (The 
Academy Editions of Australian Literature; St Lucia, Queensland: University of Queensland 
Press, 1998), chapter III, note 8, pp739-740 
 

It is a pleasure to acknowledge the invaluable assistance of the following during the 
preparation of this article: 
 

Ingrid Jach (Archivist, University of Music and Theatre, Leipzig, formerly the Royal 
Conservatorium of Music, Leipzig) 
Hans Peter Dieterling (long-standing member of The Delius Society) 
Prof Dr Stefan Welz (Professor of Linguistics and Literature, University of Leipzig) 
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THE ORIGIN OF THE ‘APPALACHIA’ THEME 
 

The source of the theme which Delius used for Appalachia is an intriguing 
subject.  Delius describes Appalachia as ‘Variations on an Old Slave Song’ 
and on several occasions Eric Fenby has stated that Delius heard the song 
being sung by workers in a tobacco factory near Danville.1  Presumably 
Fenby was told this by Delius so it seems likely to be correct.  The intriguing 
aspect of the theme is its close resemblance to the famous quartet ‘Bella 
figlia dell’amore’ from Act 3 of Verdi’s Rigoletto.  Fenby1 and others have 
mentioned this coincidence several times, and in his programme note for 
the 1929 Delius Festival Peter Warlock2 comments that: 

‘... it (the Appalachia theme) ...bears a striking resemblance to a melody 
from Rigoletto, which may possibly be its ultimate origin.’ 

Warlock’s remark is particularly interesting, and it is quite possible to 
imagine how this might have happened.  From its 1851 premiere onwards 
Rigoletto quickly became a hugely successful opera.  Within a few years it 
had been performed all over the world, reaching the United States in 1855.  
As was usual with successful operas, numerous piano transcriptions of 
themes from the opera very soon appeared, for two and four hands, with 
titles such as Rigoletto Fantasia and Potpourri on Themes from Rigoletto.  These 
would have been the latest ‘must have’ pieces for amateur pianists to 
acquire and would have become part of music collections all over the world, 
including those in plantation owners’ houses in the Southern States.  One 
can therefore imagine how strains of the Rigoletto quartet theme on the 
piano (perhaps played by a daughter of the house?) might have wafted 
through an open window on a sultry summer evening and been heard by 
the plantation workers, who were struck by this arresting melody and 
fashioned their own version of it.  This is of course pure speculation, but it 
shows that the song Delius heard could well have had its origin in a famous 
melody by Verdi.  What is slightly odd is that Delius himself never seems 
to have commented on the similarity.  Whatever his views on Verdi’s operas 
might have been it’s hard to believe that Delius was unaware of such a well-
known opera, given that it had become a staple of the operatic repertoire 
worldwide ever since the first performance. 
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 Maybe there is more evidence somewhere which could prove my 
speculation? 
 
Tony Summers 
 
 
1 Sleeve note by Eric Fenby (1971) for EMI disc ASD 2635 (Hallé/Barbirolli: Appalachia & Brigg 
Fair); Fenby in interview with Fred Calland (1974), DSJ 106 p16 (Winter/Spring 1991) 
2 DSJ 94 p50 (Autumn 1987) 
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100 YEARS AGO 
 

In this regular series, Paul Chennell looks back at Delius’s letters and the writings 
of others to gain an insight into the composer’s activities in Spring 1920. 
 

At the beginning of the new decade – and indeed for the whole of 1920 
Delius was worried about financial matters after the end of the war.  Delius 
was elected a member of the Performing Right Society in February 1920.1  
He travelled to London, and there on 21st February heard the first 
performance of the Double Concerto, given in the Queen’s Hall by Beatrice 
and May Harrison, with Henry Wood conducting.  In a letter dated [?]22nd 
February, Delius told his wife 

‘The Concerto went wonderfully well – The girls played superbly & Wood 
surpassed himself –’2 

The first performance of The Song of the High Hills took place on 26th 
February, with Albert Coates conducting, at the Royal Philharmonic Society 
concert with the Philharmonic Choir.  Whilst in London Delius also 
attended a performance of Tristan and Isolde conducted by Thomas Beecham 
at Covent Garden on 27th February.3 
 Beecham conducted three performances of A Village Romeo and Juliet on 
19th March, 25th March, and 5th April at Covent Garden.  Delius left for 
Grez on 21st March.  Fairly soon he was sketching out the work that was 
eventually to be known as Songs of Farewell.  However, composition of this 
had to be laid aside as his health deteriorated and, in the summer, a 
proposed holiday in Brittany was abandoned.  Philip Heseltine wrote on 
16th April full of praise for the performances at Covent Garden of A Village 
Romeo and Juliet: 

‘how utterly marvellous the Village Romeo seemed to me.’4 

In May Jelka wrote to Philip Heseltine telling him that En Arabesk was to be 
performed later that month. 

‘We’re awfully nervous what they are going to make of it’.5 

En Arabesk was given by the Welsh Musical Festival Choral Society, London 
Symphony Orchestra, soloist Percy Heming and conductor Arthur E Sims 
at the Welsh Musical Festival at Newport on 28th May.  In his biography of 
Delius Sir Thomas Beecham tells us that ‘thanks to the enterprise of Mr. 
Cyril Jenkins,’6 this Newport performance was arranged.  Cyril Jenkins 



 

58 DSJ 167 
 

(1889-1978) was a Welsh composer and administrator who studied with 
Stanford and for a short while with Maurice Ravel.7  On 29th June Delius 
wrote to Heseltine enquiring 

‘I’ve not read or heard a thing about that Welsh Festival and should like 
so much to know how the Arabesk went?’8 

As Lee-Browne and Guinery remark in their book, it is very odd that there 
is no critical coverage of this performance or the next one which took place 
as part of the 1929 Delius Festival, since En Arabesk is one of Delius’s finest 
and most unusual compositions. 
 
Paul Chennell 
 
 

1 Robert Montgomery and Robert Threlfall, Music and Copyright: The Case of Delius and his 
Publishers (Ashgate, 2007), p145 
2 Lionel Carley, Delius: A Life in Letters 1909-1934 (Scolar Press, 1988), p227 
3 Idem, p228 
4 Idem, p229 n1 
5 Barry Smith, ed, Frederick Delius and Peter Warlock A Friendship Revealed (OUP, 2000), p319 
6 Thomas Beecham, Frederick Delius (Hutchinson, 1959), p188 
7 Martin Lee-Browne and Paul Guinery, Delius and His Music (The Boydell Press, 2014) 
pp298-299 
8 Lionel Carley, Delius A Life in Letters 1909-1934 (Scolar Press, 1988), p232 
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OBITUARIES 
 
DON GILLESPIE (1936-2019) 
 

Lionel Carley writes: 
Don Gillespie, who died at the age of 83 on 24th October 2019, will be most 
familiar to members of The Delius Society as author of The Search for Thomas 
F. Ward: Teacher of Frederick Delius, published in 1996 by the University Press 
of Florida.  Critics found the book to be an astonishing piece of research, 
one calling it 

‘a masterpiece of historical recreation – personal and yet factual, detailed 
and yet thorough’, 

and in the pages of this journal Helen Faulkner wrote of a ‘masterly’ work: 

‘Part biography, part detective story, the writer relies in equal measure on 
diligent research (and here Gillespie cannot be faulted) and unpredictable 
good luck’, 

the result being a book 

‘of tremendous interest to all lovers and scholars of Delius’s music.’ 

Born and bred in Georgia, Don Gillespie studied piano at the University of 
Georgia, earning a master’s degree in musicology before moving on to the 
University of North Carolina where he gained a doctorate in musicology.  
Before long he found himself an employee in New York of the C F Peters 
music publishing company, where he was to enjoy a 30-year career, rising 
first to become Director of Copyright and then Vice President and Director 
of the Board.  I quote the words of one of his Peters colleagues on the 
occasion in 2001 of Don’s official retirement, a tribute that mirrored the 
affection that both colleagues and friends had for its subject: 

‘It was just always a pleasure to work with Don … you can’t replace Don.  
He’s an institution.’ 

Don finally moved back to Georgia in 2014, still however continuing as a 
consultant to Peters. 
 Don Gillespie was long a member of The Delius Society, having loved 
the composer’s music since his young days, and members had the 
opportunity to meet him in England when he attended the Society’s AGM 
weekend in Scarborough in June 1992.  The range of his interests is perhaps 
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easily demonstrated by his writings on John Cage and contemporary 
composers.  He long contemplated – though finally abandoned – a 
biography of Alan Hovhaness and wrote many essays on new music.  Then 
there was always Delius.  Among his essays is a substantial one centred on 
Delius’s song setting: Zwei braune Augen*. 
 Some four years ago Don’s fairly isolated house in the small town of 
Metter, Georgia was burnt down, and he lost many precious possessions – 
among them, a number of Delius’s published scores.  The Delius Trust 
swiftly reacted by sending to him various items from the Collected Edition 
that he most missed, something for which Don was quietly grateful. 
 I’d like, if I may, to recall a few random thoughts of the times when I 
was privileged to spend time with Don. 
 Don was superb in bringing people together.  On a visit I made to 
Philadelphia in 1984, for example, Don introduced me to George Crumb, 
one of ‘his’ many composers.  And in London in the summer of 1990 he 
insisted on introducing me to another of Peters’ composers, John Cage.  On 
his explaining to Cage my connection with Delius, the great man gave a 
wide and beatific smile and exclaimed: ‘Ah yeah, the alligator man’, having 
clearly been briefed by Don on Delius’s Florida experiences.  Cage was one 

Don Gillespie with (L to R) Lionel Carley and Eric Fenby at the Delius Society’s 
Annual Dinner, Scarborough, 6th June 1992 
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of many contemporary American composers who were intimates of Don, 
whose own student years had been spent becoming recognised as an expert 
on American composers of the 1920s and 1930s. 
 I had a particular experience of Don’s generosity and his willingness 
to help his friends, in that having been long aware of his discovery of a 
hugely important cache (in Peters’ Pennsylvania storage facility) of Grieg 
MSS and letters sent by the composer to the original Leipzig Peters 
company, I asked him if he would write a piece on this for the Journal of 
the Grieg Society of Great Britain, of which I was at the time editor.  He 
produced for me a substantial and fascinating essay arising from that 
discovery (among much material that was to be disposed of) of various 
dusty boxes and files containing this till then completely forgotten but 
precious material – material that would be purchased from Peters later the 
following year by the Norwegian government. 
 Over the years Don became a trusted and much valued friend, of 
whom one never heard a bad word.  We had cheerfully linked up at Delius 
Festivals in both Jacksonville and Danville; he had visited me at home in 
Gloucestershire; and there had been, too, that memorable weekend in 
Scarborough, a weekend that members lucky enough to have been there 
will still recall.  Once, when we were both in Jacksonville for the city’s 
annual Delius Festival, Don suggested that Frank Lieber, then on the 
festival committee, and I take a drive with him up to his beloved Georgia, 
to the Okefenokee Swamp just over the border from Florida.  It proved to 
be a day to remember, with our hiring a small motor launch and taking in 
the enormous silence of the swamplands and being provided with a unique 
chance to see something of this charmed yet eerie landscape and its 
alligators. 
 Don once described to me his house further north in Metter as ‘my 
river property in the wilderness’.  Was he then a New York sophisticate or 
a man of the deep South wilderness?  Joyfully, he was both things – and he 
ever appeared to be equally at home in either location. We remember him 
with esteem and admiration, and our thoughts are with Sabine. 
 
Lionel Carley 
 
 

*https://www.loc.gov/collections/moldenhauer-archives/articles-and-essays/guide-to-
archives/zwei-braune-augen/ 



 

62 DSJ 167 
 

Ph
ot

o:
  R

ic
ha

rd
 P

ac
ke

r 

Kate and Richard Packer write: 
It was with great sorrow that we learned of the passing of Don Gillespie, 
who was not only a distinguished musical scholar (his assiduous research 
into the story of Thomas Ward, Delius’s early and – according to him – most 
influential teacher, being especially valuable) but also a warm and 
companionable human being.  We have been privileged to have had two 
recent meetings with him. 
 In 2012 we visited Florida with Delius Society members Peter and 
Eileen Roberts, to attend a concert in St Petersburg at which the Florida 
Orchestra gave impressive accounts of Sea Drift and Appalachia.  Don gave 
a pre-concert talk in the form of an interview with Joseph Horowitz, the 
concert’s promoter, and they both joined us afterwards to round off a 
convivial evening at a local hotel in the company of various other Delians, 
including Martin Williams of the Delius Trust.  
 The following year we were back in Florida with Professor Jeremy and 
Mrs Alison Dibble.  Jeremy was there to conduct research at Jacksonville 
University for his forthcoming book on Delius and was enthusiastic about 
the prospect of meeting Don.  So we contacted Don, who had property in 
Georgia, and arranged to meet him for an instructive tour of the historic city 

Don Gillespie with Jeremy Dibble, Savannah, Georgia, April 2013 
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of Savannah.  We then had lunch with him at Belford’s restaurant, during 
which he and Jeremy were rapt in conversation (see photograph on 
previous page). 
 We shall treasure our memories of these occasions and will remember 
Don with affection. 
 
Kate and Richard Packer 
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DESMOND SCOTT (1926-2019) 
 

Desmond Scott, who died in November 
in Toronto at the age of 92, was the son 
of the composer Cyril Scott and the 
novelist Rose Allatini (Eunice Buckley).  
Born in London, after serving in the 
Royal Navy during World War Two he 
emigrated to Canada in 1957 where he 
gained a considerable reputation as an 
actor and director, and as a sculptor.  For 
nearly fifty years he also recorded books 
for the Canadian National Institute for 
the Blind for which he was awarded the 
Queen’s Diamond Jubilee medal in 2012.  
He did much to promote recognition of 
his father’s work, most notably as 
contributor to The New Percy Grainger 
Companion (Boydell 2010) – his one regret being that he never had the 
opportunity to meet his father’s best friend – and as contributor and co-
editor of The Cyril Scott Companion (Boydell, 2018). 
 
Stephen Lloyd 
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CONCERT & EVENT REVIEWS 
 

SEA DRIFT 
 

Royal Festival Hall 
17th October 2019 
The Bach Choir 
The Philharmonia Orchestra 
Duncan Rock, baritone 
David Hill, conductor 
 

I am probably in a small minority, but I am afraid that I simply did not enjoy 
this performance.  My grandfather, Frederic Austin, having been the soloist 
in the first four English performances under Henry Wood and Beecham, I 
have loved the piece since my teens, so now I perhaps know it ‘too well’ 
and feel ‘over-protective’ about it! 
 Since the concert, I have been listening to the recordings of Richard 
Hickox conducting it at a Prom in 2004, with Thomas Hampson, The Bach 
Choir and the BBC National Orchestra and Chorus of Wales – and I am 
afraid that there is just no comparison.  Hampson sings so poetically, is so 
alive to the rise and fall of both the music and the story, and there is an 
integration – a dialogue – between them, the choirs and the orchestra that 
was sadly missing from this performance.  There is, of course a huge 
difference between a live one in the Royal Festival Hall, with its far from 
ideal acoustics, and a recording of one in the Royal Albert Hall – but 
although the latter may well have been ‘tweaked’, I do not feel that that 
‘togetherness’ resulted from it.  
 In DSJ 139 (Spring 2006) Hickox talked to the Editor about conducting 
the work: 

Sea Drift needs utter commitment, utter love and great shaping of the text; 
a feeling for orchestral colour, orchestral balance, and above all 
transparency - that floating, off-the ground, quality.  That is particularly 
so in the last section ‘O past, O happy life ...’.  What I’ve been trying to 
show is that it is not a piece that can possibly be put together on the day 
... after one three-hour rehearsal, or even two!  Very sadly, though, that’s 
what Delius often suffers from. 
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The Bach Choir, with David Hill 
 

David Hill did indeed conduct with that ‘utter commitment ... feeling for 
orchestral colour, orchestral balance’ and generally great sensitivity – 
although the climax, ‘You must know who I am, my love’ was 
underwhelming, and ‘Oh, rising stars’ lacked magic.  Unfortunately, 
Duncan Rock simply failed to register.  He sang accurately enough, but 
completely lacked poetry – and his voice was not big enough to penetrate 
Delius’s huge orchestra and the chorus.  He used a score – never a good 
sign unless the music is new and difficult – and his face seemed to confirm 
that he was not really singing ‘from the heart’.  
 Although Delius specified a huge orchestra, in many ways Sea Drift is 
a modest, almost a chamber, work: here the choir was appreciably too large, 
and the sound was often woolly, although occasionally the sopranos were 
quite harsh in their upper register.  Almost all the Delius choral music is, 
though, very difficult to sing and bring off, and great credit is due to The 
Bach Choir for tackling this wonderful work.  
 The concert began with Four Choral Seasons, a new and attractive piece 
by Roxanna Panufnik.  Raphael Wallfisch then played Bloch’s rarely heard 
Schelomo for cello and orchestra with appropriate passion, and David Hill 
conducted a vivid and idiomatic performance of Debussy’s La Mer.  The 
Philharmonia played extremely well throughout the evening and seemed 
to enjoy themselves. 
 
Martin Lee-Browne 
 



 

DSJ 167 67 
 

This concert was reviewed by The Times and Classical Source; The Times was 
primarily interested in the Panufnik premiere, with Sea Drift only briefly 
mentioned at the end.  Classical Source was a little more thorough with its 
evaluation of the Delius. 
 
Classical Source (www.classicalsource.com) 

‘Roughly contemporary with La mer is Delius’s 1906 setting of passages 
from Walt Whitman’s poem Leaves of Grass.  Given Sea Drift’s 
sentimental narrative about loss and longing (symbolised by a pair of 
seagulls) this performance avoided mawkish expression to focus on a 
flowing account while still enjoying its languor.  Hill drew warmly 
expressive singing from his excellent chorus and deftly integrated 
orchestral detail.  Against these combined forces baritone soloist Duncan 
Rock struggled to project, yet there was no doubting his musical 
intelligence and sincerity of expression, no more so at “O past! O happy 
life!” closing this highly evocative work.’ 

 
The Times 
Rebecca Franks 

‘The rich programme was almost a tour of seasonal moods in itself, the 
Philharmonia conducted with firm purpose by David Hill.  Raphael 
Wallfisch was the forthright soloist in Bloch’s Schelomo; Debussy’s La mer 
was equally driven.  After its tumultuous waves, a stretch of sorrowful 
calm.  In Sea Drift, the baritone Duncan Rock reminded us how Delius 
drew out the poetic essence of Walt Whitman’s words.’ 
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THE WALK TO THE PARADISE GARDEN 
(Piano Reduction) 
 

The Belfry Centre for Music and the Arts 
Overstrand, North Norfolk 
17th November 2019 
Nelly Rodriguez, clarinet (pictured) 
Will Ferguson, piano 
 

This was a challenging programme 
which included Martinu’s Clarinet 
Sonatina and a reduction for clarinet and 
piano of Nielsen’s Clarinet Concerto.  The 
pianist performed the Janáček Piano 
Sonata.  These young musicians are very 
accomplished, and all pieces were 
performed with great enthusiasm and 
competence, providing an excellent 
afternoon’s entertainment. 
 Of interest to our Members was a performance by the pianist of a piano 
reduction of The Walk to the Paradise Garden, made by Harold Perry (1895-
1956).  This seems to be something of a rarity, as indeed are any piano 
reductions of The Walk.  Information about Harold Perry is scarce although 
he appears to have specialised in piano reductions, having also produced 
versions of La Calinda and Vaughan Williams’s Linden Lea as well as piano 
accompaniments for Strauss’s Horn Concerto No 2 and Haydn’s Trumpet 
Concerto in E flat.  Perry’s reductions were apparently very popular in the 
1940s and 1950s but today none of his work appears to be available in 
recordings (and perhaps never was?).  For the curious, the two Delius 
reductions are available on YouTube performed by Phillip Sear. 
 Will Ferguson’s performance brought out all the subtle harmonies and 
modulations so loved by many jazz musicians and the work, along with La 
Calinda should surely find its way into a recording studio as a worthy 
contribution to the Delius catalogue. 
 
Michael Green 
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VIOLIN CONCERTO 
 

University Church, High Street, Oxford 
23rd November 2019 
Midori Komachi, violin 
Oxford Chamber Orchestra 
John Warner, conductor 
 

Last year was the centenary of the first performance of Delius’s Violin 
Concerto at Queen’s Hall, London on 30th January 1919, with a 29-year-old 
Adrian Boult conducting his first Royal Philharmonic Society concert.  The 
soloist was the work’s dedicatee, the 32-year-old Albert Sammons.  As Boult 
himself recalled this was a première that very nearly didn’t take place: 

‘As the composer was living in London we had a good many rehearsals 
at his home.  At one of the last of them we were horrified to learn that 
Albert Sammons, who was still in the [Grenadier] Guards’ Band, had been 
detailed for duty all night at a Royal Albert Hall Victory Ball on the very 
night before this important première.  Delius went nearly mad, and of 
course couldn’t understand at all that in the England of 1919 a concert was 
of quite secondary importance to a grand ball at which, I think, royalty 
was to be present.  We all felt powerless until, some hours later, I 
remembered that I knew that one of the royal ladies-in-waiting was fond 
of music, and I had actually had the honour of meeting her.  So I 
thereupon telephoned to Sandringham, and I believe that a word to 
Albert’s Colonel did the trick, and overweighed the jealousy of his 
bandmaster, who, it was said, had greatly enjoyed refusing leave to the 
upstart bandsman.’1 

(The Royal Philharmonic Society’s historian Robert Elkin gave a slightly 
different account: two officers of the RPS, one of them Norman O’Neill, 

‘proceeded post-haste to Wellington Barracks and obtained an interview 
with the Colonel and Adjutant of the Grenadier Guards [who] readily 
granted the required permission’.2) 

Although described by the Musical Times critic after that first performance 
as ‘a work full of singular and often haunting beauty’, the Violin Concerto is 
infrequently performed today.  It was absent from last year’s Promenade 
Concerts and has in fact received only two Prom performances in the past 
50 years,3 and even in its centenary year it might have been passed by had 
it not been for a performance in November by the Oxford Chamber 
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Orchestra at the University Church of St Mary the Virgin in the High Street, 
Oxford, and another by the Lambeth Orchestra in December.4 
 The Oxford Chamber Orchestra, that originated in 1992, consists of 
current and past Oxford undergraduates and other talented local 
musicians, and gives three main concerts a year.  Under conductor John 
Warner the November programme opened with a spirited account of 
Vaughan Williams’ overture The Wasps.  This was followed by an 
impressive performance of the Delius Violin Concerto in which the soloist 
Midori Komachi underlined most capably the work’s ‘singular and often 
haunting beauty’.  If the brass were occasionally a touch too prominent in 
the first movement a better balance was achieved in the slow movement, 
and soloist and conductor handled most effectively the tricky allegretto 
opening to the last movement.  Throughout Midori kept a firm grasp on the 
changing moods of the Concerto and it was a most satisfying centenary 
performance.  The orchestra – especially the brass – were in fine form for 
the final work, Schumann’s Rhenish Symphony in which the tempi were 
especially well paced.  An unusually informative programme note was 
provided.  Midori Komachi is already known as a strong advocate for the 
music of Delius, most notably through her translation into Japanese of 
Delius As I Knew Him, and as an unofficial ambassador for Delius in Japan 
she is doing much to further appreciation of his music there.  One was 
especially grateful to her and the orchestra for the opportunity of attending 
a live performance of the Violin Concerto in its centenary year. 
 
Stephen Lloyd 
 
 

1 ‘The Royal Philharmonic Society’s 150th Anniversary’ in BBC Music Magazine, Home Service 
3rd March 1963, printed in Boult on Music (Toccata Press, 1983), pp50-1 
2 Robert Elkin, Royal Philharmonic – The Annals of the Royal Philharmonic Society (Rider and 
Company, 1946), p109 
3 2012 (Tasmin Little, Royal Liverpool Philharmonic Orchestra, Vasily Petrenko) and 1969 
(Manoug Parikian, BBCSO, Meredith Davies) 
4 7th December 2019, with Michael Foyle and the Lambeth Orchestra, conducted by 
Christopher Fifield, at All Saints Church, West Dulwich 
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GAUGUIN PORTRAITS 
 

National Gallery of Canada, Ottawa 
24th May – 8th September 2019 
National Gallery, London 
7th October 2019 – 26th January 2020 
 

On a bright, sunny day late last December I visited the National Gallery to 
see the first-ever exhibition devoted to the portraits of Paul Gauguin.  As 
the promotional material for the exhibition explained: 

Spanning his early years as an artist through to his later years spent in 
French Polynesia, the exhibition shows how the French artist radically 
changed the portrait. 

By adding carefully selected attributes or placing the sitter into a 
suggestive context Gauguin was able to make portraits that expressed 
meaning beyond their personalities.  A group of self-portraits, for 
example, reveals how Gauguin created a range of personifications 
including his self-image as ‘Christ in the Garden of Olives’, 1889. 

Featuring about fifty works, the exhibition includes paintings, works on 
paper, and three-dimensional objects in a variety of media, from public 
and private collections worldwide. 

It also brings together multiple works of the same sitter from different 
collections scattered across the world, giving us the opportunity to see 
how Gauguin interpreted a model in different media over time. 

This exhibition is organised by the National Gallery and the National 
Gallery of Canada, Ottawa. 

Gauguin gives us something new; he innovates, experimenting with 
colour, likeness, and composition.  He isn’t interested in the social status 
of his subjects, and he often even projects himself onto the portrait, 
expressing an emotional, subjective response.  His original colour choices, 
distortion of form, and use of symbols was revolutionary.   

Gauguin’s self-portraits are very revealing both stylistically and also in 
the purpose they served.  Throughout his life, Gauguin was preoccupied 
by his self-image.  His constant re-invention; his self-mythologisation, are 
all reflected in the self-portraits.  His letters and diaries reveal his self-
absorbed theorising about mankind, art, and civilisation.  Gauguin used 
his self-portraits as a way to strengthen relationships, exchanging or 
giving them to fellow artists and contacts, or to ingratiate himself with 
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new acquaintances.  Also, the cheapest model for the artist is of course 
himself and Gauguin painted himself repeatedly. 

Gauguin painted artists including Charles Laval, Vincent van Gogh, 
Meijer de Haan, Louis Roy, and the writer and composer William Molard.  
He almost always painted people he knew, and he would not have 
received any income from these portraits as they were not commissioned.  
(He only ever received one commission which was rejected).  His pottery 
and wooden sculptures were all images of people he knew.  Painting 
friends also meant that he was free to experiment with composition and 
colour, not being bound by a patron’s brief. 

 Gauguin stands out for his use of symbols to create atmosphere, reveal 
meaning, and evoke individuals in his paintings.  His ‘Still Life with 
‘Hope’’ of 1901 is a work painted in Tahiti.  Gauguin asked friends to send 
him sunflower seeds which he grew, cut, and painted. Sunflowers, 
inextricably associated with Van Gogh, immediately recall the time 
Gauguin spent in Arles.  Here, a decade after the disastrous period the 
two artists painted together, Gauguin in Tahiti is thinking back to Van 
Gogh and the vases of bright yellow flowers he painted to decorate 
Gauguin’s room. 

Two portraits which were shown in this exhibition are of particular interest 
to Delians, firstly that of William Molard painted in 1893-94.  On the reverse 
of this same canvas is one of Gauguin’s many self-portraits, which seems to 
indicate the closeness of their friendship.  Gauguin Portraits the book which 
accompanied this exhibition suggests that Molard was one of those friends 
of Gauguin whose friendships 

‘were often based on a mixture of sincere liking and shared interests 
during a certain period of his life, combined with the friend’s willingness 
to be useful to him.’ 

The second portrait exhibited which is of particular interest, is that of the 
artist Władysław Ślewiński who, like Delius, frequented Madame 
Charlotte’s crémerie.  Gauguin Portraits describes this portrait as 

‘Charged with references to Gauguin’s own artistic preferences, the 
portrait of the Polish painter shows him seated next to a table on which 
sits a bouquet of flowers.’ 

Gauguin had a high opinion of Delius’s good taste and enthusiasm for his 
art.  It seems highly likely that they first met in the early 1890s, at the salon 
of William Molard in Paris.  Gauguin and Delius were both friends and 
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significant members of the artistic circle of William Molard.  In 1893 
Gauguin began to live in Montparnasse, near to Delius.  Grieg and the 
young Ravel were present at the artistic gatherings around Molard and 
Gauguin. 
 The exhibition was delightful.  It was a pleasure to see the pictures and 
sculpture so clearly laid out and well lit. 
 
Paul Chennell 
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BOOK REVIEWS 
 

DELIUS AS I KNEW HIM 
Eric Fenby 
Revised edition, Raincliffe Books, 2019 
Limited hardback edition of 250 copies 
ISBN 978-1-9161166-0-3 
£19.99 
 

Delius As I Knew Him is a book that has 
attained classic status and should, one 
would like to feel, be permanently 
available.  First published in 1936, it 
subsequently had three reprints, in 1947, 
1966 and 1981 (the last two in 
paperback), but for too long it has been 
out of print.  However, it has at last 
become available again and this finely 
bound hardback edition is especially 
welcome.  Eric Fenby’s harrowing 
account of the time he spent working with Delius in the last years of the 
composer’s life is too well known to need any retelling here.  It was the basis 
for Ken Russell’s remarkable 1968 BBCTV Omnibus documentary Song of 
Summer and is surely a story without parallel in the history of music. 
 This ‘revised edition’ is essentially a photographic reprint of the 1981 
edition, with identical text and pagination of the main body of the book, but 
with a new introduction and some changes to the illustrations.  The 
previous edition had a ‘Biographical Sketch’ of Fenby written by 
Christopher Palmer.  The introduction to this new edition is by the 
composer Tommie Haglund whose name may not be familiar to many 
readers.  (It is unfortunately misspelt on the front cover of my copy, as is 
that of Sir Malcolm Sargent on the back cover, but I understand that there 
are later copies with the front cover corrected.  There also seems to be some 
conflict between Tommy and Tommie in the Publisher’s Note.)  In his 
Introduction Haglund explains how he became acquainted with Eric Fenby 
and how Fenby had come to write the book.  Born in Sweden in 1959, 
Haglund went to London to study the classical guitar with John Mills who 
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became a close friend and introduced him to the music of Delius.  It was 
listening in particular to recordings of A Song of Summer and the Violin 
Concerto that made him want to study everything that Delius had written.  
Mills also gave Haglund a copy of Delius As I Knew Him and it was after 
reading this book several times that he decided to give up the guitar and 
devote himself to composition.  He wrote to Eric Fenby just after he had 
made The Fenby Legacy recordings for Unicorn1 and they met in London.  
Fenby told him about Soldanella Oyler, the daughter of Delius’s neighbour 
Philip Oyler,2 to whom he had become very attached while at Grez.  On his 
return to Sweden Haglund was surprised to receive a call, on Fenby’s 
prompting, from Soldanella who became a close friend until her death in 
2001, and he, Soldanella and Eric and Rowena Fenby met up in London 
with Haglund’s cellist friend John Ehde who was having a lesson from 
Fenby on Delius’s Cello Sonata.  Fenby was Haglund’s composition teacher 
and his first mature work was Intensio Animi for cello and piano [1988] 
which he dedicated to Soldanella Oyler.  His First Symphony, performed in 
Stockholm in March 2019, is dedicated to Claes-Göran Bjerding and Eric 
Fenby who had both been strong influences on his life. 
 One error needs correcting.  Haglund writes that when, in 1928 during 
‘a boring game of chess’ Fenby turned on the wireless and heard the music 
of Delius for the first time, it was A Mass of Life conducted by Charles 
Kennedy Scott.  This could not have been so because that particular 
performance in May3 was not broadcast.  In fact the first time A Mass of Life 
was broadcast was from the 1929 Delius Festival, the famous occasion that 
Felix Aprahamian remembered when at the conclusion of the Mass the 
voice of Delius could be heard on air from Queen’s Hall.4  One may presume 
that when Fenby first wrote to Delius 

‘in the hope that it might give him pleasure to know that his music had 
meant so much in the life of a very young man’ 

he had mentioned A Mass of Life which had left him standing ‘spellbound 
in the little music-shop’ in Scarborough where he had first seen the vocal 
score.  In his reply on 9th June Delius had hoped that Kennedy Scott would 
repeat the work ‘next year, when perhaps you may be able to hear it’ – 
implying surely ‘for the first time’, otherwise Delius would most likely have 
added ‘again’.  Delius himself had written to thank Kennedy Scott for the 
performance, ‘grieved indeed that I could not hear it’.5  The work that Fenby 
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had heard on the radio that evening was On Hearing the First Cuckoo in 
Spring as he recalled in 1974 in a broadcast interview in Washington, USA.6 
 One further small correction.  The ‘Publisher’s Note, updated 8th April 
2019’ is an extended version of the Note in the 1981 Faber edition.  It states 
that Fenby’s 

‘emandatory notes supplied by the Author for reissues since the first 
edition … have been considerably extended’ 

whereas in fact they remain identical to those in the 1981 edition.  This 
means that the note to page 118 in Appendix II, page 247, is incorrect when 
it implies that the score of Margot la Rouge is still missing.  After Fenby 
completed his orchestration of Margot la Rouge which he had been invited 
to conduct at Saint Louis in 1983, the original score turned up and he 
insisted on using Delius’s score for the opera’s première.7 
 An interesting addition is a copy of a ‘rough plan’ of the house and 
garden at Grez that Fenby sent his mother in November 1928 a short time 
after settling into the Delius household, and Delius’s first letter to Fenby (in 
Jelka’s handwriting) is reproduced in full instead of the single page in the 
Faber edition.  The sketch of Delius by James Gunn that formed the 
frontispiece of the original 1936 publication, absent from later editions, is 
here reproduced for the first time in colour.  This was a sketch in oils made 
in August 1932 by Gunn in preparation for the familiar full portrait.  
 Even those who have earlier – and probably well-thumbed – copies of 
this book should acquire this new edition, if only because as a hardback it 
is so pleasant to handle, while anyone interested in the music of Delius who 
does not have a copy should unhesitatingly obtain one.  Re-reading only a 
page or two one is immediately reminded of Fenby’s excellent literary style, 
and those members of The Delius Society who had the great privilege of 
knowing him when he was our President will especially welcome this new 
edition and will want to express their gratitude to the author’s son Roger 
Fenby through whose initiative it has been published. 
 
Stephen Lloyd 
 
 

1 The Fenby Legacy was issued by Unicorn-Kanchana in 1981 as a 2-LP set DKP9008-9, then in 
1987 as a 2-CD set DKP(CD)9008-9.  Together with further recordings it was included in The 
Delius Collection on seven single CDs UKCD2071-2077 which in 2012 were issued by Heritage 
as a boxed set HTGCD700. 
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2 Philip Oyler included a chapter entitled ‘Some Memories of Delius’ in his book about rural 
life in France, Sons of the Generous Earth (Hodder and Stoughton, 1963). 
3 Queen’s Hall 16th May 1928, Roy Henderson, Caroline Hatchard, Mary Morris, Steuart 
Wilson, Philharmonic Choir, London Symphony Orchestra, Charles Kennedy Scott. 
4 Felix Aprahamian talking to The Delius Society at the British Music Information Centre, 24th 
January 1995. 
5 Lionel Carley, Delius: A Life in Letters II (Scolar Press, 1988), p337 fn 1 
6 ‘Eric Fenby in interview with Fred Calland’, Stephen Lloyd, ed, Fenby on Delius (Thames 
Publishing, 1996), p72 
7 ‘Margot la Rouge: World Première at St Louis’, Delius Society Journal October 1983 No 80, 
pp42-45 
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DELIUS SOCIETY MEETING REPORTS 
 
DELIUS’S CHORAL MUSIC 
With conductors David Hill and John Gibbons 
In conversation with composer Michael Berkeley 
1901 Arts Club, 7 Exton Street, Waterloo 
Tuesday 15th October 2019 at 7.15pm 
 

The evening began with a welcome from the General Manager of the 1901 
Arts Club, who talked about the building and its history.  Built in 1901, it 
was originally a schoolmaster’s residence before being converted into a 
‘Salon’ style venue for rehearsal and performance, opening its doors to the 
public for the first time in 2007. 
 Society President Lionel Carley then introduced the evening’s 
speakers, noting that David Hill was to conduct a performance of Sea Drift 
two days later in the Royal Festival Hall, and commending John Gibbons’ 
recent performance of Appalachia.  He expressed his pleasure that Michael 
Berkeley had been able to take part as the role of interviewer. 
 The three speakers first outlined their Delius associations.  Michael 
said he had been reading about Delius’s life and listening to the music and 
commented on Delius’s subtle harmonic quirks.  David said that his first 
experience conducting Delius was helping Richard Hickox with his 
recording of the Requiem and A Mass of Life.  He echoed Michael’s comments 
on Delius’s harmony, referring particularly to ‘On the Mountains’ from A 
Mass of Life.  Referring again to A Mass of Life, John said that he had been 
inspired when hearing Sir Charles Groves conduct the work and also 
commented on the harmonic shifts in ‘On the Mountains’. 
 This music, from the beginning of Part 2 of A Mass of Life, was then 
played, with David noting that when he recorded the work with The Bach 
Choir and Bournemouth Symphony Orchestra, he had asked the oboist to 
use circular breathing to create a continuous legato line.  Remarking that it 
was fascinating to tease out where that harmonic language came from, the 
conversation turned to Delius as a cosmopolitan, and the many different 
influences on his music, from Florida, Norway, Paris, Austria and 
elsewhere.  John commented on the fact that Ravel rated Delius’s music, 
something that surprised people.  David noted the influence of Wagner on 
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Michael Berkeley, David Hill and John Gibbons 
 

Debussy, Fauré and also Delius.  David talked about the English choral 
tradition in churches and cathedrals and suggested that we should not 
underestimate its ability to have influenced even Delius.  Agreeing, John 
commented that he had recorded Bruckner’s Symphony No 9 a week after 
Holy Week and noted that the cathedral music had influenced his phrasing 
in the recording.  Michael noted that there was no such thing as a totally 
original piece of music, as all music is a synthesis of others’ music. 
 Discussion of Wagner led on to the size of some of Delius’s orchestras, 
something that could well dissuade promoters from programming his 
music.  Was Delius a good orchestrator, Michael asked?  David commented 
that there is a lot of doubling and that Delius didn’t often push the players 
to do things that were not possible.  However, string players would prefer 
more rests that he allows.  Unfortunately, the prevailing mood is that 
orchestral players don’t like, and don’t understand, Delius, but it is also the 
case that sometimes they don’t actually listen to the overall sound.  John 
commented that so many musicians listen tainted by knowing who the 
composer is and Michael recalled a Radio 3 programme The Innocent Ear in 
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which people were asked to listen to music without knowing the name of 
the composer.  Delius’s music is audience friendly, but promoters remain 
reluctant, David noting that there had been no Vaughan Williams 
symphonies, or any music by Delius, at the recent BBC Proms, and the need 
to lobby the Proms about this. 
 John felt it was extremely important to enable amateurs to sing and 
play Delius’s music, as they learn it ‘from the inside’.  From the singer’s 
point of view, David played some examples from Sea Drift at the piano, 
which demonstrated how easy it could be for singers to lose their sense of 
tonality, whilst being required to find starting notes from nowhere.  
Michael commented that it was safe to assume that Delius was not a singer 
– he thought vertically rather than horizontally. 
 David spoke about teaching Sea Drift to an American choir, 
commenting that they gave a creditable performance but had not found the 
music singer-friendly, although Delius’s writing for soloists is more linear. 
 Following the interval, John gave out copies of two examples from 
scores he had made of Appalachia and Sea Drift.  In the Appalachia score, he 
had tried to give cues to help the singers – who usually wouldn’t get to hear 
the orchestra until the day of the concert.  In ‘O Rising Stars’ from Sea Drift, 
John showed how he had made artistic compromises when working with 
an un-auditioned choir, changing some of the parts around so that the tenor 
line was not split, tenors being a rare breed in most choruses (see examples).  
He had also made a few changes to improve the musical line in each part 
whilst retaining Delius’s harmony.  The audience was invited to sing 
through this version before John’s recording of the same passage – with 
reduced winds and edited choral parts – was played, John defending these 
changes because of the need to enable more performances. 
 David wondered whether there might be an opportunity for the Delius 
Trust to commission some reduced versions of the choral works to make 
them more accessible to singers, noting a precedent for this with other 
composers including Brahms.  John said that he had produced 
arrangements with greatly reduced orchestration so that a choral society 
could programme a Delius work alongside something ‘popular’.  As an 
aside, Michael noted that when he was running the Cheltenham Festival he 
had insisted on a contemporary work in every programme. 
 Michael asked David and John to what extent they felt that Delius’s 
illness had coloured his writing.  David talked about meeting Eric Fenby 
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and discussing with him what his experience was really like.  John felt that 
Delius was determined to plough on, even if things were not exactly right.  
Michael commented that it would be interesting to hear Roger Fenby’s 
viewpoint on this. 
 The conversation turned to rhythm and the fact that some of Delius’s 
music is rhythmically static – he never includes fast passages for the sake of 
it.  John noted differences in the timings of various recordings and said that 
with a vast orchestra it was sometimes difficult not to get stuck as the music 
is so glorious, stressing the need to keep the pulse moving.  David agreed, 
noting the relationship between the size of the forces and the lightness he is 
able to give it, contrasting Delius with something like the Verdi Requiem, 
that can be moved along. 
 Discussing A Mass of Life, David talked about how the work conveyed 
life and what is good and felt that all of what Delius wanted to say is 
contained in this piece.  Sir Thomas Beecham regarded A Mass of Life as 
Delius’s greatest work.  Turning to the ending of the work, David 
demonstrated, at the piano and by singing, the way that the music ended 
very softly and not with the blaze of sound that we hear at the end of Mahler 
Symphonies Nos 2 and 8, for example.  David’s recording of the ending of 
the work was then played. 
 John commented on the fact that many young people nowadays don’t 
have a connection with religion, contrasting this with the vast numbers of 
choral music texts that they may not therefore relate to.  Delius’s music, 
however, is not religious, and it should therefore be more relatable and 
accessible to the young. 
 Bringing the evening to a close, Michael invited questions.  One 
member commented on the very few complete performances of A Mass of 
Life, noting also that another example of an understated ending could be 
found in Elgar’s The Apostles. 
 Another member asked whether Beecham’s editing of Delius’s works 
made them easier to perform, but the speakers thought not, since orchestras 
were larger in Beecham’s time. 
 Finally all agreed that A Mass of Life needed to be heard again at the 
Proms, John commenting that we needed to get Sakari Oramo to fight the 
Delius corner. 
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John Gibbons’ rearrangement of ‘O Rising Stars’ from Sea Drift 
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Delius’s original scoring of ‘O Rising Stars’ from Sea Drift 
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Delius’s original scoring of ‘O Rising Stars’ from Sea Drift 
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 Giving the vote of thanks, Stephen Lloyd noted that we had been 
listening to three highly respected musicians talking passionately about 
Delius and that it had been a very illuminating evening.  He also noted that 
composers Howard Blake and Paul Paterson were both in the audience.  
Stephen said that he had been a tenor in the Three Choirs Festival 
performance of Sea Drift and remembered finding it very difficult to pitch 
the opening.  He said that it had been fascinating to hear John talk about 
making the choral works more performable.  He noted that the speakers 
had made an interesting point about limited rhythm in Delius’s music.  He 
then said that we needed devoted conductors to come and fly the flag, 
commenting that Richard Hickox had been a great loss to the Delius cause, 
as well as to music generally.  Referring to the idea of rescoring works, 
Stephen reminded us that East Sussex Opera Group had performed A 
Village Romeo and Juliet in a greatly reduced orchestral version, and Michael 
agreed that if a piece of music was any good, then we would all gain from 
hearing it in a reduced scoring. 
 
Katharine Richman 
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SOME THOUGHTS ON ARRANGEMENTS AND 
TRANSCRIPTIONS OF DELIUS 
 

Tony Summers has kindly produced this article, based on the talk he gave to The 
Delius Society on 12th February 2020 at the National Liberal Club.  Recorded 
musical examples played during the talk are indicated in the appropriate places in 
the text. 
 

This is a vast subject – so this article can do no more than highlight a few 
aspects of arrangements of Delius’s music which I have found of particular 
interest, or those in which I have had a personal involvement.  But 
throughout, in this article I will aim to show how arrangements might 
benefit and promote Delius’s music.  There are many ways an arrangement 
could do this; for example, depending on the type of arrangement it might: 
 

• facilitate or enable a performance to take place that might otherwise 
not happen; 

• create new repertoire, for performers and audiences, introducing 
them to Delius works that they might not otherwise encounter; 

• enhance certain features in a work and possibly improve it; 
• be used as a medium of study, to allow a better understanding of 

Delius’s works. 
 

All the topics discussed in this article will touch on at least one of the above 
categories. 
 
Piano Transcriptions of Orchestral Works for Rehearsal Purposes 
In Delius’s case this refers to making vocal scores of his choral works and 
operas, and piano scores of his concertos.  It’s easy to forget how vital these 
things are: if they didn’t exist it would be impossible to rehearse any of 
these works without an orchestra – in reality this would mean they would 
never be performed!  And making such piano scores is a highly skilled job, 
so often taken for granted.  The person undertaking this will be given an 
unseen orchestral score which they have to interpret, reduce down to be 
playable by a competent (but not necessarily a virtuoso) pianist; and where 
the music is complex (as it so often is with Delius), decide what to leave out, 
and what might help or hinder a singer or soloist.  These are demanding 
requirements and it’s not surprising that sometimes the end product isn’t 
entirely satisfactory.  The published vocal score of A Village Romeo and Juliet 
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was found to be much harder to play than expected, and Delius’s publisher 
(Harmonie) concluded that 

‘a great deal of thought … is necessary to render the complicated 
harmonic polyphony correctly.’1 

One has the impression that in Delius’s case these features are probably 
mutually incompatible!  
 Many different people made piano scores for Delius.  In his last years 
it was Eric Fenby; earlier Philip Heseltine made scores of the string 
concertos, but in his early years Delius tended to leave the job to his 
publishers.  Sometimes we know who the arranger was but occasionally 
they are not even credited!  There is no evidence that Delius ever undertook 
the job himself – probably he would have regarded it as mere hackwork, 
not worthy of his time.  But his contemporaries, such as Debussy and Ravel, 
often made their own piano scores, and perhaps Delius was aware of this 
when he asked Ravel to make the vocal score of Margot la Rouge, and his 
friend Florent Schmitt performed the same function for Irmelin, The Magic 
Fountain, Koanga and A Village Romeo and Juliet.  Schmitt’s score for the last-
named is particularly interesting, because it’s not the version of the opera 
we know today – it lacks the changes Delius made for the 1907 Berlin 
premiere; specifically, it doesn’t contain The Walk to the Paradise Garden.2  
Delius originally wrote a short orchestral interlude (45 bars long) to link 
Scenes Five and Six but it proved to be too short to cover the scene change, 
so he scrapped all but the first 15 bars and created instead a miniature 
masterpiece, arguably his most often performed orchestral work.  But the 
original interlude exists in Schmitt’s vocal score and it is of interest to hear 
it.  The opening bars are familiar, but for the rest, frankly it just meanders 
rather aimlessly until the next scene is reached.  We should be grateful that 
the Berlin stagehands weren’t quicker on the scene change! 
 

[Example 1: piano recording of the original interlude from Schmitt’s vocal 
score] 
 
Piano Transcriptions of Orchestral Works made for Learning and 
Discovery 
In the pre-recording era people became acquainted with orchestral works 
by playing a variety of piano transcriptions – perhaps for 2 hands, 4 hands, 
2 pianos or sometimes on a pianola.  As the recording industry grew during 
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the 20th century, the need for these arrangements declined, but during 
Delius’s life this need was still current, so most (perhaps all?) of his 
orchestral works have been arranged by many different people for one or 
more of these piano combinations.  It is impossible to review these Delius 
transcriptions in detail here but it’s worth mentioning in passing the major 
contributions to the piano duet repertoire by Philip Heseltine, and two-
piano transcriptions by Fenby and Grainger.  Readers may remember the 
latter’s transcription of The Song of the High Hills which appears fleetingly 
in Ken Russell’s film Song of Summer. 
 But among the most challenging piano transcriptions ever made are 
those by the late Alan Rowlands.  These are not for the average pianist – 
they are for the piano virtuoso that he was.  He said that he undertook them 
partly to discover how the music was put together, but also to ‘feel the 
music under his fingers’.  The most challenging of all of them is probably 
his Brigg Fair transcription.  As the variations increase in complexity 
following the initial statement of the theme, quite incredibly he manages to 
fit everything in – a feat of manual dexterity Ravel would have admired!  
 

[Example 2: part of Alan Rowlands’ Brigg Fair transcription for solo piano, 
played by the transcriber] 
 

Arrangements made for discovery were never intended for public 
performance but nowadays more and more of them feature in concerts.  
Some (eg The Rite of Spring, Ravel’s La Valse) work well on the piano, and 
some Delius pieces (eg Alan Rowlands’ transcriptions) would undoubtedly 
also be suitable for the concert hall.  But not all – Delius’s music relies so 
much on orchestral colour that some piano transcriptions are simply not 
effective enough for public performance.  And there is always a danger that 
the arrangement might be mistaken for the original.  A Radio 3 musical 
sequence of pieces about winter, broadcast a few years ago, included Winter 
Landscape from North Country Sketches, but played as Heseltine’s piano duet 
version without any explanation!  Anyone hearing it for the first time would 
think that Delius wrote it for piano and would miss out on discovering his 
wonderful orchestral score.  This does not serve Delius’s music well. 
 
Orchestrations of Piano Works 
This is in effect the reverse of transcribing orchestral works for piano.  
Delius wrote very little for piano but it’s probably all been orchestrated by 
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somebody.  Eric Fenby made some delightful small orchestra versions of 
the late Five Piano Pieces.  His versions have arguably enhanced and added 
a new dimension to what are attractive but fairly inconsequential little 
pieces.  But more importantly, by creating an orchestral version Fenby has 
opened up the possibility that the pieces could be included in an orchestral 
concert, thus exposing them to audiences who would be unlikely to come 
across them. 
 

[Example 3: ‘Waltz’ (mvt. 3) from Five Little Pieces for Small Orchestra arr. 
Fenby; Bournemouth Sinfonetta/Fenby] 
 
Orchestrations of Song Accompaniments 
Orchestral versions of piano accompaniments to Delius’s songs offer the 
same potential advantages:  enhancement, and the possibility of performing 
them in orchestral concerts to new audiences.  Many people have 
orchestrated a wide variety of Delius’s songs – this is a large subject 
impossible to cover comprehensively here.  Delius orchestrated the Seven 
Danish Songs and various individual songs have been orchestrated by 
conductors such as Beecham, Alexander Gibson, Bo Holten, and by others 
such as Eric Fenby and Philip Heseltine.3  One example illustrates a typical, 
effective orchestration of the song Venevil (No 3 of the Seven Songs from the 
Norwegian).  First, we will hear it with piano, sung by Mark Stone, then in 
Beecham’s orchestral version sung by Dora Labbette (a singer Delius much 
admired). 
 

[Example 4: ‘Young Venevil’, Mark Stone, accomp. Stephen Barlow] 
[Example 5: ‘Klein Venevil’, Dora Labbette, orch. Beecham; LPO/ Beecham] 
 

An interesting feature of Dora Labbette’s performance is that she is singing 
in German, a rarity nowadays.  There is surely a case for more Delius 
performances in the original languages, and if singers are unwilling to 
tackle Norwegian, German is perhaps an appropriate alternative.4  We are 
not consistent about language when singing Delius – we use the original 
languages when singing A Mass of Life and the Verlaine Songs but everything 
else is almost always sung in English.  This is not logical!  
 An orchestration can potentially enhance and increase interest in an 
accompaniment, but it can also work the other way.  Heseltine’s 
orchestration of the Verlaine song Il pleure dans mon cœur is beautiful but 
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seems curiously unsatisfactory.  It doesn’t really sound quite like Delius: 
the textures are too thin and at times the piano lines are obscured and 
blurred.  Delius’s piano part is effective and consists for the most part of 
simple arpeggios and a single melodic line – this sort of writing is actually 
quite hard to orchestrate well.  Sometimes an accompaniment doesn’t need 
any ‘improvement’, particularly in this case where the piano part is simple 
but effectively pianistic. 
 

[Example 6: Il pleure dans mon cœur, orch. Heseltine, Henriette Bonde-
Hansen, Aarhus Symphony Orchestra/Holten] 
 

Much better is Bo Holten’s orchestration of the late Verlaine song Chanson 
d’Automne.  This really sounds like Delius and he has arguably improved a 
rather plain chordal piano part.  However, some might object to the fact that 
Holten has introduced some of his own musical material at the end. 
 

[Example 7: Chanson d’Automne, orch. Holten; Henriette Bonde-Hansen, 
Aarhus Symphony Orchestra/ Holten] 
 
Revised Orchestrations as a means of facilitating more performances  
Particularly during his middle period Delius liked writing for an 
exceptionally large orchestra – bigger than a standard full symphony 
orchestra and a size used sometimes by Mahler and Strauss.  But because 
Delius lacks the high profile of these composers there is evidence that the 
huge size of his orchestra deters amateurs in particular from programming 
certain works.  An amateur orchestra may, for example, have to recruit extra 
players (with the associated hassle and cost) just to play one short Delius 
work in a concert.  Not all of his orchestral output requires such enormous 
forces but the list would include major works such as Paris, A Village Romeo 
& Juliet, Appalachia, Sea Drift, A Mass of Life, Brigg Fair, Dance Rhapsody No 1, 
The Song of the High Hills and Life’s Dance.5  Anecdotes exist of Brigg Fair 
being excised from a planned amateur concert because in the programme it 
uniquely needed five extra players.  (Happily it was reinstated in a later 
concert, played alongside Mahler’s Symphony No 1, which uses a similar 
sized orchestra).  Then there was an amateur performance of Sea Drift (also 
needing the same five extras) where the orchestra refused to pay for these, 
resulting in one instance of key notes missing during a short passage.6  In 
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this case it was necessary to pencil the missing notes into another part to 
ensure that the harmony was complete! 
 It should not be necessary to have to do this sort of thing.  The answer 
is to have available for hire alternative, slightly revised versions of these 
large orchestral works so that they fit a standard, full symphony orchestra.  
If done skilfully and carefully this should not mean major changes and most 
people would not notice the difference.  This would surely lead to more 
performances, especially by amateurs, and there is a precedent which in a 
way proves the case. This is The Walk to the Paradise Garden, played 
nowadays almost always in Beecham’s reduced orchestration which fits a 
standard orchestra.  It is arguably Delius’s most often performed orchestral 
work and it seems very unlikely that it would have achieved this popularity 
if it existed only with Delius’s original scoring (quadruple woodwind and 
six horns) as it appears in the opera.7 
 
Smaller Ensemble Arrangements of Delius’s orchestral works 
Beecham’s version of The Walk to the Paradise Garden has certainly 
contributed to the work’s popularity but it has been argued that he removed 
more instruments from the original than was strictly necessary – it would 
still fit a standard orchestra and be closer to Delius’s original by retaining 
some important instruments.7  And it is possible to lose vital qualities by 
making an inappropriate arrangement.  There was an example of this in a 
Wigmore Hall concert given by the Nash Ensemble in 1998 (part of a series 
on British music called ‘Dreamers of Dreams’).  They played interesting 
arrangements by David Matthews of the First Cuckoo and Summer Night on 
the River for large chamber ensemble: from memory there were 15 players 
with mostly single woodwind and one or two strings to a part.  For the most 
part Summer Night on the River worked well with a smaller ensemble, and 
this is perhaps not surprising as Delius’s original has many single 
instrumental lines and a chamber-like, intimate feel – it is already half way 
to being a chamber work.  But, unfortunately, the same cannot be said for 
the First Cuckoo arrangement.  In Delius’s original the strings are vital as a 
background texture – they are divided throughout into many parts – and 
the piece is best described as being for string orchestra with added 
woodwind.  You cannot replace the full string section with a handful of 
players, no matter how skilled – the numbers are needed to play all the parts 
and paradoxically, you need a large string section to achieve those magical 
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pianissimos that contribute so much to the atmosphere.  A small ensemble 
cannot achieve this. 
 Someone once said that the secret of a good arrangement was to ‘start 
off with the right piece and end up with the right one’ – in other words to 
choose a piece suitable for being transformed into the instrumentation of 
the end product.  For a chamber ensemble, Summer Night on the River seems 
to be the right piece to start with but On Hearing the First Cuckoo in Spring 
does not. 
 And bearing this in mind it’s possible to imagine some Delius working 
well when arranged for unusual ensembles simply by choosing the right 
piece.  I have arranged Sleigh Ride for the unlikely combination of wind 
dectet (pairs of flutes, oboes, clarinets, bassoons and horns), plus sleigh 
bells, and when included as part of a sequence of sleigh ride pieces for these 
forces it has had several performances. 
 

[Example 8: Short excerpt from Sleigh Ride for wind dectet + sleigh bells, arr 
Tony Summers] 
 

Composer and arranger Alan Gout has successfully arranged a number of 
Delius works for brass band, another unlikely sounding medium, but 
arrangements can sound very effective if made by somebody who 
understands how to write for this medium (as Alan does).  Amongst others 
he has arranged La Calinda, The Walk to the Paradise Garden and recently a 
shortened but very effective version of the Dance Rhapsody No 1 in which 
Delius’s complex harmony achieves a new clarity and luminosity.  And one 
must also mention his contributions to educational music.  Alan has 
included the Serenade from Hassan, in arrangements for trombone or 
euphonium and piano, in books of music he has compiled for the beginner 
brass player.  By doing this he has introduced young players to a composer 
they will probably never have come across – a valuable and special way of 
promoting Delius’s profile. 
 
Chamber Arrangements for the Flute  
Delius never included any woodwind instruments in his chamber works, 
so when flautist James Galway wanted to play some Delius, Eric Fenby 
arranged La Calinda and the Air & Dance, in versions for flute and piano, 
and for flute and strings.  The flute and piano version of La Calinda is now 
virtually a repertoire piece and often features in flute recitals. 
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[Example 9: La Calinda for flute & piano, arr Fenby; Kenneth Smith: flute, 
Paul Rhodes: piano] 
 

I had long thought about arranging a more substantial piece for the flute 
and I decided that the Violin Sonata No 3 would be suitable.  Much of it 
transfers directly to the flute with little alteration – all that was needed was 
some octave adjustments to deal with the slightly different range of the 
flute, the creation of breathing spaces by transferring an occasional violin 
phrase to the piano, and rewriting the climax in the last movement to be 
more suitable for the flute.8  I am pleased to be able to end this talk with a 
recording of my arrangement, played by Kathryn Baker (formerly Principal 
Flute in the Hallé Orchestra) accompanied by her brother Johnny.  This was 
given as part of a flute recital in Shrewsbury in 2010 and I am deeply 
grateful to Julian Baker for making this recording available.  I could not 
wish for this piece to be more beautifully and sensitively played. 
 

[Example 10: ‘Sonata’ arr Tony Summers for flute & piano from the Violin 
Sonata No 3; Kathryn Baker: flute, Johnny Baker: piano] 
 
Tony Summers 
 
 

1 R Montgomery & R Threlfall, Music and Copyright: The Case of Delius & his Publishers (Ashgate, 
2007), p87 
2 Idem, p176, footnote 47 
3 The Four Old English Lyrics have been orchestrated by Delius Society member Alan Gout  
4 This topic is discussed in more detail in DSJ 161 pp108-9 (Letters to the Editor) 
5 A Mass of Life, Dance Rhapsody No 1 (and four other works) also need a bass oboe, a very rare 
visitor to the orchestra and an instrument that few if any amateurs possess, leading to further 
problems in programming those works that require it.  See also DSJ 140 pp77-82 
6 The passage in question is the orchestral accompaniment to the baritone’s words ‘But soft! 
sink low!’ (bars 376-7) where a key harmony note will be missing if there are not three 
clarinets in the orchestra. 
7 The Walk to the Paradise Garden: A Review of Different Orchestral Versions, DSJ 144 pp129-
134 
8 Delius’s Violin Sonata No 3 – A transcription for Flute and Piano, DSJ 150 pp75-77 
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MISCELLANY 
 
DELIUS AROUND THE WORLD 
 

Sadly we don’t always get to hear about performances and broadcasts of 
Delius until after the event, but information is always welcomed.  Here are 
reports of a few such events. 
 You may have seen in the July 2019 Newsletter that Zheng Xiao-Bin, our 
only Chinese member, reported last year that La Calinda (from Koanga) in a 
recording by the Academy of St Martin-in-the-Fields, was broadcast on the 
WeChat group, Music Therapy Salon.  [WeChat is a Chinese messaging and 
social media app.] 
 Bill Thompson, always a source of much interesting information, drew 
my attention to Compact Discoveries, a US Radio programme hosted by 
music enthusiast Fred Flaxman, episode 231 of which includes Delius’s 
early tone poem Hiawatha in a one-hour program about music inspired by 
the American Indians.  The program also includes music by Samuel 
Coleridge-Taylor and Edward MacDowell, and is available to listen to here: 
https://beta.prx.org/stories/121978 
 Bill also alerted us to the fact that Delius was one of the two featured 
composers on the 23rd October 2019 edition of the daily Composers Datebook 
program on American Public Media.  An excerpt from Summer Night on the 
River was included, and the accompanying webpage has a link to the Delius 
Society’s website.  What follows is a transcript of the programme: 

Night Music by Delius and Danielpour 

On today’s date in 1913, composer Frederick Delius was in Leipzig for the 
first performances of two orchestral pieces destined to become among his 
most popular works.  These were On Hearing the First Cuckoo in Spring and 
Summer Night on the River, premiered by the world-famous Leipzig 
Gewandhaus Orchestra, led by one of the most charismatic conductors of 
that time, the legendary Artur Nikisch. 

In a letter to his wife, Delius reported that the orchestra was ‘splendid’ — 
as for Nikisch, Delius had this to say: ‘He played the first piece MUCH 
too slow, but very expressively.  The second piece he played most 
beautifully — perfect!’ 

Eighty-four years later, on 23rd October 1997, another atmospheric 
orchestral work received its first performance when conductor Zdenek 
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Macal led the New Jersey Symphony in Celestial Night, a work by the 
American composer Richard Danielpour., who wrote: 

“Part of the inspiration for Celestial Night came to me while star-gazing in 
New Hampshire and reflecting on the contrast inherent in my life: 
between summers in rural places where all the driven, frenetic life that I 
lead in New York City is temporarily suspended and I have a period of 
peace… [and] the possibility of personal transformation … of discovering 
something beyond one’s own immediate environment or experience in 
order to grow.” 

Music Played in Today’s Program 

Frederick Delius (1862-1934) Summer Night on the River BBC Symphony; 
Andrew Davis, cond. Teldec 90845 

Richard Danielpour (b. 1956) Celestial Night Philharmonia Orchestra; 
Zdenek Macal, cond. Sony 60779 

From Bill Thompson again comes news of a broadcast on Swedish Radio P2 
on 7th November 2019 of the original 1888 Paa Vidderne Melodrama for 
speaker and orchestra.  This was a live concert performance given on 5th 
September 2019 in Umea, Sweden by the Noorland Opera Orchestra, with 
Emil Eliasson conducting.  The speaker was the Swedish actress Stina 
Ekblad.  The text was in the original Norwegian. 
 Cellist John Ehde, who performed at that memorable concert in 
Delius’s garden back in 2018, has written of two performances of the Violin 
Sonata No 3 at the Gunnar Saevig Hall, Grieg Academy, Bergen on 21st and 
22nd January 2020.  The violinist was Oddhild Nyberg and the pianist Aida 
Ramazanova, both students at the Grieg Academy.  In the first concert, the 
Delius was paired with music by Grieg and Scriabin, and in the second, 
with Eventyrsuite for violin solo, a work in four movements by Norwegian 
composer Bjarne Brustad (1895-1978). 
 Finally, in the UK on Delius’s birthday, 29th January 2020, Classic fM’s 
Full Works concert, presented by Jane Jones, was devoted to the music of 
Delius.  Eight works were played:  On Hearing the First Cuckoo in Spring, 
Florida Suite, La Calinda, The Walk to the Paradise Garden, the Piano Concerto, 
Two Aquarelles, Dance Rhapsody No 2 and the song Sunset, in an arrangement 
for cello and piano, played by Vice President Julian Lloyd Webber. 
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MEMOIRS AND LETTERS OF DORA AND HUBERT FOSS 
 

Readers will be interested to hear of the publication of Music in Their Time; 
The Memoirs and Letters of Dora and Hubert Foss, which has been edited by 
Stephen Lloyd, Diana Sparkes and Brian Sparkes.  Hubert J Foss is best 
known for his work as founder and first music editor for Oxford University 
Press.  Foss promoted composers in England between the World Wars, 
most notably Ralph Vaughan Williams, William Walton, Constant Lambert, 
and Peter Warlock. 
 The first part of this book is based on the memoirs of Foss’s wife Dora, 
who was herself a professional singer.  The book recreates a vivid picture 
of the musical world during the inter-war period when there was a 
renaissance of English music.  Foss’s work for OUP saw the music 
department expand from publishing a limited number of sheet music items 
to a comprehensive inventory of operas, orchestral compositions, chamber 
and vocal works, and piano pieces.  Foss also greatly expanded the press’s 
publication of books on music, music analysis, and music appreciation.  
Leaving OUP’s music department in 1941, Foss pursued a number of 
freelance musical occupations, serving as critic, reviewer, journalist, author 
and frequent broadcaster.  The book includes letters sent to and received 
from such luminaries as Hamilton Harty, Constant Lambert, Edith Sitwell, 
Donald Tovey, Ralph Vaughan Williams, William Walton, Henry J Wood, 
Arthur Bliss, Benjamin Britten, Roger Quilter, Percy Scholes, Leopold 
Stokowski, Michael Tippett, Thomas Hardy, James Joyce and Walter de la 
Mare.  Many of the letters presented here have never been published before. 
 An authoritative introduction by Simon Wright (Head of Rights & 
Contracts, Music, OUP) provides a detailed overview of Hubert Foss and 
his place in music publishing.  Whilst there is precious little of Delius in this 
book, it is a fascinating collection of letters and reminiscences of Foss and 
his wife.  More details can be found at:  www.boydellandbrewer.com. 
 
Paul Chennell 
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DELIUS BOOKS AND LPS LOOKING FOR A NEW HOME 
 

Delius Society member John Whittaker is keen to reduce his collection of 
records and books and would like to offer the following items at no charge 
apart from the postage to any members who are interested: 

Leaflet:  Delius in America - the exhibition catalogue produced by the 
Delius Society in 1972 for the Camden Festival 

LPs 
1. Koanga Boxed Set (Groves) - 2 copies 
2. The Magic Fountain (boxed set) 
3. Violin Sonatas (Ralph Holmes / Fenby) 

Books: 
1. Delius Alan Jefferson 
2. Frederick Delius Thomas Beecham 
3. A Delius Companion 70th Birthday Tribute to Eric Fenby 

Journals 
A collection of Delius Society Journals from 2009-12  

In addition, John would like to sell the following book for £15: 

Thomas F Ward – Teacher of Frederick Delius 

If you are interested in any of these items, please contact John Whittaker 
directly by email: mjwhittaker@googlemail.com or by phone: 0118 942 1809. 
 

 
 
 
MORE SEA DRIFT CONFUSION 
 

There seems to be continued confusion as to the identity of the conductor 
of Decca’s 1929 recording of Sea Drift, brought to a head once again with its 
special reissue to mark the company’s 90th anniversary.  Recorded in the 
Chenil Galleries, Chelsea on 29th May 1929 it was amongst Decca’s first 78s 
and a bold undertaking for the size of the forces involved.  Reviewing this 
special anniversary reissue (on three 10-inch vinyl discs playing at 33 rpm) 
in the January 2020 Gramophone (p98), Peter Quantrill states that 

‘the unnamed conductor [was] either Anthony Bernard or Julian Clifford’.  
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This topic was covered briefly in the Autumn 2019 issue of this Journal (p90) 
and more thoroughly in Journal 139, but perhaps it is worth repeating the 
compelling evidence supplied by correspondence.  The conductor was of 
course Anthony Bernard (1891-1963), as the soloist Roy Henderson made 
clear when I interviewed him at his home in August 1986 and when he 
spoke to The Delius Society in April 1989.  Bernard’s name was not printed 
on the label of the 78s when they were released, probably because he was 
under contract to Brunswick for whom he had recorded Delius’s North 
Country Sketches and the Air and Dance earlier that same month.  In June 
1929 Jelka Delius wrote to Philip Heseltine, asking him to tell Bernard (who, 
with Heseltine, had visited Delius at Grez in March) that 

‘Fred wants so very much to hear his records of N. C. Sketches and 
Seadrift as soon as possible’.1 

Unfortunately, North Country Sketches and Air and Dance were never 
released ‘owing to mechanical defects’, but in August Jelka wrote to 
Heseltine, 

‘We greatly enjoyed Bernards Seadrift [sic] on our own Gram.  We first 
heard it thro wireless,2 which was rather bad.’3 

When Heseltine had heard the records, he wrote to Delius that he was 

‘agreeably surprised. There are bad patches here and there, but on the 
whole the recording is much better than I had expected.  Bernard’s tempi 
are rather odd in certain sections – the opening is surely about twice too 
slow?’4  

As Decca have announced, 

‘this recording is presented twice: a ‘needle drop’ flat transfer of the 
original 1929 recording on the A sides of the 3 discs, and then a cleaned 
up as much as possible version on the B sides.  Both sides will be available 
digitally on a download card.’ 

Even for a limited edition of 900, £60 seems an excessive price for the boxed 
set.  It is more extraordinary that Decca seem to have made no effort to 
name the conductor, especially when the original entry of Julian Clifford in 
Philip Stuart’s excellent Complete Decca Classical Discography, 1929-2009 first 
issued in 2009 has been corrected to Anthony Bernard in more recent 
editions. 
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 However, I have just received an e-mail to say that there is a bonus 
disc, CD56, given with Decca’s latest huge anniversary boxed set (retailing 
at about £100, I think) which includes 

‘a selection of highlights from the very first 78s on Decca and early FFRR 
recordings’ 

amongst them 

‘DELIUS: Sea Drift Roy Henderson / New English Symphony Orchestra & 
Choir / Anthony Bernard’. 

 

Stephen Lloyd 
 
 

1 Jelka Delius to Philip Heseltine, 14th June 1929, ed Barry Smith, Frederick Delius and Peter 
Warlock – A Friendship Revealed (OUP, 2000), p465 
2 Broadcast on Daventry, 29th July 1929 
3 Jelka Delius to Philip Heseltine, 14th August 1929, idem, pp475-6 
4 Philip Heseltine to Jelka Delius, 8th July 1929, idem, pp471-2 
 

 
 
 
GAUGUIN’S NEVERMORE TOURING JAPAN 
 

Midori Komachi writes: 
 

The Courtauld Exhibition, featuring Gauguin’s Nevermore, is currently 
touring in Japan until June 2020, and I have collaborated with the exhibition 
through curating some music for the audio guide and producing an official 
compilation CD of this exhibition, which includes some recordings of works 
by Delius (Violin Sonata No 3, Fragment No 3 for piano and Songs of Farewell). 
 The audio guide at the exhibition includes some information on Delius, 
as well as his exchanges with Gauguin, and as background music, my 
recording of the Violin Sonata No 3 (with pianist Simon Callaghan), and 
Fragment No 3 for piano (this is a new recording for this exhibition by 
pianist Mari Kumamoto – I think this might be a world premiere recording). 
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GRAINGER PERFORMING THE PIANO CONCERTO 
 

Leo Gillis, Head of Special Collections and Archives for the Interlochen Arts 
Center, Michigan, has been in communication with Bill Thompson about a 
broadcast concert which took place on Saturday 31st July 1943 at the 
Interlochen Music Camp, in which Percy Grainger is the soloist in Delius’s 
Piano Concerto. 
 The concert featured the High School Orchestra conducted by Warrant 
Officer Thor Johnson.  The programme was as follows: 

Hanson:  Interlochen Theme 
Mendelssohn:  Symphony No 5 ‘Reformation’ 
Grieg:  Triumphal March for Sigurd Jorsalfar Suite 
Delius:  Piano Concerto in C minor 
Copland:  Outdoor Overture 
Hanson:  Interlochen Theme 

Leo Gillis is trying to have the discs of this concert digitised so that the 
recording can be made more widely available.  In an email to Bill 
Thompson, he reports: 

‘The good news is that we have the first of 2 discs of the concert digitized.  
The bad news is that we cannot locate the second disk.  During the process 
of preparing for shipment of disks to digitize, I was unable to locate record 
two, with parts 2 & 4 on it; I assumed it would turn up and I would send 
it along separately, but that has not happened.  We have disk one, which 
contains parts 1 & 3, including the first half of the Delius, which abruptly 
ends in mid-note … My only hope is that since the record was inventoried 
and barcoded at some point, it is simply misfiled - but that is hundreds 
more records to go through before I can say for sure.’ 

Leo Gillis has provided an mp3 file of a 16-minute segment of the concert; 
the first part of this is Grieg’s Triumphal March, and this is then followed 
by the first seven minutes of the Delius.  Bill has cleaned up the recording 
to make it less noisy and concludes that Grainger and the Orchestra give a 
spirited performance.  You can listen to this recording – the only known 
recording of Percy Grainger playing this work – by going to Bill 
Thompson’s website here: 

www.thompsonian.info/Delius-Piano-Concerto-fragment-Percy-
Grainger-piano-Interlochen-concert-1943-07-31.mp3  



 

102 DSJ 167 
 

We can only hope that the disc of the other part of the concert is located and 
funds are available to have it expertly restored. 
 

 
 
 
SIGNED COPY OF BEECHAM’S BOOK ON DELIUS 
Delius Society member Peter Bull has kindly donated his copy of the 
Beecham biography of Delius bearing the signature of Sir Thomas.  Peter 
obtained the signature from Beecham at a concert he conducted at the 
Davies Theatre, Croydon in the 1950s.  With Peter’s kind permission, I now 
invite bids for this signed copy, which will be sent to the person bidding 
the highest sum by midnight on Sunday 31st May 2020.  Proceeds to The 
Delius Society.  Please email your bids to journal@thedeliussociety.org.uk 
or send by post to The Delius Society Journal, 15 Oldcorne Hollow, Yateley 
GU46 6FL. 
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LETTERS TO THE EDITOR 
 

From Tony Noakes: 
 

The article in DSJ 166 on the Munch exhibition, and the reference to 
Munch’s printmaking, reminded me of the Munch exhibition at the New 
York Guggenheim Museum which I saw while I was living there in 1965/6.  
As an architect and admirer of Frank Lloyd Wright, I was keen to see this 
museum with its artworks displayed on its spiral ramp.  Bays on the ramp 
were formed by side panels on which prints were displayed; on the wall 
between them were two paintings on the same subject as the related prints.  
I understood that sometimes the print came first, and then the painting; 
sometimes the reverse.  Although at that time I was already a member of 
The Delius Society (my mother and I had joined at the inaugural meeting in 
1962), I did not then know of the remarkable friendship between Munch 
and Delius. 
 I have just been reading a history of Chittering, a shire about 50 miles 
north of Perth, from its early settlement in the 1840s.  By 1850 convicts were 
being transported to Western Australia, whose population and sheep 
numbers increased rapidly.  There was then great demand in England for 
wool, as not enough was coming from within England and the Continent.  
By 1850, 86% of the woollen spindles and 94% of England’s power looms 
were in Yorkshire.  This must have been about the time when the Delius 
wool merchant firm was established.  They may well have handled wool 
from Chittering. 
 I am grateful to John France (DSJ 166) for his jottings on Delius’s On 
Craig Ddu, which made me listen much more carefully to my recording.  I 
had never before paid any attention to the words, just enjoying the sound 
of the voices and remembering particularly the last phrase of verse 1, which 
also recurs later. 
 It is wonderful that at 84, I am still making Delius discoveries.  In this 
instance, A Late Lark, which I recently found as the final track on Bo Holton’s 
collection of English Master Works.  If I had ever heard it before, I had no 
memory of it.  As a composer mainly of songs, I am always concerned with 
the matching of words to music.  In the case of A Late Lark, it is the orchestral 
sound, especially the descending oboe tune, that I found memorable.  
Having just listened to it twice following the text, I am coming to appreciate 
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Delius’s word setting better, but it is still the accompaniment that stays in 
my mind.  Eric Fenby’s observations (Delius As I Knew Him, pp70-72) on 
melody and accompaniment are fascinating and relevant.  It is no wonder 
that Delius was anxious that Fenby should unearth this gem, written at the 
time when his sight was failing (did he, I wonder, dictate the music to Jelka, 
or a visiting musician?)*. 
 Twice recently, ABC Classic Radio has announced Summer Night on the 
River, and then broadcast Summer Evening.  On the second occasion, it was 
to form part of a programme of music written in 1911.  I let them know that 
they were about two decades out.  I got an acknowledgement but wonder 
if it will happen again. 
 
Tony Noakes 
 
 

*Roger Buckley helpfully answers this question as follows: ‘Yes, he did, although Jelka’s 
draft score remains unlocated.  Some sketches in her hand have survived.  See Robert 
Threlfall: Frederick Delius: A Supplementary Catalogue (London: Delius Trust, 1986), p234.’ 
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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/events/ 
 
Thursday 7th May 2020, from 12.30pm 
 

The Delius Society AGM and Annual Lunch 
Regretfully, in line with government guidelines on COVID-19, the 
Committee has taken the decision to postpone the AGM and Annual Lunch, 
scheduled for Thursday 7th May.  Members who have paid to attend will 
have their money refunded.  Members will be contacted when a new date 
for the AGM has been secured. 
 

 
 
 
Opera Holland Park production of Margot la Rouge 
Unfortunately, Opera Holland Park has postponed its 2020 production of 
Margot la Rouge, in line with government guidelines on COVID-19. 
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Tuesday 29th September 2020 at 7.15pm-9.15pm 
 

Percy Grainger – visitor to Grez 
Pianist, Penelope Thwaites in 
conversation with Stephen Lloyd 
 

With recorded music and extracts from 
the piano 
 

Venue:  David Lloyd George Room, 
National Liberal Club, Whitehall Place, 
London SW1A 2HE 
 
 
 
 

 
 
 
Sunday 29th November 2020 
 

The Delius Prize 
Royal Birmingham Conservatoire 
Adjudicator to be confirmed 
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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.  It also includes, for the record, events 
which have been cancelled or postponed following government advice on 
COVID-19.  Venues of non-UK concerts are in upper case. 
 

2020 
 

Tuesday 21st January 2020 
GUNNAR SAEVIG HALL, GRIEG ACADEMY, BERGEN, NORWAY 
Grieg:  19 Norwegian Folk Tunes – I wander deep in thought, Op 66 No 18 
Grieg:  Slåtter Op 72 – No 7 Rötnams-knut 
Delius:  Violin Sonata No 3 
Scriabin:  Sonata-Fantasy No 2 Op 19 
Oddhild Nyberg, violin 
Aida Ramazanova, piano 
 

Wednesday 22nd January 2020 
GUNNAR SAEVIG HALL, GRIEG ACADEMY, BERGEN, NORWAY 
Delius:  Violin Sonata No 3 
Bjarne Brustad:  Eventyrsuite for violin solo 
Oddhild Nyberg, violin 
Aida Ramazanova, piano 
 

Friday 6th, Sunday 15th, Sunday 22nd matinée, Saturday 28th March 2020  
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 
Frankfurt Opera Chorus 
Opera Frankfurt Orchestra 
Elias Grandy, conductor 
Eva-Maria Höckmayr, director 
Tilman Michael, choirmaster / chorus director 
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Saturday 7th March 2020 at 7.30pm 
The Epsom Playhouse, Epsom, Surrey KT18 5AL 
This Sceptered Isle 
Walton:  Spitfire Prelude and Fugue 
Vaughan Williams:  Fantasia on Greensleeves 
Delius:  Violin Concerto 
Elgar:  Symphony No 2 
Epsom Symphony Orchestra 
Michael Foyle, violin 
Darrell Davison, conductor 
www.epsomsymphony.co.uk 
 

Friday 13th March 2020 at 7.30pm 
High Street Methodist Church, Witney 
Witney Music Society 
‘Tis Nature’s Voice 
Howells:  The Summer is coming 
Elgar:  The Shower & The Fountain 
Sibelius:  Sydämeni laulu (Song of my heart) 
Madetoja:  Kevätunta (Dreams of Spring) 
Langgaard:  Lokkende toner (Enticing tones) 
Ireland:  Spring, the sweet Spring 
Elgar:  Owls: An Epitaph & O Wild West Wind 
Delius:  On Craig Ddu (An Impression of Nature) 
Reger:  Schweigen (Silence) 
Vaughan Williams:  Silence and Music  
Pärt:  The Deer’s Cry 
Edwards:  Sacred Kingfisher Psalms 
The Carice Singers 
George Parris, conductor 
www.thecaricesingers.co.uk  
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Saturday 14th March 2020 at 7.30pm 
Pre-concert talk at 6.45pm 
St Peter ad Vincula, Church Street, Hampton Lucy CV35 8BE 
‘Tis Nature’s Voice 
Howells:  The Summer is coming 
Elgar:  The Shower & The Fountain 
Sibelius:  Sydämeni laulu (Song of my heart) 
Madetoja:  Kevätunta (Dreams of Spring) 
Langgaard:  Lokkende toner (Enticing tones) 
Ireland:  Spring, the sweet Spring 
Elgar:  Owls: An Epitaph & O Wild West Wind 
Delius:  On Craig Ddu (An Impression of Nature) 
Reger:  Schweigen (Silence) 
Vaughan Williams:  Silence and Music  
Pärt:  The Deer’s Cry 
Edwards:  Sacred Kingfisher Psalms 
The Carice Singers 
George Parris, conductor 
www.thecaricesingers.co.uk 
 

Saturday 14th March 2020 at 7.30pm 
St Andrew’s Church, Market Place, Chippenham SN15 3HT 
Grieg:  Peer Gynt Suite No 1 
Nielsen:  Flute Concerto 
Delius:  Florida Suite 
Sibelius:  Finlandia 
North Wiltshire Symphony Orchestra 
Alex Arkwright, conductor 
Lisa Nelsen, flute 
https://nwso.org.uk/ 
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Monday 16th March 2020 at 1.00pm 
Wigmore Hall, London  
Schumann:  Fünf Lieder, Op 40 (Märzveilchen, Muttertraum, Der Soldat, 
Der Spielmann, Verratene Liebe) 
Grieg:  To Brune Ojne (Two Hazel Eyes), Op 5 No 1; Jeg elsker Dig (I love 
you), Op 5 No 3; En Svane (A Swan), Op 25 No 2; Mit einer Wasserlilie, Op 
25 No 4 
Prinsessen:  Fra Monte Pincio, Op 39 No 1 
Delius:  Seven Songs from the Norwegian: Evening Voices (Twilight 
Fancies) and Sweet Venevil 
Delius:  Five Songs from the Norwegian: The Nightingale and Longing 
Frumerie:  Hjärtats sånger (Songs of the Heart), for voice and piano, Op 27 
Alessandro Fisher, tenor 
Roger Vignoles, piano 
 

Wednesday 18th March 2020 at 7.30pm 
Influence Church, Victoria Rd, Richmond, North Yorkshire 
‘Tis Nature’s Voice 
Howells:  The Summer is coming 
Elgar:  The Shower & The Fountain 
Sibelius:  Sydämeni laulu (Song of my heart) 
Madetoja:  Kevätunta (Dreams of Spring) 
Langgaard:  Lokkende toner (Enticing tones) 
Ireland:  Spring, the sweet Spring 
Elgar:  Owls: An Epitaph & O Wild West Wind 
Delius:  On Craig Ddu (An Impression of Nature) 
Reger:  Schweigen (Silence) 
Vaughan Williams:  Silence and Music  
Pärt:  The Deer’s Cry 
Edwards:  Sacred Kingfisher Psalms 
The Carice Singers 
George Parris, conductor 
www.thecaricesingers.co.uk 
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Sunday 22nd March 2020 at 6.30pm 
Kings Place, London 
Delius:  On Hearing the First Cuckoo in Spring 
Delius:  Summer Night on the River 
Mendelssohn:  Violin Concerto in E minor, Op 64 
Mozart:  Queen of the Night arias from The Magic Flute 
Haydn:  Symphony No 83 in G minor ‘The Hen’ 
Firebird Orchestra 
George Jackson, conductor 
Emmanuel Bach, violin 
Samantha Hay, soprano 
www.londonfirebird.com/event/the-first-cuckoo 
 

Saturday 28th March 2020 at 7.00pm 
United Reformed Church, Lane, Palmers Green, London N13 4AL 
Spring Concert 
Delius:  On Hearing the First Cuckoo in Spring 
Ravel:  Piano Concerto in G Fox Major 
Roussel:  Le Marchand de Sable qui passe 
Mozart:  Symphony No 31 ‘Paris’ 
North London Sinfonia 
Owen Leech, conductor 
https://www.nlsinfonia.org/ 
 

Sunday 5th April 2020 at 4.00pm 
St Endellion Church, Port Isaac, Cornwal PL29 3TP 
St Endellion Easter Festival 
Handel:  Arrival of the Queen of Sheba 
Mozart:  Horn Concerto No 4 
Delius:  La Calinda 
Haydn:  Symphony No 101 ‘The Clock’ 
Buxted Symphony Orchestra 
Julian Broughton, musical director 
http://www.buxtedsymphonyorchestra.org.uk/ 
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Sunday 12th April 2020 at 6.30pm 
St Endellion Church, Port Isaac, Cornwal PL29 3TP 
St Endellion Easter Festival 
Delius:  On Hearing the First Cuckoo in Spring 
Haydn:  Nelson Mass, Hob. XXII/11 
Beethoven:  Symphony No 7 in A major, Op 92 
St Endellion Easter Festival Chorus & Orchestra 
https://www.minack.com/2020season/ 
 

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 
Programme and artists as above 
 

Saturday 18th April 2020 at 7.30pm 
TEMPLE ISRAEL MIAMI, 137 NE 19TH STREET, MIAMI, FL 33132, USA 
Programme as for Thursday 16th April above 
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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 
 

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 
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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 
 

Monday 11th May 2020 at 7.30pm 
St Martin’s Church, East Woodhay, Newbury RG20 0AL 
Newbury Spring Festival 
Howells:  The Summer is 
coming 
Elgar:  The Shower & The 
Fountain 
Sibelius:  Sydämeni laulu 
(Song of my heart) 
Madetoja:  Kevätunta 
(Dreams of Spring) 
Langgaard:  Lokkende 
toner (Enticing tones) 
Ireland:  Spring, the sweet 
Spring 
Elgar:  Owls: An Epitaph & O Wild West Wind 
Delius:  On Craig Ddu (An Impression of Nature) 
Reger:  Schweigen (Silence) 
Vaughan Williams:  Silence and Music  
Pärt:  The Deer’s Cry 
Edwards:  Sacred Kingfisher Psalms 
The Carice Singers (pictured) 
George Parris, conductor 
www.thecaricesingers.co.uk 
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Friday 22nd May 2020 at 7.30pm 
Dorchester Abbey, Oxfordshire 
OX10 7HH 
English Music Festival 
Elgar:  The Spanish Lady Comedy 
Overture (World Premiere Performance) 
Delius:  Petite Suite d’Orchestre (First 
Professional Performance) 
Coleridge-Taylor:  Violin Concerto in G 
minor 
Alwyn:  Concerto Grosso No 1 in B-flat 
Cowen:  Symphony No 4 ‘The Welsh’ (First 
Modern Performance) 
BBC Concert Orchestra 
Martin Yates, conductor 
Rupert Marshall-Luck, violin (pictured) 
www.englishmusicfestival.org.uk 
10% discount available for Delius Society members 
 

Saturday 23rd May 2020 at 10.45am 
Dorchester Abbey, Oxfordshire OX10 7HH 
English Music Festival 
Bliss:  Sonata for Piano and Violin 
Howells:  Sonata for Violin and Piano No  3 in E minor 
Delius:  Sonata for Violin and Piano No 3 
Bainton:  Willows; The Making of the Nightingale; Variations and Fugue in B 
minor (World Premiere Performance) 
Finzi:  Elegy 
Ireland:  Sonata for Violin and Piano No 2 in A minor 
Rupert Marshall-Luck, violin (pictured) 
Duncan Honeybourne, piano 
www.englishmusicfestival.org.uk 
10% discount available for Delius Society members 
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Sunday 24th May 2020 at 10.45am 
Silk Hall, Radley College, Abingdon OX14 2HR 
(mini-bus transfer provided) 
English Music Festival 
Warlock:  A Lake and a Fairy Boat 
Delius:  Five Songs from the Norwegian 
Warlock:  Take, O take those lips away 
Warlock:  The Cloths of Heaven 
Bax:  To Eire, The White Peace, Shieling Song, A Milking Sian 
Warlock:  When as the rye, Mourne no more, There is a Lady, Sweet Content 
Moeran:  Seven Poems by James Joyce 
Warlock:  The Bachelor, Rest, sweet nymphs, Hey Trolly Lolly, Ha’nacker Mill, 
The Night, My own Country, Belloc’s Fancy, Maltworms, Captain Stratton’s 
Fancy, The Fox, Sleep 
Gareth Brynmor John, baritone 
Christopher Glynn, piano 
www.englishmusicfestival.org.uk 
10% discount available for Delius Society members 
 

Sunday 24th May 2020 at 2.15pm 
Silk Hall, Radley College, Abingdon OX14 2HR 
English Music Festival 
MacMillan:  Cecilia Virgo 
Bliss:  Put thou thy trust in the Lord 
Delius:  Three Preludes for Piano 
Wood:  Full fathom five 
MacFarren:  Orpheus, with his lute 
Ireland:  The Hills 
Dyson:  Evening, Nocturne, The Moon 
Gardner:  Fear no more 
Wood:  Hail, Gladdening Light 
Stanford:  Three Motets 
Vaughan Williams:  Mass in G minor 
The Addison Chamber Choir 
David Wordsworth, conductor 
10% discount for Delius Society members  
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Sunday 24th May 2020 at 7.00pm 
Dorchester Abbey, Oxfordshire OX10 7HH 
English Music Festival 
Holst:  Marching Song 
Ireland:  Te Deum and Jubilate in F 
Bainton:  Christ in the Wilderness 
Howells:  Music for a Prince 
Howells:  Hymn to St Cecilia 
Vaughan Williams:  Willow Wood 
Finzi:  extracts from Love’s Labour’s Lost 
Holst:  This have I done for my true love 
Delius:  Irmelin Prelude 
Howells:  King David 
The Holst Orchestra 
Godwine Choir 
Hilary Davan Wetton, conductor 
Roderick Williams, baritone (pictured) 
www.englishmusicfestival.org.uk 
10% discount available for Delius Society members 
 

Tuesday 26th May 2020 at 7.30pm 
WELLBER KULTURPALAST DRESDEN, GERMANY 
Delius:  The Walk to the Paradise Garden 
Schnittke:  Cello Concerto No 1 
Beethoven:  Symphony No 7 in A major Op 92 
Jan Vogler, cello 
BBC Philharmonic 
Omer Meir Wellber, conductor 
 

Saturday 20th June 2020 (time tbc) 
St Andrew’s Church, Market Place, Chippenham SN15 3HT 
Delius:  The Walk to the Paradise Garden 
Mozart:  Piano Concerto No 12 in A Major K414 
Beethoven:  Symphony No 6 in F Major Op. 68 
North Wiltshire Symphony Orchestra 
Alex Arkwright, conductor 
https://nwso.org.uk/  
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Saturday 4th July 2020 at 7.30pm 
Clarendon Muse, Watford School of Music, Watford Grammar School, 
Rickmansworth Road, Watford WD18 7JF 
Smetana:  Movements from Ma Vlast 
Richard Strauss:  Horn Concerto No 1 
Delius:  Florida Suite 
Stuart Dunlop, conductor 
Joseph Longstaff, french horn 
www.watfordsymphonyorchestra.co.uk/Concerts.html 
 

Saturday 4th July 2020 at 7.30pm 
St Mary’s Church, Banbury 
Chabrier:  Espana 
Rodrigo:  Concierto de Aranjuez 
Shostakovich:  Festive Overture 
Delius:  Summer Evening 
Wood:  Fantasia on British Sea Songs 
Arne:  Rule Britannia 
Parry:  Jerusalem 
Elgar:  Pomp and Circumstance March No 1 
Craig Ogden, guitar 
Banbury Symphony Orchestra 
Paul Willett, conductor 
 

Tuesday 21st, Thursday 23rd, Saturday 25th, 
Wednesday 29th, Friday 31st July 2020 
Delius:  Margot la Rouge 
Puccini:  Le Villi 
Anne Sophie Duprels, Margot la Rouge 
Samuel Sakker, Sergeant Thibault 
Paul Carey Jones, L’Artiste 
Nadine Benjamin Lili Béguin 
Claire Mitcher Nini 
Francesco Cilluffo, conductor 
Martin Lloyd-Evans, director 
City of London Sinfonia / Opera Holland Park Chorus 
Supported by the Delius Trust 
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Wednesday 29th July 2020 at 7.45pm 
Guiting Power Village Hall, Church Road, Guiting Power, Cheltenham 
GL54 5TX 
Guiting Music Festival 
Rebecca Clarke:  Rhapsody 
Delius:  Romance 
Delius:  Cello Sonata 
Elgar:  Chanson de matin and Chanson de nuit 
Grieg:  Cello Sonata 
Raphael Wallfisch, cello 
John York, piano 
https://guitingfestival.org/ 
 

Saturday 21st November 2020 (time tbc) 
Holst:  Winter Idyll 
Delius:  Sleigh Ride 
Planas:  Sonata for Flute and Orchestra 
Head:  Standing Stones, for Flute and Strings 
Dvorak:  Symphony No 9 
Banbury Symphony Orchestra 
Paul Willett, conductor 
https://banburysymphony.org/ 
 
 

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

Delius Society Newsletter: 1st June 2020 
Please send material for inclusion to Roger Buckley at 
rjbuckley@thedeliussociety.org.uk 
 
Delius Society Journal:  1st August 2020 
Please send material for inclusion to Katharine Richman at 
journal@thedeliussociety.org.uk 
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