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Richard Henry Walthew (1872 – 1951) 
Composer, Conductor, Pianist and Teacher 

Peter Atkinson 

Richard Henry Walthew, at East Preston, Sussex, [died] in November, aged seventy-
nine. He had been a professor at the Guildhall School of Music and Queen's College, 
Harley Street. He was the composer of choral works, many songs and piano pieces 
and a number of delightful chamber works. Early in the century he composed the 
school song for University College School.81 

HE LACK OF DETAIL in this tiny obituary, published in the Musical Times, 
demonstrates the extent to which Richard Walthew had become an obscure, almost 

completely unknown figure in the world of British music by the time of his death in 
1951.  Over the last sixty years Walthew has only sunk further into obscurity, now even 
his name is probably unrecognisable to most, whilst details about his life and work seem 
to have been well and truly consigned to oblivion.  By contrast, during a period of about 
two decades during his own lifetime, roughly from 1893 to the beginning of World War 
I, Walthew was a fairly well-known and certainly well-respected composer who, at least 
in the very early stages of his career, was hailed as one of the coming men of British 
music.  Although he never achieved the grandiose success that some had predicted for 
him, Walthew produced a large compositional output, which includes over one hundred 
songs, a substantial amount of chamber music, two operettas, cantatas, incidental music, 
concertos for clarinet and piano, and numerous other orchestral works.  In addition to 
this extensive musical oeuvre, Walthew’s contribution to musical life in London, which 
took the form of conducting, teaching, and performing, make his life and career worthy 
of reviewing.  Although very little has been written about Walthew, details found in 
press reports from the time (relating to performances and various other aspects of his 
life and work) as well as some of his own writings and a few other sources, can be used 
to reconstruct an account of his multifaceted musical career. 
    Richard Henry Walthew, son of Richard Frederick Walthew, a merchant, was born on 
4 November 1872 in London.  He was initially educated at the Islington Proprietary 
School and then for two years at the Guildhall School of Music, during which time, at the 
age of just fifteen, adverts for one of his earliest, if not the earliest of his published 
compositions appeared in the press – a song, aptly named Joy of Our Youth.82  In 1890 
Walthew was awarded an open scholarship to study composition at the Royal College of 
Music under Stanford and Parry.  Others who began their studies at the RCM in that year 
include Alfred Pratt, Henry Walford Davies and, most notably, Ralph Vaughan Williams.  
Walthew and Vaughan Williams became good friends and for many years later they 
continued to express a mutual appreciation for each other’s work.  Walthew, for 
example, wrote in 1919 that Vaughan Williams was ‘a very sincere and highly gifted 
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musician’83 and a few decades after that, in 1947, Vaughan Williams wrote a letter to 
Walthew in which he recalled their time together with much happiness: 

‘I owe you such a lot from those early days – you taught me so much (and not 
only about music; we discussed Browning, theology & all sorts of other strange 
subjects). Do you remember taking me to Carmen & I being then an insufferable 
young prig went prepared to scoff but remained to pray – & that you asked me to 
your home & we played pfte duets (or rather you played & I followed after as 
best I could) – these are all fragrant memories for which I am grateful.  
You know, you must have thought me a mere amateur – & I have been so, more 
or less, all my life – I seem to have had no natural techniques – but have had to 
hammer out everything from the facts of the case. 
I wish we ever met now –  

 
Do you remember that? – I think I have got it right. 

Always yours 
R. Vaughan Williams.’84 

    Apart from being a tone out (the original is in D minor, not E), Vaughan Williams had 
indeed remembered correctly the opening melody of Walthew’s first large-scale work, 
The Pied Piper of Hamelin.  This work, written for tenor and bass soli, chorus and 
orchestra, was premiered by the Highbury Philharmonic Society, conducted by Gilbert 
Betjemann, on March 20th, 1893.  Walthew would have most certainly remembered it, 
for it was the work on which his reputation was founded and on which, to some extent, it 
forever rested.  The reviews of the first and subsequent performances demonstrate that 
the work was an instant success and that the critics considered Walthew to be a young 
composer who had a very promising future ahead of him. The Musical Times wrote of the 
premiere:  

‘By his clever setting of Browning’s humorous poem, this young composer, a 
pupil still of Dr. Parry at the Royal College of Music, has marked himself as one 
from whom in the future much may be expected. He has humour, he has 
invention; he has already acquired the art of producing striking effects by simple 
means: and while he avails himself freely of the resources of modulation and 
contrapuntal device, he does so with a measure of discretion that in these days is 
all too rare.85 

    Later performances received similarly glowing reviews.  For example, when the 
cantata was presented at August Mann’s annual benefit concert at the Crystal Palace in 
April 1895, the Athenaeum described it as an ‘ingenious and musicianly work’,86 whilst 
the critic from the National Observer wrote that it was ‘extremely clever, spontaneous and 
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Autobiography’ in Hubert Foss, Ralph Vaughan Williams (London: George G. Harrap & Co., 1950), 24–
25. 
85 ‘Highbury Philharmonic Society’, Musical Times, 34 (Apr. 1893), 220. 
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taking’.87  The Pied Piper continued to be a favourite of choral societies for decades later 
and none of Walthew’s subsequent works were ever quite able to repeat the success that 
had been achieved by his early cantata.  Hubert Parry must have been fond of his then 
pupil and the cantata, for he suspended the publication and performance of his own 
setting of Browning’s poem until 1905, so that Walthew’s popular work could continue 
to enjoy the limelight.88 
    Shortly after completing his studies at the RCM, Walthew played the solo part in a 
performance of his Pianoforte Concerto, No. 1, in D with the Strolling Players Orchestral 
Society at the Queen’s Hall on May 3rd, 1894.89  The Times wrote of the work that: 

‘Though traces are not wanting of the influence of his masters, Mr. Walthew’s 
work is not deficient in individuality, and it possesses a considerable amount of 
that charm and freshness which are so desirable in the music of a composer who 
is still quite young’.90 

    The 1890s continued to be a productive decade for Walthew as he continued to 
produce numerous orchestral and choral works.  His Petite Suite pour Orchestre and 
Festival Overture in D were both performed by the Stock Exchange Orchestra and 
conducted by George Kitchin, at the Queen’s Hall in 1895 and 1896 respectively.  The 
manuscripts of these two works, which were never published (like practically all of 
Walthew’s orchestral works), are probably lost, but some details about the music can be 
gleaned from the programme notes which were written for the premiere.  George 
Kitchin, who conducted the performances, wrote the following about the Petite Suite: 

‘The Suite now brought to a first hearing consists of five short movements. No 
trombones or extra percussion instruments are employed and the trumpets and 
tympani [sic] are used with great moderation. In short, the composer relies, for 
the effect which he wishes to produce, upon the natural and spontaneous 
character of his music.’91 

    Various musical excerpts were also provided in these programmes.  Example 1 below 
shows the opening theme from the first movement of the Petite Suite and example 2 
shows the principal theme of the Festival Overture.  Both illustrate Walthew’s 
predilection for well-balanced, simple diatonic melodies (perhaps not as ‘spontaneous’ 
as Kitchin claimed). 

                                                             
87 ‘Music’, National Observer, 13 (4 May 1895), 675. 
88 Jeremy Dibble, C. Hubert H. Parry: His Life and Music (Oxford: Clarendon Press, 1992), 406–407. 
89 At the same concert Walthew also played piano solos by Chopin and Grieg. The original programme 
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Example 1 Petite Suite, opening of first movement – Allegro tranquillamente 

 
Example 2 Festival Overture, principal theme 

    Both of these works received very favourable reviews in the press, as did his cantatas 
written during that decade, The Fair Maids of February (1895) and Ode to a Nightingale 
(1897).  Towards the end of the century Walthew wrote some incidental music for a 
children’s play which some of his friends were arranging for a Christmas entertainment.  
Extracts from this music for Aladdin were performed by the Strolling Players at the 
Queen’s Hall in 1899 and the Morning Post’s critic wrote that the music was ‘very dainty 
and pretty, and contains some humorous touches, which considerably increase its 
interest and effectiveness’.92 
    During the 1890s, Walthew also demonstrated his affinity for writing chamber music – 
especially works for the clarinet.  These works include his first set of Mediations for 
Clarinet and Pianoforte (1895), his Suite in F for Clarinet and Pianoforte (1899) and his 
Trio in C minor, for Pianoforte, Violin and Clarinet (1896).  The Trio proved to be 
particularly popular, receiving numerous subsequent performances, and was described 
as containing ‘some well written and well sounding pages in which considerable warmth 
of feeling is united to musicianly treatment of melodious and expressive thematic 
material’.93  The music of this trio, which is very much in line with the Brahmsian 
tradition that must have filtered down to Walthew from Parry and Stanford, is 
representative of his essentially conservative musical style.  His penchant for periodic 
phrase structures and classical forms is evident throughout.  The first movement, for 
example, is in strict sonata form with a repeated exposition, containing a neatly-ordered 
and serious first subject in C minor, followed by a more relaxed second subject in the 
conventional relative major, E flat.  A development section, based on material from the 
first subject, then ensues before the expositional material is recapitulated in the 
expected keys.  The remaining movements are cast in similarly conventional forms, the 
last, for instance, being a theme and variations. 
    Although he composed numerous orchestral works during the earlier years of his 
career, Walthew’s chamber works far outnumber his larger-scale compositions and it 
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was for the former which he eventually became most known as a composer.  In Walter 
Cobbett’s Cyclopaedic Survey of Chamber Music the composer Thomas Dunhill, who much 
admired Walthew’s compositions, described some of the characteristics of Walthew’s 
chamber music that so impressed him and attempted to explain why Walthew’s works 
were not as well-known as he thought they ought to be: 

‘Richard Walthew is an accomplished composer, actively in sympathy with 
chamber music traditions, and imbued with the essential refinement of true 
chamber music style. He is satisfied to work within the limitations which such a 
style necessarily imposes, and his work is at all times devoid of affectation and 
ostentatiousness. 
Walthew’s music is for the chosen few rather than for the multitude; thus the 
merits of his work have never been sufficiently recognized. Moreover, the 
somewhat intimate and reticent manner in which his ideas are set forth does not 
exactly command attention. He is a composer who must be sought rather than 
one who compels the hearer to listen to a forcible message.’94 

    As well as composing chamber music, Walthew gave lectures on the subject at various 
times throughout his life.  In 1916, for example, he read a paper to the Musical 
Association entitled ‘String Quartets’, most of which was dedicated to an appraisal of the 
‘classical masters’, Haydn, Mozart and Beethoven, who Walthew so admired.  Other 
composers whose chamber music Walthew held in high esteem were Schubert, 
Mendelssohn, Brahms and Dvorak.  On the other hand, Walthew found Grieg’s string 
quartet to be ‘positively noisy’.95  In the 1916 lecture he further demonstrated his 
conservative tastes by setting out some basic requirements, or ‘rules’, that all successful 
string quartets should, for the most part, adhere to.  These include ‘symmetry and 
proportion’, ‘no melodrama’, ‘stringy’ writing throughout and ‘plenty of rests in each 
part’.96  Moreover, Walthew encouraged the writing of string quartets (and chamber 
music in general) because he considered them to be the ‘ideal medium for music of the 
purely subjective kind’ [i.e. ‘absolute’ music]’,97 as opposed to programmatic music which 
he spoke of in disparaging terms in an earlier article.98  As late as 1929 Walthew was 
still lecturing on chamber music at a summer course in music teaching at Oxford, during 
which he reflected on the place of chamber music in modern society: 

‘The social life of to-day is unfavourable to the serious cultivation of music […] 
and musicians must frequently be conscious of a feeling of isolation. In such 
cases I would recommend them to take up chamber music, which can be 
looked upon to some extent as a sort of refuge. They will find the study of this 
type of music most enthralling.’99 

    To return to a chronological account, Walthew, in the first year of the twentieth 
century, continued to produce a steady stream of songs and small piano pieces in 
                                                             
94 Thomas Dunhill, ‘Walthew, Richard Henry’, in Walter Wilson Cobbett, Cobbett’s Cyclopaedic Survey 
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96 Ibid. 
97 Ibid. 
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music is due as much to the facility with which it can be discussed as to anything else’. 
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addition to composing an operetta, The Enchanted Island, a String Quartet in E, a Mosaic 
in Ten Pieces for Clarinet and Pianoforte and Three Sketches for Violin and Pianoforte.  
The book for The Enchanted Island, which was written by one R. H. U. Bloor, was, 
according to the critics, an attempt to imitate W. S. Gilbert and it received some negative 
criticism because of this.  The Musical Standard, for instance, wrote that ‘The coarse 
attempts at Gilbertian wit are laughable – only in the wrong way’.100  Walthew’s music, 
on the other hand, went down well at the premiere and was commended for being ‘a 
neat and bright score which has an individuality of its own’101 and, according the 
Manchester Guardian’s critic, it was ‘extremely entertaining [...] hearty applause greeted 
most of the tuneful numbers’.102 
    It was also at the start of the new century that Walthew became the Musical Director 
of the Passmore Edwards Settlement, a post that he held for four years and which was 
subsequently taken up by Gustav Holst in 1904.  In addition to conducting, Walthew 
participated in London’s musical life by taking to the stage as a pianist, not just in 
performances of his own works but in those of other composers as well.  For example, 
on 3 December 1900, he played the solo part in Saint-Saëns’s Pianoforte Concerto, No. 2, 
with the North London Orchestral Society.  Walthew regularly wrote programme notes 
for concerts such as these and for the one just mentioned he wrote glowingly about 
Saint-Saëns, demonstrating that it was not solely Teutonic composers whom he 
admired: 

‘Anything from the pen of M. Saint-Saens, one of the most distinguished and 
admirable of modern French musicians, is sure to be interesting from some point 
of view, but it is perhaps in brilliancy of technical achievement that he is most 
conspicuous, and it is in this light that his Pianoforte Concerto is to be 
considered.’103 

    With the same Society, in March 1911, he performed Brahms’s Pianoforte Concerto, No. 
1.  Comments on his pianistic skills seem to have always been unanimously positive and 
of his performance of the Brahms it was written that Walthew ‘with the rare 
combination of intelligence and restraint, secured a particularly happy reading of the 
work’.104  Dunhill also described Walthew as an ‘excellent pianist’105 and the same critic 
who praised his Brahms performance wrote in 1912 of Walthew’s ‘executive 
appreciation’ of works by Schumann, Bach, Couperin, Liszt and even Debussy (although 
it is unclear whether he actually ever performed any of Debussy’s works in public).106 
    In 1901 Walthew married Gertrude Frances Moore, the daughter of Roderick 
Mackenzie Moore who was the principal clarinettist of the Clapham Orchestral Society 
(of which Walthew was an honorary conductor) and also the dedicatee of many of 
Walthew’s works for clarinet.107  Over the next few years Walthew composed a number 
of large scale works.  His Clarinet Concerto (1902) was never orchestrated and appears 
not to have been performed at all during his lifetime but an edition with piano 
accompaniment was performed by Jane Ellsworth in 1991, and later published by 
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Tecchler Press.108  In April 1903 Walthew’s Pianoforte Concerto, No. 2, in E flat, was 
performed (probably for the first time) by the North London Orchestral Society and it 
was performed again, in October that year, in Bournemouth under the baton of Sir Dan 
Godfrey.  The music critic Edwin Evans found the concerto to be ‘a fine, well-constructed 
work’ but thought it was ‘overshadowed by foreign, principally Schumannish, 
influences’,109 whilst J. A. Fuller Maitland, the music critic for The Times, after hearing 
the earlier performance of the concerto, contrasted it with the ‘extreme modernity’ of 
the young musicians of the day and noted that it was instead ‘saturated with classical 
models’.110  Evans’s comments on the concerto were part of an article he wrote about 
Walthew for his series Modern British Composers, published in the Musical Standard.  
Although most of the articles in the series were concerned with composers whose music 
Evans considered to be ‘modern’, he acknowledged that Walthew did not fit in with this 
theme and, like Maitland, he highlighted Walthew’s precise lack of modernist 
credentials: 

‘Mr. Richard H. Walthew’s personality is one in which the utmost ingenuity 
would fail to find a revolutionary element […]. Examining his writing from the 
standpoint of the mere stylist, one is struck by its great refinement and purity, 
and one would seek in vain for any crudity, such as it would require a special 
effect to justify. Possibly one or two minor details here and there might be 
considered bold and emancipated by our revered academics, but they are so 
neatly and insinuatingly put forward that the strictest of these gentlemen would 
hesitate to commit himself to disapproval.’111 

    Walthew’s orchestral debut at the Proms came the year after the performances of his 
second piano concerto, in September 1904, when his Caprice Impromptu for Violin and 
Orchestra was performed under the conductorship of Sir Henry Wood and with John 
Saunders as the soloist.  A year after this Walthew was appointed director of the 
operatic class at the Guildhall School of Music.  Whilst in this position he was 
instrumental in the production of a number of high quality operatic performances put on 
by the students of the school.  These included a revival of John Barnett’s once popular 
opera, The Mountain Sylph in 1906, Gluck’s Iphigénie en Tauride in 1908, and Weber’s 
Oberon in 1910.  Walthew’s own operetta, The Gardeners, was also performed at the 
school in 1906 and he wrote incidental music to at least one play produced at the GSM, 
entitled The Masque of Peace (1916).112 
    Between 1904 and 1907, none of Walthew’s orchestral or chamber works, with the 
exception of his Idyll for Flute and Pianoforte (1907), were published.  His new teaching 
duties may have contributed to this dearth of publications, however, the composer 
Joseph Holbrooke wrote that Walthew’s ‘excessive shyness’ was to blame as it was a 
‘poor quantity to go to market with’.113  Indeed, in stark contrast to Holbrooke, Walthew 
spoke modestly, sometimes almost disparagingly, about his own compositions and 
musical ability.  He described his own string quartets, for example, as ‘disappointing’ and 
‘bungling’, and himself as ‘not a learned musician’, despite having trained at one of the 
most respected musical institutions in the country with some of the most respected 
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professors.  Although he criticised these aspects of Walthew’s personality, Holbrooke 
did nonetheless hold a high opinion of his music, writing that he considered Walthew to 
be one of England’s most promising composers of chamber music.114  It is not surprising 
then that many of Walthew’s works received their first performance at Holbrooke’s 
Chamber Music Concerts.  These include his Six Lyrical Pieces for String Quartet (1904), 
Piano Trio in G (1907), Piano Quartet in G minor (1910), and Five Diversions for String 
Trio (1915). 
    In 1907 Walthew took up the post of Professor of Music at Queen’s College London 
and later composed the music for the College Song, So few the years, so swiftly pass.  In 
the same year Walthew became one of the six original shareholders in the music 
publishing company, Stainer & Bell, and subsequently formed part of the firm’s music 
selection committee with the Irish singer, Harry Plunket Greene.115  Walthew took on 
yet more work two years later, in 1909, when he was made conductor of the South Place 
Orchestra.  Walthew’s contribution to music at the South Place Institute lasted for over 
two decades and was not limited to conducting: he played the piano in numerous 
concerts, he wrote programme notes and delivered lectures on chamber music (some of 
which were published by Boosey & Co.).116  Walthew’s association with and contribution 
to amateur musical societies had begun long before his appointment at the South Place 
Institute and continued for long afterwards as well.  In an article entitled Musical 
Amateurs, written in 1904, Walthew contrasted the freedom of the amateur musician 
with the constraints faced by the professional one.  The following quote goes some way 
in explaining his near life-long dedication to amateur music-making: 

‘Professional orchestras must play what will attract an audience; but amateurs 
should be independent of such a consideration, and their programs might 
therefore be made of immense musical interest.’117 

    Walthew’s own chamber music was frequently performed at the South Place Concerts 
and his works which received premiere performances there include his String Quartets 
in E and in E flat (1900 & 1917), his Serenade Sonata for Viola and Pianoforte (1921), his 
Phantasy Quintet (1911) and his Quintet in E flat for Clarinet and String Quartet (1930).  
The last of these was performed at a concert dedicated to Walthew’s works that took 
place at the Conway Hall on March 9th, 1930. Walthew’s son, Richard Sidney, played the 
clarinet part in the performance.118 
    Despite being undoubtedly busy with his teaching and conducting responsibilities, 
Walthew’s creative energies did not wane over the next three decades as he continued to 
compose chamber music, songs, small piano pieces and the occasional orchestral work.  
An example of the latter was his Friend Fritz Overture, which was performed at the 
Proms on August 19th, 1914.  The Overture was based on thematic material intended for 
an opera which appears never to have come to fruition.  In his review of the work, the 
critic for the Manchester Guardian described Walthew as ‘one of the few musicians of 
our generation in England who seems totally unaffected by foreign influence’ but also 
wrote that the Overture was ‘not a particularly strong piece of work’.119  
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    The following year, the well-known violist, Lionel Tertis, took part in the first 
performance of Walthew’s Five Diversions for String Trio at one of Holbrooke’s Chamber 
Music Concerts that took place in May.  On the same occasion, Tertis and Walthew 
played the latter’s Mosaic in Ten Pieces for Viola and Pianoforte (also for clarinet).  The 
work must have made an impression on Tertis, as many years later, in 1943, he played 
an arrangement of the piece for viola and orchestra – the performance of which was 
broadcast by the BBC on July 10th.120  The Musical Times spoke very favourably of the 
broadcast: 

‘It is the work of a happy craftsman, genial, jesting (so few composers joke now). 
In a slow movement Walthew is at his serene best. Brahms would have enjoyed 
the valsettes, and Elgar would have beamed upon other parts.’121 

    Of course, what the review also demonstrates is that by 1943 Walthew’s music was 
very much considered to be of a bygone era. 
    Other notable chamber works that Walthew composed in the latter half of his life 
include his Serenade Sonata for Viola and Pianoforte (1921), Two Sonatinas for Violin and 
Pianoforte (1926), Four Impressions for Violin and Pianoforte (1928), Triolet for Oboe, 
Clarinet and Bassoon (1932), and Sonata in D for Viola and Pianoforte (1938).  The 
Sonata in D was recorded by Watson Forbes (viola) and Myers Foggin (piano) and 
released by Decca in 1938 along with four of the pieces from Walthew’s Mosaic in Ten 
Pieces.122  The Musical Times’ review of the recording again highlights the fact that 
Walthew’s music was thought by many to be somewhat dated by this time:  

‘The work is possibly recent, but its outlook is that of the Cobbett period or 
thereabouts. It is in no way a striking work; it has neither emphasis nor display; 
it attempts nothing original or personal. It is the ordered thought of a well-kept 
musical mind that has nice things to say and says them precisely and aptly.’123 

    Walthew composed far fewer orchestral works in his later years (or at least less were 
published or performed) but he did write a work for piano and orchestra, entitled 
Fiametta.  He played the solo part in a performance of this in Guildford on March 24th, 
1931, with Claud Powell conducting.124  Another work which was performed in 
Guildford under the direction of Powell was Walthew’s Table Music for String Orchestra 
(November 8th, 1932) and, for the same combination of instruments, Walthew also 
wrote a Minuet and Intermezzo which was published in 1940 by Stainer & Bell.  The 
Minuet and Intermezzo was described as having ‘a certain charm and distinction without 
making exceptional demands on the performers […] Amateurs should find them both 
enjoyable and effective.’125 
    The view put forward in the review above, that Walthew’s music is most suited to 
‘amateurs’, is one that cropped up again and again in contemporary reviews of his 
chamber music and this gives one the impression that his music was not taken very 
seriously by the critics of the day.  However, this would probably not have bothered 
Walthew, whose chamber music is, as Dunhill has written, ‘what he himself [Walthew] 
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has declared chamber music should be – “the music of friends”’.126  Walter Cobbett 
clearly felt that Walthew’s music achieved this status as he wrote that Walthew’s music 
‘bears a friendly aspect’.127  Walthew’s grandson, John, has stated that Walthew ‘did not 
take his talents too seriously’ and that many of his compositions were ‘written with little 
serious intent, but rather to please his friends’.128  This explains the statement made in 
The Times’ obituary for Walthew, that he ‘would have accepted the description of himself 
as a minor composer without imputation of disrespect’.129  That Walthew’s ambitions 
were so modest goes some way in explaining why he and his music are so little known 
today. 
    As has been mentioned, Walthew’s music, even in the earliest stages of his career, was, 
for the most part, very conservative for its time.  His use of traditional forms and his 
conventional use of harmony and tonality had more in common with late romantic 
composers such as Brahms and Schumann (with whom Walthew’s music was often 
compared), than with some of his more iconoclastic contemporaries.  This conservatism 
partly explains why Walthew’s works never received a hostile reception: there was 
nothing particularly shocking or boundary-pushing about his music that was unsettling 
for audiences and critics and so at worst his compositions were met with indifference 
rather than outrage.  For many of the older members of the musical establishment 
Walthew’s music seemed far preferable to what some considered to be ‘the thunderous 
outpourings of the young chaotics’.130 
    Although Walthew was no musical revolutionary, this does not mean that his works 
are of no significance or value.  His chamber music is, as others have said, undoubtedly 
the most successful part of his output and many of his clarinet works, trios, quartets and 
quintets would make valuable additions to the repertoire of soloists and ensembles 
performing today.  It is fortunate that many of these works were published during 
Walthew’s life (or after) so that they still survive.  There are also numerous works which 
exist in manuscript: the library of the Guildhall School of Music holds over ten pieces and 
the composer’s descendants are also in possession of various works.  Some of the 
orchestral works which are extant, including the Pianoforte Concerto, No. 1 and the 
Clarinet Concerto are also worthy of performance (particularly if the Clarinet Concerto 
were to be orchestrated).  Walthew’s piano music consists largely of light miniatures 
and pieces which are suitable for learners but some of these, such as The Masqueraders 
Suite (1927), are nevertheless charming and interesting works.  Few of the songs, which 
form by far the largest part of Walthew’s oeuvre, are still in print today but if the 
recently recorded A Song of Love and Death (with clarinet obbligato) (written in 1898 
and recorded in 2006) is anything to go by then there may be many more items from 
this part of his output that are worth reviving.  It is hoped that in the future more 
musicians will perform his music and that at least some of his works can be recorded so 
that a fair assessment of Walthew’s compositional capabilities can be made. 

Peter Atkinson 
Birmingham, 2013 
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List of Works 
Due to the sheer number of works Walthew composed (particularly songs) it is probable 
that this list is not 100% complete. Where there exist various arrangements of the same 
work for different instrumentations the work has been listed only under its original (or 
assumed to be original) form. The dates provided are predominantly either the year in 
which the work was first performed (if this is earlier than the date of publication) or the 
date of publication. 
Orchestral Works 
Caprice Impromptu for Violin and Orchestra – 1904 
Concerto for Clarinet and Orchestra – 1902 
Festival Overture in D – 1896 
‘Fiametta’ for Piano and Orchestra – 1931  
Friend Fritz Overture – 1914 
Petite Suite pour Orchestre – 1895  
Pianoforte Concerto, No. 1, in D – 1894 
Pianoforte Concerto, No. 2, in E flat – 1903 

Theme and Variations for Orchestra in B flat – 1909 
Three Night Scenes – 1906/07 

String Orchestra 
Minuet and intermezzo – 1940 
Table Music: Suite in four movements – 1932 

Incidental Music 
Aladdin – 1899 
The Masque of Peace – 1916  

Cantatas 
An Ode on St. Cecilia’s Day – 1914 
John-a-Dreams – 1911 
Ode to a Nightingale – 1897 
The Fair Maids of February – 1895 
The Pied Piper of Hamelin – 1893 

Operettas 
The Enchanted Island – 1900 
The Gardeners – 1906 

Accompaniments to Recitations 
Merlin and the Gleam – 1899 
Trios 
Boating Song for flute clarinet & piano – 1953 
Conversation galante for piano trio – 1927 
Five Diversions for String Trio – 1915 
Introduction and allegro for two violins and piano – MS at Guildhall School of Music 
Miniature trio for two violins and viola – MS at Guildhall School of Music 
Minuet in canon for violin, viola and piano – MS at Guildhall School of Music 
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Piano Trio in D minor – 1915 
Piano Trio in G – 1907 
Prelude and Fugue for string trio – Pub. 1997 
Prelude and Fugue for two clarinets and bassoon – 1945 
Prelude, Sarabande and Fugue for string trio – MS at Guildhall School of Music 
String Trio – 1917 
Suite in B flat for three violins – MS at Guildhall School of Music 
Trio in B flat for clarinet, viola and piano – MS at Guildhall School of Music 
Trio in C minor for piano violin and clarinet (or viola) – 1896 
Trio in D for clarinet (violin), horn (bassoon/viola/bass clarinet/basset horn) and piano – 
Pub. 2000 
Triolet in E flat for oboe, clarinet and bassoon – 1932 
Variations for horn violin and piano (there sits a bird on yonder tree) – MS at Guildhall 
School of Music 

Quartets 
A miniature quartet in four movements – for flute, oboe, clarinet and bassoon – Pub. 1991 
Piano Quartet in G minor – 1907 
Rondino in B minor for 3 violins and viola – MS at Guildhall School of Music 
Six Lyrical Pieces for String Quartet – 1904 
String Quartet in B flat – 1907? 
String Quartet in E – 1900 
String Quartet in E flat – 1917 
Variations for string quartet – MS at Guildhall School of Music 

Quintets 
Phantasy Quintet in E minor & major for piano, violin, viola, cello & double bass – 1911 
Quintet in E flat for clarinet and string quartet – 1930 
Quintet in F minor for piano and string quartet – 1905 

Violin and Piano 
Four Impressions – 1928 
Sonata di camera – 1902 
Three sketches – 1900 
Two Sonatinas – 1926 

Viola 
Litany – MS at Guildhall School of Music 
Serenade sonata – 1921 
Sonata in D – 1938 
Three romances – MS at Guildhall School of Music 
Violin and Viola 
Three sketches – MS at Guildhall School of Music 

Cello and Piano 
Cello Sonata – ? 
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Clarinet and Piano  
A Mosaic in 10 pieces – 1900 
Bagatelles – Pub. 1992 
Four Meditations – 1895 
Melody in the popular style – 1908 
Second set of Four Meditations – 1901 
Suite in F – 1899 

Flute and Piano 
Idyll – 1907 

Bassoon and Piano 
Introduction and Allegro – 1943 

Solo Piano 
An Autumn Melody – 1934 
At the Picture Gallery: 

1. Itinerant Musicians, 2. Hunting Scene, 3. The Path Through the Wood, 4. Interior of a 
Church. – 1919 

Aubade in G major – 1907 
Danse Polonaise – 1926  
Five Dance Sketches – 1919 
Five Dream Pieces – 1926 
Five Vignettes – 1941 
Four Miniatures – 1948 
Holiday Waltzes – 1923 
In Early Spring – 1934 
In Varying Mood Five Little Preludes – 1920 
Introduction, Air and Jig (piano duet) – 1924 
Lyrical – 1931/2 
Lyrical Fantasy (11 short pieces) – 1916 
Miniature Sonata – 1921 
On a May Morning – 1931 
On Holiday – 1937 
Pianoforte Works: 

1. Intermezzo, 2. Pastoral, 3. Improvisation – 1908  
Serenade – 1908 
Six Easy Diversions – 1924 
Six miniature preludes 

 1. Up in the morning early, 2. Regrets, 3. Cheer-up, 4. Hesitation, 5. The careless 
Shepherd, 6. In haven – 1919 

Slender Themes: 
1. Sunbeams, 2. The Rivulet – 1925 

Sun and Shade – 1928 
Swing Son in G – 1919 
The Butterfly Intermezzo – 1929 
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The Gleaner’s Slumber Song – Transcribed for Piano – 1900 
The Masqueraders Suite – 1927 
The Scholar and a Day Off – 1931 
The Winged Horse in E major – 1926 
Two little pieces: 

1. Andante Moderato, 2. Allegretto – 1925 
Two Pastels: 

1. A Lace Handkerchief, 2. The Courtier – 1926 
Two Sketches for piano: 

1. A Memory 2. Noel – 1912 
Valse Elegante – 1896 

Solo Songs: 
A dream of Venice – 1900 
A Gipsy song – 1902 
A Piper, unison song – 1927 
A song of love and death (with clarinet obbligato) – 1898 
A summer song – 1900 
A Windy Day – 1930 
All Fools’ Day – 1899 
All things lovely and true – 1913 
An Album of Twelve Songs – 1898 

1. Golden Slumbers, 2. Sweet and Low, 3. Mistress Mine, 4. Birds’ love and Birds’ song, 5. 
The letter, 6. Marriage Morning, 7. To Daffodils, 8. Come Away, Death, 9. The throstle, 
10. Hey, ho, the wind and the rain, 11. Break, break, break, 12. Good Morrow. 

Annabel Lee in ‘twenty modern English songs’ – 1923 
April and I – 1897 
At the Church Gate – 1904 
At the window – 1895 
Ave Maria Hail, Virgin Holy Sacred song – 1906 
Beat upon mine little heart – 1894. 
Beneath the pines, a suswap love song – 1898 
Carol in the snow – ? 
Child songs, 

1. The city child, 2. Minnie and Winnie – 1904 
December unison song – 1924 
Diaphenia – 1908 
Doris, chansonette – 1912 
Dream Daisies – 1898 
Dreams of the day and the night recit and air, etc. – 1911 
Eldorado – 1896 
England Song – 1907 
Fain would I change – 1899 
False Cupid – 1903 
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Five Songs from Thackeray – 1923 
Fold and Field – 1903 
Gay go up Maypole – 1901 
Gentle Spring unison song – 1913 
Hail! Holy Child carol – 1909 
Hey! Jolly Robin – 1899 
Home keeping hearts – 1912 
Hush-a-bye, baby song – 1900 
I Have lifted up mine eyes – 1911 
If thou art sleeping, maiden song – 1899 
Invocation at daybreak – 1907 
Je n’ose pas – 1898  
Joy of our youth – 1888 
Love’s Gift – 1903 
Lullaby of and infant Chief, unison song – 1918 
Maire, my girl song – 1896 
May-Day Song – 1896 
Mule Music – 1912? 
My Beloved – 1897 
My Day-dreams song – 1901 
My heart is like a fountain true – 1899 
My pot-pourri – 1928 
Mynheer Vankdunck – 1895 
Our Lady’s Children – 1922 
Renaissance – 1903 
Rosaleen – 1930 
Sing a song of gladness – 1899 
Sing aloud ye joyful people – ? 
Songs of the Wrens (two songs) –  1894 
St. Agnes’ Eve – 1905 
Stars of the summer night – 1905 
The butterfly and the rose song – 1914  
The Children’s Madrigal song – 1901 
The comrades song – 1900 
The fountain unison song – 1912 
The girl in the garden (cycle of five songs) – 1906 
The Gleaner’s Slumber song – 1895 
The hemlock tree song – 1898 
The letter song – 1902 
The little dream men – 1913 
The Shepherd’s Wife’s song – 1897 
The splendour falls – 1903 
The spring of the year – 1906 



 

68 

The Wild Red Roses of Canada – 1903  
The world Flag A song for piece – 1930 
There sits a bird on yonder tree – 1907 
Three of us – 1907 
To Blossoms – 1905 
To Blossoms, unison song – 1913 
To Pyrrha rondo – 1901 
Trysting Tree – 1908 
Two Little Songs: 

No. 1 The First Hyacinth – No. 2 The Nesting Bird – 1906 
Two Nautical Songs: 

No. 1 Threshing from the Banks – No. 2 In from the Sea with the Dawn – 1932  
Two Songs: 

No. 1 Love’s Quest, No. 2 The Perfect Note – 1901 
What is it calls? – 1898 
What is love? – 1900 
When all the world was sleeping – 1907 
When bonny brown Skylarks – 1903 
When Daylight dies – 1922 
When I am dead, my dearest – 1897 
When in disgrace Madrigal, sonnet – 1910 
When lovers meet – 1922 
When my lady sings – 1908 
When that I was and a little tiny boy – 1924 
When the wind blows – 1901 
Where love is king – 1900 
Wherever the spot – 1900 
Who Goes? – 1915 
Ye little birds that sit and sing – 1893  

Duets: 
Arcady – 1913 
Autumn – 1909 
Bird Raptures – 1931 
Der du von dem himmel bist – 1896 
Evening – 1927 
Hunting Song – 1930 
It was a lover and his lass – 1892 
Love and friendship – 1931 
Moonlight – 1909 
Night and rest – 1894 
Old French Love Song – 1930 
Over the hills – 1921 
Queen Buttercup – 1913 
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Serenade – 1918 
Sighing winds – 1924 
Silent Birds – 1923 
Song on May morning – 1924 
The mermaid’s home – 1927 
The restless river – 1924 
The shepherd’s roundelay – 1896  
The shower – 1921 
The skylark – 1908 
The village – a cycle of two part songs for ladies voices – 1899 
Four part songs/SATB/Chorus: 
Green fields of England – 1908  
Hymn to Diana – 1908 
Nocturn – 1909  
Queen’s College Song ‘So few the years, so swiftly pass – 1923 
Sleep – 1909 
The Song of the Thrush – 1914 
The voices – 1914 
There be none of beauty’s daughters – 1908 
There sits a bird on yonder tree – 1905 
Three Vocal Quartets: 

No. 1 If Love should brush you with his Wing – No. 2 Love's a Thing of Tears and 
Laughter – No. 3 The Perfect Note – 1912 

To daisies, Not to shut so soon – 1908  
Misc: 
By the red burn, 3 sopranos – 1927 
Unidentified Instrumentation: 
Nowell – MS at Guildhall School of Music 
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