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Chairman’s Message 

I was heartened whilst working in Turkey to find an 
enthusiasm amongst management and players for British 
music beyond the established names! It felt bizarre to be 
discussing Bax's November Woods in a restaurant in Adana 
but wonderful at the same time. The modern world really 
does allow British music to reach right across the globe and, 
perhaps most importantly, to reach individuals with an 
enquiring attitude to music. Whilst so much programming is 
safe - I was there to conduct Rachmaninov and Tchaikovsky 
- there is clearly a richer knowledge of the repertoire than 
promoters may realise. There are more Festivals to enjoy in 
October - I'm off to Southwold for the William Alwyn 
Festival and then Northampton for more Malcolm Arnold. 
Whilst Surrey Opera give George Lloyd's opera Iernin a 
deserved production in both Croydon and Penzance. I first 
got to know his music via a BBC broadcast of the Sixth 
Symphony which I taped off the radio. Great to finally be able 
to perform the work on Remembrance Sunday in good old 
Worthing. 

John Gibbons – Chairman 

New BMS Publications 

In the Editorial to the July 2013 issue of BMS News, the 
outline plans for BMS publications for 2014 and beyond 
were presented to members. These plans generated 
considerable feedback from members and the editor is 
grateful to all those that took the trouble and time to make 
their views known. The plans have also been the subject of 
much discussion within the BMS committee. In formulating 
the final decision, the committee has tried to incorporate as 
many of the wishes of the membership as possible, within 
the overall need to modernise and save costs. 

Essentially, the plan remains as detailed in News 138 – BMS 
News will cease publication in its current form from January 
2014 and be replaced by an electronic newsletter that will 
gradually become more tightly integrated with the BMS 
website. Thus, News 140 will be the final issue of the British 
Music Society Newsletter in its present form. 

The “e-news” publication will contain timely 
announcements of forthcoming concerts and other events 
around the country and will be published and distributed 
more frequently than the present quarterly newsletter cycle. 
The default form of this publication will be electronic and 
will be sent to all members that provide an e-mail address. 
However, a quarterly printed version will also be produced 
for an interim period* and sent to those members that 
request it or who have not provided an e-mail address. 

The eventual aim of the committee is to encourage all 
members to switch to the “e-news” – there are benefits 
both for members, receiving information more quickly and 
frequently, and for the society in that the extensive costs of 
producing and distributing BMS News will be greatly 
reduced. 

The annual journal British Music and the Feature Articles, 
Obituaries and Reviews and Reports sections of BMS News 
will be incorporated into a new, bi-annual journal which will 
be published and distributed to members in May and 
November of each year. The title of this publication is yet to 
be decided. 

* The duration of this period will be regularly reviewed 

 

Raphael Terroni Memorial Concert 

The British Music Society is holding a concert in memory of 
the British pianist Raphael 
Terroni.  The concert will be 
held in the Gustav Holst 
Room at Morley College, 61 
Westminster Bridge Rd, 
London SE1 7HT on 
Thursday 17 October 2013 at 
1pm. The concert will be 
followed by a drinks reception 
in the college refectory. 

Raphael will be remembered for 
his tireless promotion of British 
music throughout his 
performing career. 

He also served as Chairman and Vice-Chairman of the 
British Music Society for many years and was active in the 
society until a few weeks before his untimely death. 

The concert will last approximately one hour and will 
include Raphael Wallfisch amongst the performers. 

mailto:ian.maxwell79@aberdeen.ac.uk
http://www.britishmusicsociety.com/
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Editorial 
As explained in the article New BMS Publications on the cover page 

of this issue, this is the penultimate edition of BMS News in its 

present form. The decision to change our publications is far from 

“arbitrary” (as was suggested by one member who made his views 

known to the editor) and has been the subject of much discussion 

within the committee and beyond for the past two years. I hope 

that the plan, as described on the cover page, meets with the 

approval of the majority of BMS members. We have tried to reflect 

the wishes of the membership as far as possible but we have also 

been constrained by external circumstances and steering a course 

through these obstacles has been far from easy. 

I am stepping down as newsletter editor to concentrate my efforts 

on ensuring the continued success of the extended journal British 
Music. The committee member with the task of launching and 

producing the new “e-news” publication will be announced in the final 

issue of BMS News, which will be with members early in the New 

Year. 

In the meanwhile, I trust that members will find this issue of BMS 
News both interesting and stimulating. The lead Feature Article is a 

fascinating piece on William Alwyn, establishing his credentials as a 

“Suffolk Composer”. As a Suffolk-native himself, Andrew writes 

authoritatively on the effect the county had on Alwyn. 

Philip Scowcroft provides us with a detailed excursus into the 

composing career of George Alexander Macfarren whose prolific 

output will probably come as a surprise to many who know of him 

mainly as a teacher. Former St. Andrew’s University student Alec 

Macdonald has contributed some personal memories of Cedric 

Thorpe Davie, the centenary of whose birth falls this year. 

Finally, I am pleased to publish a reprint of Ronald Corp’s article on 

Benjamin Britten as a Church Music Composer that originally 

appeared in the Church Times. Britten is perhaps less-known as a 

church music composer than his output of such music might warrant. 

Readers will no doubt wish to seek out recordings or broadcasts of 

the works mentioned by Ronald during the remainder of this 

centenary year. 

The issue also contains the usual sections and announcements, 

although for some reason I received no concert reviews this 

quarter. Does nobody go to concerts during the summer? A major 

review by John Turner of a double CD release of the music of 

Anthony Burgess has, for technical reasons, been held over but 

members can be assured that this will be published in News 140. 

After the final issue of News has been published in January, 

articles, reviews and event reports will still feature in the new bi-

annual journal and I would like to encourage members to continue to 

submit items. However, please note that my contact details are 

changing. From mid-October, I will be back in the UK and my postal 

and email addresses and mobile telephone number are printed in the 

next column. 

Ian Maxwell - Editor 
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The British Music 
Society 

ISSN 1462-9860. Registered 
Charity No. 1043838. 

Current Membership: 566 
(August 2013) 

Annual Subscription Rates for 
UK Residents: 

Ordinary Member £25 (£22 if 
paid by Standing Order); 

Young Member £10 (first year’s 
membership is free); 

Patron: £40; 

Life Member: £450; 

Writings in BMS News are 
entirely those of each author 
and views expressed are not 
necessarily shared by the Society 
or the Editor. 

The British Music Society 
maintains membership records 
on a personal computer. These 
records comprise name, 
address, phone/fax/e-mail, and 
number and type of 
membership. These are used for 
various purposes such as 
putting members in touch with 
each other and with other 
persons with an interest in 
British music, preparing 
statistics, addressing envelopes, 
recording payments and 
preparing claims for tax refund 
on covenants etc. If any 
member objects to the holding 
or disclosure of such personal 
data in this form about 
themselves by the Society please 
inform the Editor and their 
personal data will be removed 
from the computer records. 
Information about concerts, 
recordings and other matters is 
given in good faith. The Society 
cannot guarantee the accuracy 
of the information given. 
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Guidelines for Submissions to BMS News 
BMS News is a newsletter – thus, the guiding principles for submission of items of news, 
articles, reviews, etc. should be a) brevity and b) informality of style. News is not really the 
platform for extended articles or scholarly papers (extended being defined here as more than 
about 3,000 words). The journal British Music and the occasional Monograph series are the 
appropriate places for such pieces. Exceptions may be made where there is a subject of 
especial interest – perhaps marking a significant anniversary of a composer that has not 
received much attention. That being said however, articles on all aspects of British Music 
within the remit of the society are welcome and members are encouraged to get out their 
pens, pencils or computer keyboards and contribute. BMS News is the newsletter for the 
members – it is your publication and it is read by people that share your interests. 
The issues of BMS News are currently prepared using Microsoft Office Word 2010 and, 
naturally, if you are able to use the same application for composing your submissions, that 
makes things easier for me. However, I am fully aware that not everybody has Word 2010 or 
even a computer at all. So please send your items in whatever form is most comfortable and 
convenient for you. The only criterion for assessing whether or not an item is suitable for 
inclusion in a particular issue is its content. Submissions will certainly not be rejected simply 
for being hand-written, typed or even scribbled on the back of a beer-mat – provided they are 
legible and interesting. Submissions for BMS News will not be peer-reviewed but may be 
subject to editing for content or length. 
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Feature Articles 

William Alwyn: Another Suffolk Composer 

nyone who organises an annual festival in celebration of a Suffolk composer, as the William 
Alwyn Foundation has done for the last three years, is likely to feel a shadow looming over his 

artistic shoulder.  Shadows are most obvious when the prevailing light is brightest, and when it 
comes to Suffolk composers none shines brighter than Benjamin Britten.  There is not only the 
enduring brilliance of his music, which made him arguably the most important British composer 
of his generation (and, if my recent conversations with some of today’s young composers are 
anything to go by, still one of the most influential); there is also his intimate relationship to 
Suffolk, a county that has been more successful than many in retaining its character and 
individuality.  This explains why much of his music evokes so convincingly the characteristics of 
the local landscape and people, and why it is difficult to imagine it being conceived and composed 
anywhere else. 

    Despite this, and despite what still goes on musically in Aldeburgh, there are two reasons for 
organising an annual Alwyn Festival nearby in Suffolk.  It is, of course, a celebration of his music, 
which receives performances around the world.  It is also a celebration of the region of England in 
which Alwyn spent the last twenty-four years of his life.  So while it is impossible to organise such 
a celebration without respectfully acknowledging the slightly younger and more famous musician 
who lived and worked a few miles down the coast, one of its purposes is to remind us that other 
composers live and work in this beautiful part of East Anglia. 

    There are many differences between Britten’s music and Alwyn’s, one of them being that 
Alwyn’s is not so deep-rooted geographically.  Unlike Britten, he was not born in Suffolk, and his 
music does not have any particular connection with the region.  A few of his works were inspired 
by landscape, but he was not primarily a composer who painted sound pictures of the natural 
world.  He certainly did not belong to the pastoral school of English music.  In general, living in 
Suffolk provided him with a congenial working environment rather than pictorial stimulation for 
his music. 

    How does a composer’s environment influence his work?  I suspect that some people have the 
wrong idea about so-called ‘inspiration’.  Beautiful surroundings do not automatically result in 
beautiful music – or any music at all.  The American composer Ned Rorem wrote in one of his 
journals that ideas do not come to the composer fully-formed while he is walking down a country 
lane; if anything comes to him at such moments, it is usually only a tiny fragment that has to be 
taken back to his workroom, tested, explored, developed and quite possibly rejected.  So a lovely 
view (such as the view of the marshes of the Blyth estuary that was so much a feature of Alwyn’s 
home) is more distraction than inspiration, because composing is mostly hard, frustrating, 
methodical work.  It is both craft and graft.  And by the time Alwyn moved to Suffolk he had been 
grafting at his craft for nearly forty years. 

    He was born in 1905 in Northampton, at that time a small industrial town with little obvious 
cultural or artistic heritage, into a family that was almost totally unmusical.  His father was a 
grocer who fully expected young William to take over the business – and who was to be 
disappointed in this ambition for his son, who knew from an early age that he was entirely 
unsuited to it.  Sixty years later Alwyn wrote to his friend, the composer Elisabeth Lutyens, ‘I 
remember, sometimes with bitterness, the long hours of drudgery in our ramshackle grocery shop as 
a mere boy of fourteen, when Saturday nights were a sea of faces, and every order was a fresh goad 
in the flesh ("and the next please") - a barrier between my dream-world of beauty which I had 
discovered, by some freak of nature, in music.  From such a background, what fired in me the miracle 
of music from my earliest age?’ 

A 
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    When he was six or seven his parents attempted to satisfy his hunger for music by buying him a 
wooden piccolo, the only instrument small enough for his hands.  This must have been particularly 
exciting for him since the piccolo was one of the instruments played by his childhood heroes, the 
military bandsmen who on Sunday afternoons in summer played in nearby Abington Park.  Within 
a few years he ‘grew into the flute’ and made such progress on the instrument that at the age of 
only fifteen he won a scholarship to study at the Royal Academy of Music in London.  There he 
established the foundations of a promising career as a flautist – as both a soloist and a member of 
chamber ensembles, bands and orchestras – and developed his remarkable natural facility for 
composing.  After two years at the Academy, however, his father’s early death forced him to 
abandon his studies and to support himself by playing and teaching. 

    By the mid-1930s the years of drudgery – accepting low-paid, low-status work in order to 
survive financially – were behind him and he was established as a virtuoso instrumentalist, a 
respected teacher at the Academy and a prodigious composer.  These were the early years of the 
pioneering documentary film movement, when cinemas screened short documentary films to 
accompany the main features; and, as a well-known instrumentalist, Alwyn took part in a number 
of soundtrack recordings for these films.  In 1936, by sheer chance, something happened that 
would alter the course of his career as a composer. 

    After a recording session for The Future’s In The Air, a prestigious documentary made for 
Imperial Airways, Alwyn stayed behind to have a drink with the film’s director, who the following 
day phoned him in a state of panic.  In those days, music was recorded onto film, in much the same 
way that moving images were; the two sets of film – one audio, one visual – were then processed 
separately and edited together.  In this case, when the previous day’s sound recording was 
processed, it was found to be totally blank.  None of the recording had registered.  To make 
matters worse, the original composer had gone abroad and had taken the music with him.  Alwyn 
was therefore asked if he could quickly provide a substitute score for the film.  He went on to 
become one of the most successful and sought-after film composers in Britain, though he had 
entered the profession by a happy accident. 

    Over the following twenty-five years he wrote scores for more than two hundred films, and 
entering the world of film music marked the end of his flute-playing career.  Firstly, because he 
believed that he needed to become known as William Alwyn the composer rather than Bill Alwyn 
the flautist; and secondly, because of lack of time.  He was required to juggle the demands of film 
composition with writing a great deal of concert music (including a cycle of four symphonies), 
teaching at the Academy, chairing and sitting on various committees, and reading the scores of 
new works for the BBC.  It was a busy professional life, and from 1941 there were additional, 
personal complications. 

    In that year the young Doreen Carwithen enrolled at the Academy and became a composition 
student of Alwyn’s.  They later claimed that they fell in love at first sight; and although there is 
reason to question this, we know that their affair began while Carwithen was still a student, and 
that they became what today would be termed a secret ‘item’.  So began what was for Alwyn a 
double life: his work, wife and family were public and official, his love affair with Carwithen was 
private and surreptitious.  This double life endured – and was endured – for nearly twenty years. 

    Throughout the 1940s and 1950s Alwyn and Carwithen went away for occasional, furtive 
weekends together, and eventually they looked for somewhere more permanent that they could 
call their own, that had no connection to their lives in London.  The criteria were that it had to be 
quiet, within a hundred miles of London and near the coast (not surprisingly for someone born 
and raised so far inland, Alwyn had always been drawn to the sea).  They claimed that they stuck a 
pin in a map, saw the coast of Suffolk above Aldeburgh – a region that was unknown to them – and 
came up to investigate it.  If that is true, it is intriguing to think where else they might have gone 
instead: theoretically, anywhere near the coast between Southwold and Poole, in Dorset.  What is 
certain is that when they came to East Suffolk they fell in love with the area, so much so that 
around 1960 Carwithen rented and later bought a tiny cottage in Blythburgh.  It is still there, on 
the corner of Chapel Road and Angel Lane, and it became their rural hideaway.  Sometimes 
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Carwithen came down alone from London in order to relax for a few days and enjoyed walking 
and sketching near the marshes.  (During the first William Alwyn Festival, in 2011, I discovered 
that the Churchwarden at Blythburgh, who opened the church for one of the concerts, lives in the 
cottage; he told me that he remembers Carwithen well, and he added, matter-of-factly, that he still 
has her piano.) 

    Twenty years of leading a double life, involving tensions at home as well as the considerable 
demands of his career, inevitably brought things to a head.  In 1961 Alwyn was at breaking-point, 
and he made the decision to sever all his ties, personal and professional, with London and to settle 
in Blythburgh with Carwithen, who from then on was known as Mary Alwyn (Mary was her 
middle name).  They lived in the cottage for three years while they had built, across the road, a 
large house backing on to the marshes. They named the new house Lark Rise – not after Vaughan 
Williams’s The Lark Ascending but after Flora Thompson’s trilogy of novels Lark Rise to 
Candleford, which they loved. 

    Alwyn was only fifty-five when he moved to Suffolk, and he insisted that he was not retiring; he 
was merely slowing the pace of his working life and concentrating on writing the types of music 
that were closest to his heart.  There were to be no more film scores, but instead two full-length 
operas, another symphony and lots of songs and chamber music.  One work in particular was 
inspired by his new surroundings: the Fantasy-Sonata Naiades for flute and harp, composed in 
1971.  Alwyn wrote, ‘My studio overlooks the river Blyth – tidal waters flanked by a broad expanse of 
reedy marshes, haunt of shrill seabirds.  To wander there on a summer evening, when the reeds are a 
rustling sheet of gold and the water the colour of the ‘wine-dark’ sea, is to believe again in Pan and 
Syrinx, sense the presence of Undine, and hear the Naiads sporting in the shallows, hidden from 
mortal sight by the shrouding reeds.’  So the local landscape was an occasional inspiration.  One of 
his last works, written as a result of gentle badgering by John Turner, was the song cycle Seascapes 
for soprano, recorder and piano.  John has said that it is one of the most beautiful works he has 
played. 

    But I think there is something else about the region that appealed to Alwyn and his wife.  Two 
years ago I interviewed the Suffolk composer Christopher Wright, who lives in Woodbridge, and at 
one point during our conversation we compared the music of Britten with that of Walton.  I 
suggested that although they are both brilliant, their composers display different kinds of 
brilliance – think, for example, of how Peter Grimes is dominated by the cold, grey North Sea and 
the empty skies of Suffolk, in contrast to the sparkling Mediterranean warmth and colour of 
Troilus and Cressida.  Christopher said to me, ‘There is a starkness, a bleakness, a coldness to this 
part of the world.  And I think the character of the Suffolk people - on the surface - is rather cold.  
Suffolk people are not passionate people.  As a general rule, we’re a very practical people.’ 

    My experience of growing up in Suffolk and being able to compare it with other regions where I 
have since lived is that Suffolk people are indeed practical, and not so much cold as down-to-earth.  
There is a kind of no-nonsense directness about them, perhaps reflecting the fact that historically 
the countryside there has been a tough working environment, not a rural idyll.  Perhaps it also 
reflects the climate – when Alwyn invited friends to Blythburgh for the first time, he often warned 
them that there would be a biting East wind to endure. 

    I think that this aspect of Suffolk people appealed to Alwyn because, like many men of his 
generation, he was not outwardly a passionate person.  His music is very passionate, but it was 
only in his music that he wore his heart on his sleeve (the same might be said of Britten).  In 
person – at least as an old man, as I knew him – he was shy and quiet.   His wife was, if anything, 
even more subdued, and I think both of them felt at home in Suffolk because they knew that what 
might be interpreted as the coolness of local people was actually a straightforwardness and a lack 
of pretension.  If they had stuck the pin in a different part of the map and settled somewhere other 
than Suffolk, would Alwyn have been a different sort of composer?  No, because by the time he 
moved there, he was what he was.  There probably would not have been Naiades for flute and 
harp, but wherever Alwyn had lived he would have composed the mostly abstract music that he 
had to compose. 
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    In one sense, then, his relationship to Suffolk was uncomplicated.  He loved the peacefulness and 
understated beauty of the countryside, the vast and ever-changing skies and the character of the 
local people.  Suspicious of so-called ‘progress’ and horrified by the way in which his home town 
of Northampton had been bulldozed and redeveloped, he relaxed in the relative timelessness of 
Suffolk, a county that still feels more authentically rural than many others in England.  Indeed, his 
identity as a Suffolk composer by adoption was probably stronger than that of a Northampton 
composer by birth.  But his relationship to musical life in and around Aldeburgh proved to be less 
straightforward. 

    I do not believe that he moved to Suffolk with the specific intention of raising his professional 
profile through performances at Aldeburgh.  But I can imagine him hoping that it would be a 
valuable by-product of his relocation.  Would he have been naïve to do so?  He must have 
suspected that it was dangerous in the early 1960s for an established composer of his age and 
reputation to move into Britten’s orbit, yet he wrote to a number of acquaintances that his move 
to Suffolk had given him a welcome opportunity to renew his old friendship with Britten.  In 
reality, that friendship barely existed.  The two composers certainly knew and respected each 
other, but they appear to have had little time for each other’s music.  This did not stop Alwyn from 
writing to Britten, usually with praise for the latter’s most recent work that was tempered by what 
he presumably believed was helpfully constructive criticism.  In the end, and perhaps not 
surprisingly, Alwyn’s connections to Aldeburgh were minimal – a great disappointment to him, I 
am sure – and it was Norwich, across the border in Norfolk, that saw more performances of his 
later works, including the premieres of his Second String Quartet and Fifth Symphony. 

    Britten will always be associated with Aldeburgh, and Aldeburgh with Britten, even though each 
is more than the other.  But the passing of time since his death and the inevitable changes in focus 
of the town’s famous festival have enabled a number of ‘other Suffolk composers’ to emerge from 
what has at least felt like his shadow.  Alwyn is now one of the best-known of them, thanks largely 
to his late wife’s determination to promote and preserve his reputation.  Key among her 
achievements was the establishment of the William Alwyn Foundation, whose current Trustees 
are mindful that Alwyn loved Suffolk, felt part of the local community and wanted to write music 
that people would want to perform.  What better way for them to celebrate the final, largely 
contented period of his life than to organise events based around his music, in and around 
Blythburgh? 

    This year’s celebrations of Britten’s centenary have reminded us – not that any reminder was 
necessary – of his enormous contribution to our musical world.  He has long been considered a 
major composer, while it seems unlikely that Alwyn will ever be more than a ‘major minor’.  But in 
its third year the William Alwyn Festival proves once again that there is room in Suffolk musical 
life for both of them. 

© Andrew Palmer, July 2013 

George Alexander Macfarren: An Eminent Musical Victorian 

eorge Alexander Macfarren was born in London on 2 March 1813 and died there on 31 
October 1887.  He was taught first by his father, a dancing master and dramatist.  In 1829, at 

the age of sixteen, he went to the then fairly recently established Royal Academy of Music where 
he studied composition with Cipriani Potter.  Indeed, his first major work, a symphony in C major, 
was performed at a concert at the Academy in 1830; another symphony, in D minor, was 
performed at the Academy in 1831.  Macfarren left the RAM in 1836, only to return the following 
year as a professor.  Actually, he was there for the rest of his life and from 1875, as Principal – the 
first of three successive Principals (the others being Alexander Mackenzie 1888-1924 and James 
B. McEwen 1924-1948) which led to the institution being jocularly styled the “Macademy”!  In 
1834, he became a founder member of the Society of British Musicians under whose aegis 
seventeen of his orchestral works had been performed by 1841.  The society generally encouraged 
native compositional talent – its first concert was graced by a performance of his fourth 

G 
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symphony.  In 1844, he helped form the Handel Society and for it, he prepared editions of Handel 
choral works. 

    Soon, he began to make his way as a composer of opera and in January 1845, he became 
Conductor at Covent Garden.  The previous year he had married Clarian Thalia Andrae (1828-
1916), German born and noted for her translations of opera libretti, her short piano compositions 
and even for singing parts in her husband’s operas – especially Charles II (1849).  Macfarren went 
blind in 1860, though he had had problems with his eyesight from the age of ten.  He subsequently 
needed the services of a succession of amanuenses.  He became Professor of Music at Cambridge 
in 1875, succeeding William Sterndale Bennett (1816-75), with whom he had long been friendly.  
He was knighted in 1883, in the same ceremony as Grove and Sullivan. 

    Macfarren was one of the most prolific composers of his age, remarkably so when his sight 
problems are considered.  His nine symphonies spanned the years 1828 to 1874.  He produced 
several concertos – an early one for piano (1835), one for cello (1863) plus an earlier concertino 
(1836), one for violin (1871-74) and one for flute, a favourite instrument for him.  He also 
composed a number of overtures: one in D for the opening of a theatre in 1831, another in 1833 in 
E flat and others entitled Merchant of Venice (1834), Romeo and Juliet (1836), Chevy Chase (1836 – 
one of his most popular works), Don Carlos (1842), Hamlet (1856) and the Festival Overture of 
1876.  He also marked the death of Sterndale Bennett by composing an Idyll in his memory. 

    His operas have already been mentioned.  Altogether there was seventeen, including two 
operettas for German Reed’s Gallery of Illustration in 1863-4, plus two masques, one being An 
Emblematic Tribute for the marriage of Victoria and Albert in 1840, the other, Freya’s Gift for the 
marriage of the Prince of Wales; and incidental music for the play Ajax.  Some of Macfarren’s 
operas did not attain a stage production and, in general, his reputation even in his own day did not 
rival that of Balfe or William Vincent Wallace in number of performances or in public regard.  But 
several did achieve some success.  Earliest was the above-mentioned King Charles II¸ produced at 
the Princess Theatre (1849), followed by She Stoops to Conquer (1864), whose air My Own, My 
Guiding Star achieved popularity separately, and, probably most successful, Robin Hood which also 
had performances in the provinces.  The two light operas for German Reed, Jessy Lea (1863) and 
The Soldier’s Legacy (1864) had, according to Arthur Jacob’s biography of Sullivan, a big influence 
on Sullivan’s own operetta style. 

    Aside from the opera house the Victorian composer’s principal outlet was the (,mainly 
provincial) choral festival and Macfarren fed the market assiduously with sacred and secular 
choral works: The Sleeper Awakened (1850), Lenora (1853), May Day (Bradford Festival 1857), 
Songs in a Cornfield (1868), Outward Bound (1872), The Resurrection (Birmingham Festival 1876), 
St. John the Baptist (Bristol Festival 1876), The Lady of the Lake (Glasgow 1877), Joseph (Leeds 
Festival 1877), King David (Leeds Festival 1883, conducted by Sullivan), St. George’s Te Deum 
(Crystal Palace 1884) and Around the Heath (Royal Academy of Music 1887).  None of these 
survive, though several were success d’estimes in their day. 

    Alongside these “public” works, Macfarren composed a large quantity of chamber and 
instrumental music.  For example, he composed five string quartets and a quintet in G minor for 
the Trout combination of violin, viola, cello, double bass and piano, perhaps worth exhuming some 
time.  Two trios are worth a mention – the Piano Trio in E minor and a Trio in A for flute, cello and 
piano.1  Sonatas were composed for flute (1853) and for violin.  There were also shorter pieces, 
such as the three Rondos for cello and piano, the five Romances for violin and piano plus Three 
Trifles and Recitative and Air, all for flute and piano and, as a reminder that the concertina was a 
popular instrument in Victorian England, two Romances and a Barcarolle for piano and concertina.  
For piano alone, he wrote three sonatas, the first (rather early) being revised in 1887, six 
Romances and smaller pieces; doubtless Victorian organists had a go at his Sonata in C.  Macfarren 
also composed much service music – twenty-five anthems, many introits and two cathedral 
services.  He also wrote many songs – more than two hundred solo and duet items and 

                                                           
1
 This work was revived in Doncaster in November 1972 as part of a Festival of British 18

th
 and 19

th
 Century Music that I organised; I found the trio very 

agreeable. 
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approximately seventy part-songs, madrigals and glees.2  The latter included settings of just about 
every Shakespearean lyric, as well as The Sands of Dee, a popular poem in Victorian times.  Pack 
Clouds Away had a clarinet obligato.  Macfarren also arranged a large number of folk-songs.  Nor 
were his writings confined to music; he lectured tirelessly and wrote books, including textbooks 
on counterpoint. 

    It is easy to list George Macfarren’s oeuvre, less so to envisage the sheer size of it.  Put aside his 
physical handicap; teaching and lecturing claimed his attention to a great degree.  The received 
wisdom is that Macfarren’s friend Sterndale Bennett was handicapped in his composing career by 
having to teach and becoming involved in administration.  That may well be the case, but such 
other non-compositional activities do not seem to have held Macfarren back.  It is only a pity that 
the scale of his output appears to have worked against its survival – as has happened with other 
big producers throughout musical history.  Perhaps the eminent Victorian deserves better. 

© Philip Scowcroft, April 2013 

Memories of Cedric Thorpe Davie (1913-1983) 

 arrived in St Andrews in September 1967 as an unwilling science student, that having been the 
subject path I had chosen after O’ levels, when music had been merely an interest, albeit a 

growing one.  But by now it had become a passion, and I was determined to involve myself as 
much as possible in the musical life of the university.  In this I was helped by the fact that my uncle 
and aunt lived in the town (he was the Dean of the Science Faculty) and knew the Thorpe Davies 
very well.  On a visit a few months earlier I had met CTD and he invited me to join the Chapel Choir 
and encouraged me to get involved.  And I did!  Over the course of my two academically 
‘undistinguished’ years at St Andrews, apart from singing in the Chapel Choir, I played in the 
University orchestra and was even given special dispensation to enter the music department and 
take the first year course, even though I had no formal qualifications (not even O’ level).  As well as 
all that, I had the unforgettable experience of singing in the Renaissance Group under its 
charismatic director, Douglas Gifford. 

    During my brief stay at the university, CTD was something of a father figure to me; he was 
particularly encouraging with regard to my fledgling career as a composer.  Of his own music, he 
said little.  We performed a few pieces – a couple of anthems in the chapel choir (including the 
magical carol, O Earth be hushed, as well as the special setting of the Amen that, Allegri-like, was 
not to be heard outside of the Chapel – interestingly, I can find no reference to this in the catalogue 
of his works published by the University in 1988).  We also performed a few lighter items in the 
orchestra – I remember we did his New Town Suite, as well as the Quodlibet from his ballad opera, 
The Jolly Beggars; great fun, and a work that surely warrants a modern revival.  But it was only 
afterwards that I discovered he had a number of large-scale works to his name.  I hope that 
Scotland is marking his centenary in appropriate fashion; from this side of the Irish Sea I have so 
far heard not a note of his music, not even a mention of his name. 

    There is an amusing postscript to my story.  A year or so after leaving St Andrews, I composed 
(anonymously) a short piece for a competition organised by the Belfast Music Festival.  In due 
course I discovered I had won.  When I received my prize, I read the accompanying adjudicator’s 
remarks, and there at the bottom were the familiar initials – C.T.D! 

© Alec Macdonald, July 2013 

  

                                                           
2
 George’s younger brother Walter Cecil Macfarren (1826-1905) also composed, apart from a piano concerto and overtures, many contributions to the 

part-song repertoire; among them All Along the Valley, which I have heard in a setting for male voices, The Fairies, the madrigal Good Night, Good Rest 
and Harvest Song. Some of his chamber music received performances in the 1940s at concerts of the Society of British Musicians. 

I 
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Benjamin Britten (1913-1976) – a Church Music Composer 

enjamin Britten (1913-1976) is perhaps best known for his operas and his works for solo 
voice, many of them written specifically for the tenor and his life-long companion Peter Pears.  

His purely orchestral output is relatively small and we might wish he had written more; The Young 
Person’s Guide to the Orchestra and the Sinfonia da requiem are very significant works which have 
remained in the repertoire, and the three concertos (for piano, violin and cello) crop up 
occasionally in the concert hall.  Chamber works figure quite prominently in his output but 
perhaps do not get the regular performances which are accorded to the vocal pieces.  The operas 
and song cycles feature in opera houses and concert halls and his choral works are well 
established in the choral repertory.  Yet we do not immediately think of Britten as a composer of 
church music so we might be surprised at how much he wrote for the church and even more 
surprised by how much of his music is informed by his church-going upbringing. 

    Dr John Evans in his introductory remarks ahead of the diary entries in his book Journeying Boy: 
The Diaries of the Young Benjamin Britten 1928-38 makes the point that the society in which 
Britten was born was very much peopled by characters like those who feature in the opera Albert 
Herring rather than those we find in Peter Grimes.  Britten’s mother Edith was at the heart of 
community life in Lowestoft and was very much a doer of good.  She was a regular worshipper at 
St John’s Church which was of a Low Church evangelical persuasion.  She would take the young 
Benjamin with her on Sundays while his father would be out visiting and spending time in the 
Royal Yacht Club.  It is almost certain that the moralistic and pacifist views which Britten 
espoused in later life were inculcated in his early church going days and in his time at Gresham 
school.  It is sometimes difficult for us these days to understand how liturgical and biblical texts 
were part of everyone’s experience in days gone by and how these texts resonated with 
composers and writers, but this is very apparent in Britten’s output and the church continued to 
inform works he wrote throughout his career. 

    Britten turned against religion and stopped going to church in the 1930’s and this was probably 
a result of his frustration with a Church which seemed to do little to stand up against the world 
events of the time and also to be out of step with Britten’s own personal situation, his 
homosexuality and his relationship with Peter Pears.  All of this was exacerbated by his friendship 
with Auden and his journey to America, both of which seem to help confirm in him a desire to be a 
conservative (with a small ‘c’) and an honourable pillar of society with a strong moral compass 
and sense of duty and meaningfulness.  His sister Beth wrote that he was a ‘strict person in the 
sense that he liked people to behave properly, dress conventionally, take their morals seriously’.  He 
was religious in the sense that he lived by a set of values’.  It is also no accident that he himself 
wrote that his music should be ‘useful’ and for ‘everyone’.  His self-restraint and buttoned-up-ness 
stem from these years of comparative recklessness on which he turned his back.  This reserve 
manifests itself in his music which is both ‘romantic’ and open, yet cool and controlled. 

    But the influence of the church is to be found in abundance.  There are a number of works 
written specifically for church performance such as the Jubilate and Te Deum in C, a Venite, 
another Jubilate, a Festival Te Deum, the Hymn to the Virgin composed when he was 15 and the 
Hymn to St Columba.  His Missa Brevis written for George Malcolm and the boys of Westminster 
Cathedral in 1959 displays, with all of the other works so far mentioned, a wonderfully fresh and 
new way of writing choral music for the church; there is no whiff of Parry or Stanford but instead 
a sense of melodic and harmonic invention which makes these relatively modest works fresh and 
appealing. 

    His interest in medieval and Latin texts never left him, nor the passion for hymn tunes and 
Gregorian chant.  Hymn tunes play a vital part in Noye’s Fludde and Saint Nicolas where the 
audience is asked to join in and plainsong melodies inform the church parables, the Hymn to Saint 
Peter and A Ceremony of Carols. 

    It is often remarked that Britten was inspired to use children’s voices in his works by the 
innocence which their voices convey.  But there is something even more meaningful going on; the 
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children themselves have a vital part to play and have equal footing with the adults.  In Saint 
Nicolas the three pickled boys come to life by walking through the audience although the rest of 
the work is static and in Noye’s Fludde the sons and daughters of Noye and the gossips have vocal 
parts as extended as those of Mr and Mrs Noye. 

    But there are also works which at first sight seem not to be overtly church centred such as 
Rejoice in the Lamb composed for Walter Hussey and St Matthew’s Northampton in 1943.  The 
eccentric verses selected from Jubilate Agno by Christopher Smart inspired Britten to compose 
picturesque musical episodes which make up a satisfying whole.  The Cantata misercordium for 
soloists, choir and strings with piano and timpani is a setting of the story of the Good Samaritan 
told in Latin and was composed for the centenary of the Red Cross in 1963.  This is not a church 
work as such but shows Britten finding inspiration from the Bible.  An early work, and the first 
with an opus number, is A Boy Was Born, a most accomplished work by the twenty year old 
composer – a set of variations on an original theme and scored for unaccompanied adult and 
children’s choir.  This is one of a series of Christmas pieces which Britten composed throughout 
his life.  An ambition to write a major Christmas work based on the Chester Mystery Plays lay 
unfulfilled at his death. 

    The War Requiem is a towering masterpiece and was written for the consecration of the new 
Coventry Cathedral in 1963.  The juxtaposition of war poems (by Wilfred Owen) and Latin text 
was not new (Vaughan Williams had set Whitman’s poetry and Latin text in his cantata Dona nobis 
pacem of 1936) but the synthesis in the requiem is supremely telling.  Owen and Britten speak the 
same language and espouse the same views of the ‘pity of war’.  So many elements come together 
in this work, the innocent treble voices singing from the distance in Latin and in mock Gregorian 
chant, the male solo voices which weave in and out as if in a disjointed song cycle, the soprano 
ringing out impassioned music typical of an oratorio and the chorus providing music in the great 
British Choral tradition.  It is a very potent mix. 

    The church parables look back to the Church of his earlier days and to a lost innocence.  The 
simplicity of musical expression and the stories themselves suggest the old morality plays of 
medieval times.  The series of Canticles also pick up religious themes (the second tells the story of 
Abraham and Isaac, the fourth is a setting of T S Eliot’s The Journey of the Magi and the fifth the 
same poet’s The Death of St Narcissus.  Most controversially the narrators in his opera the Rape of 
Lucretia draw a Christian moral from the Roman story.  To Britten, this did not seem odd or out of 
place although audiences and critics have continued to be perplexed by the juxtaposition. 

    There are yet more little gems of church music and some appear in unlikely places, including 
movements of Sacred and Profane and even Friday Afternoons (A New Year Carol).  It is very clear 
that the church cast a very large creative shadow over Britten’s composing career.  Although he 
never really returned to the Church one of his last acts was to receive the Sacrament. 

© Ronald Corp, July 2013 

(This article was first published in the Church Times and is reprinted here with their permission)
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Composer News 

Arthur Butterworth 

On behalf of the membership of the British Music 

Society, the editor and BMS Committee extend their 

warmest regards and congratulations to BMS Vice-

President Arthur Butterworth MBE, who celebrated his 

ninetieth birthday on 4 August 2013. 

Carey Blyton 

Peter Thompson writes: 

Admirers of Carey Blyton's work will be interested to 

learn of a completely new website: 

www.careyblyton.com which has been created in place of 

the old one. Visitors will find a deeply searching porthole 

into the multifaceted work and world of Carey Blyton. 

The creation of the site, the work of Richard Hallas, is an 

on-going project and there is much scope, in terms of 

further development, for featuring Carey's media work as 

well as highlighting current news, but already a number 

of films can be viewed as well as sundry articles, stories, 

letters etc. 

However, perhaps the most valuable part of the new site 

is the fully comprehensive catalogue. Here is detailed 

information on each of Carey's 111 opus numbers, 

together with his numerous other unnumbered works. 

Many of these works are still available and there are 

quick links to each publisher; further, there is now an 

online Shop where works and recordings can be instantly 

purchased. 

There is much else, for the website is not only a focus for 

scholars but is very much in keeping with the humorous 

nature of much of Carey's work. The site is as friendly to 

the infant searching for news of B1 as it is to the 

venerable researcher seeking information concerning A 

Shoal of Fishes or Arnold and the Acorns! 

Edward James Loder 

Andrew Lamb writes: 

I offer this update on the Loder 2015 project. The aim of 

the project is to draw attention to not only the music of 

Edward James Loder (1809-65) but, more widely, the 

musical activities of the whole Loder family and the city 

of Bath in which they flourished. 

A major concentration of effort continues to be placed on 

obtaining a complete performance and/or recording of an 

authentic modern edition of Edward Loder's opera 

Raymond and Agnes. Though initial attempts to set up a 

recording have not borne fruit, negotiations continue, and 

further information will be given whenever possible. For 

the present, Valerie Langfield is progressing with the 

preparation of a modern performing edition, with the 

assistance of Andy King. 

Anyone at all interested in Raymond and Agnes is urged 

to sample it through the 1995 BBC broadcast of excerpts 

from Nicholas Temperley's 1966 edition, obtainable on 

CD from Oriel Music Trust, 79 Ffordd Glyder, Port 

Dinorwic, Gwynedd, LL56 4QX (e-mail 

opera@orielmusic.org), price £6 plus £3 postage and 

packing. The performance features Judith Howarth, Justin 

Lavender and Gidon Saks, with the BBC Concert 

Orchestra conducted by James Lockhart. 

Beyond Raymond and Agnes, the overture to Edward 

Loder's The Night Dancers, conducted by Richard 

Bonynge, can be heard in Somm Recordings' 'British 

Opera Overtures' CD (SOMMCD 0123).  Russell 

Burdekin's Victorian English Opera site 

(www.victorianenglishopera.org) now has extensive 

coverage of Edward Loder's operatic output. 

I am progressively adding Loder compositions to the 

online IMSLP/Petrucci Music Library of public domain 

sheet music (www.imslp.org), from where copies can be 

downloaded free of charge. The site now has several of 

Loder's piano compositions, a collection of his songs, and 

his Original Theme and Variations for flute and piano. 

Anyone interested in further compositions not yet on the 

site is welcome to contact me (andrewlamb@gmail.com), 

and of course I am particularly happy to hear from 

anyone wishing to perform any of the works.  My article 

on Loder remains on line at www.musicweb-

international.com/classrev/2013/Mar13/Loder_article.htm 

In addition to the above, Nicholas Temperley is currently 

formulating plans for a book devoted to the Loders and 

the musical life of Bath. A key part of this project may 

also be some commemoration of the Loders in Bath in 

2015 – the 150th anniversary year of Edward Loder's 

death. 

Societies News 

The Peter Warlock Society 

Malcolm Rudland writes: 

There will be a review of the Proms performance of The 

Curlew in the next Newsletter. In the radio 3 broadcast of 

the concert, Petroc Trelawny gave a good plug for our 

Society, saying we would be in force at The Antelope 

afterwards, which we were! 

The Carice Singers recorded the sessions of a CD of 

Warlock's Choral Music in Hampton Lucy Church n 

Warwickshire on September 8, 9, and 10. The release 

date of the CD will be announced in the newsletter in due 

course. 

On Thursday 3 October 2013 at 2pm at the Actor's 

Church, St Paul's Covent Garden, Bedford Street, London 

WC2E 9ED, there will be a memorial service for our 

former president, Sir Richard Rodney Bennett. 

On Friday 4th October 2013 at 7.30pm at St Sepulchre-

without-Newgate, Holborn Viaduct, London EC1A 2DQ, 

Andrew Griffiths will be conducting his choral group 

called Londinium in a programme called Passion and 

Piety, to include Warlock's The Full Heart, with 

madrigals by Gesualdo, Campion and J S Bach's Jesu, 

komm, and Frank Martin's Mass for Double Choir. 

http://www.careyblyton.com/
mailto:opera@orielmusic.org
http://www.victorianenglishopera.org/
http://www.imslp.org/
mailto:andrewlamb@gmail.com
http://www.musicweb-international.com/classrev/2013/Mar13/Loder_article.htm
http://www.musicweb-international.com/classrev/2013/Mar13/Loder_article.htm
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Tickets and more details on http://londinium-

voices.org.uk/events/upcoming-events.html  

On Wednesday 6 November 2013 at 1.15pm in the Dora 

Stautzker Hall on the Welsh College of Music, Cardiff 

CF10 3ER there will be the 119th birthday concert for 

Peter Warlock. More details at www.rwcmd.ac.uk, and in 

the next Newsletter which will be out by early October. 

Obituaries 

Leslie Head 

Lewis Foreman remembers working with a great pioneer 

on the London musical scene. 

I first encountered Leslie Head, who has died at the age 

of 91, in January 1959 when he directed a ‘fringe’ 

production of Meyerbeer’s opera Le Prophète. Over 

many years Leslie explored unknown repertoire and from 

the late 1960s I was drawn into his circle as he 

increasingly frequently asked me to research British 

music revivals for his programmes: it was a wonderful 

learning curve for both of us. Altogether I was 

responsible, over many years, for sourcing over 300 

works for Kensington Symphony Orchestra programmes, 

including writing innumerable sets of orchestral parts, as 

well as helping from time to time with his many operatic 

performances. 

The son of the company secretary of a Hove building 

contractor, Leslie Head formed a school dance band while 

at Hove County School and served in the RAF as a 

‘wireless mechanic’ during the war while playing in 

Naafi bars and London clubs.  An intuitive and persuasive 

‘vamping’ pianist, Leslie found a role as pianist during 

wartime service, having thirties and forties popular music 

in his fingers.  In his unpublished autobiography he 

recalls his signals unit arriving in a newly taken town in 

Germany. They found themselves ‘sleeping in the main 

square hotel with its walls blown out. It was past 

midnight and this beautiful grand piano stood upon its 

dais just asking to be played.’ Leslie was soon serenading 

his German neighbours. 

Coming late to music during war service, Leslie attended 

the Guildhall School of Music from 1947-51, with horn 

as his first study.  Thus he found himself playing in the 

acoustics tests at the newly-built Festival Hall.  He started 

as an orchestral horn player, first with the CBSO, soon 

with the Scottish National Orchestra. Co-founder of the 

Brighton Youth Orchestra (1947-50) and Morley College 

Symphony Orchestra (1955), the Kensington Symphony 

Orchestra (KSO), established in 1956, was directed by 

him for thirty years. (Among his early players were Alan 

Hacker, clarinet, and Harrison Birtwistle, bass clarinet.) 

All had the intention of providing young players with 

concert experience, when other opportunities did not 

exist.  The concerts took place at London town halls – at 

St Pancras, Kensington, and Fulham – as well as churches 

and school halls. Once St John’s, Smith Square and the 

Queen Elizabeth Hall opened both were used. 

The difference between the KSO and other rehearsal 

orchestras was the ambition and frequency of its 

programming, often with repertoire then far from 

familiar. It secured Leslie national press coverage. Soon 

opera was added to his portfolio and his associated opera 

company, Opera Viva, ran from 1963, giving over 80 

operatic revivals, many of them in costume. Later there 

was a second company, Pro-Opera. 

His career would be impossible to replicate today. His 

huge achievement in exploring then little-known 

repertoire was effectively targeted to the London ‘fringe’, 

yet was founded on ILEA evening classes. The 

interpretations he achieved – as surviving live recordings 

reveal − were often outstanding, and in his work with 

singers he gave stage opportunities to vocalists of the 

subsequent standing of Sir John Tomlinson, Pauline 

Tinsley, Della Jones, Elizabeth Connell and Sarah 

Walker. On Leslie’s eightieth birthday John Tomlinson 

wrote from Bayreuth: ‘For a young singer there’s that 

awkward bridge from college to professional solo work 

which is so difficult to cross.  . . .  In my case, back in the 

70s, I was lucky that you were there to break that circle. 

You gave me the chance to sing some wonderful parts 

from a wide range of re-discovered rarities. I am just one 

of the many indebted to you for the challenge you 

entrusted to us in our formative years as artists.’  When 

Leslie learned that one of his singers, the soprano Pauline 

Tinsley, was about to make her debut at Santa Fe in 

Donizetti’s Anna Bolena, he put on a performance for her 

to give her recent stage experience of her role. 

From the earliest the KSO gave a variety of 

London/British premieres and revivals. Examples 

include: Bartok’s Wooden Prince Suite, the Symphonic 

Dances from Bernstein’s West Side Story, Glazounov’s 

tone poem The Kremlin, Joachim’s Hungarian Violin 

Concerto (Ernst Kovacic), Kajanus’s Aino, Menotti’s 

Piano Concerto (Malcolm Binns) and Violin Concerto 

(John Georgiadis), Sibelius’s short tone poem Tiera and 

the original version of En Saga. 

In his concerts Leslie later came to have a special 

sympathy with revivals of British music of the early 

twentieth century especially Elgar, Bax, Brian and Delius, 

giving many first performances and revivals.  This 

probably started with Edmund Rubbra’s Seventh 

Symphony in its second London performance in February 

1958.  Later came a remarkable concert at Central Hall 

Westminster in February 1963 when Leslie gave the 

London premiere of Arthur Bliss’s Coventry Festival 

Commission The Beatitudes.  Also in that concert was a 

fascinating Britten discovery, his then unknown pre-war 

Ballad of Heroes and the New Zealand composer Edwin 

Carr’s Piano Concerto.  A straw in the wind was the 

overture – Arnold Bax’s Overture to a Picaresque 

Comedy.  Leslie took a special interest in Bax and started 

to explore the symphonies – then never heard. Bax’s Fifth 

Symphony appeared in November 1966, the second in 

http://londinium-voices.org.uk/events/upcoming-events.html
http://londinium-voices.org.uk/events/upcoming-events.html
http://www.rwcmd.ac.uk/
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February 1969 and the seventh in December 1969.  The 

latter was one of the earliest concerts I planned for Leslie 

and it was very much a case of things to come as it 

included in the same concert the premiere of Havergal 

Brian’s Wine of Summer (with a very young Brian Rayner 

Cook) and the revival of Stanford’s Clarinet Sonata. In 

the latter the soloist was Alan Hacker and part of the 

practical duties of such an event was assisting three others 

in carrying the soloist in his wheelchair up the steps 

outside Kensington Town Hall. Those steps seemed to go 

on for ever! Leslie’s exploration of Bax continued with 

the world premiere of Spring Fire in 1970 and of Cortège 

in 1972 the latter with a rare performance of Overture, 

Elegy and Rondo in the same concert (29 January).  In 

1977 came Rogues Comedy Overture and Northern 

Ballad No 2 – the last particularly well shaped. Indeed 

revisiting old tapes of those performances now, despite 

passing blemishes in the playing, one is struck by Leslie’s 

feeling for the music which is beautifully and 

idiomatically shaped.  Typical of Leslie’s approach to 

repertoire, in 1983 Graham Parlett showed me an 

orchestration he had been working on of a surviving 

piano-score fragment that had been intended for Bax’s 

never-written opera Dierdre, which he called On the 

Seashore. I thought it looked rather good and found that 

when I showed it to Leslie he needed little persuading to 

include it in a concert the following year where it was so 

successful it was soon recorded by Vernon Handley for 

Chandos. 

Other works by British composers that one remembers 

include Herbert Howells A Kent Yeoman’s Wooing Song 

and Fantasia for Cello and Orchestra, all the early 

Britten operas up to and including A Midsummer Night’s 

Dream, Bantock, Bliss, Bridge, Trevor Hold, Frank 

Merrick’s Second Piano Concerto (with the composer, 

piano), Parry’s Voces Clamantium, Stanford’s Requiem 

and Vaughan Williams A Sea Symphony and the 1920 

version of A London Symphony. 

At a time when Elgar’s early choral works and much of 

his occasional music did not enjoy critical favour and 

were little heard, Leslie’s performances came as a 

revelation.  Thus his King Olaf, The Black Knight, the 

Coronation Ode and The Light of Life were pioneering in 

their day, while the range of pieces I assembled when 

Leslie asked me to devise an ‘Imperial Elgar’ programme 

in 1975 was remarkable.  When I proposed we include all 

three First World War recitations, Leslie immediately 

said ‘we need Alvar Lidell as orator’. Lidell was already 

long retired as the BBC’s most celebrated newsreader. 

How to contact him?  ‘Let’s look in the phone book’ said 

Leslie, and sure enough there he was living in 

Northwood. Lidell was delighted to be contacted and to 

be associated with the concert and his success in such 

works can easily be heard on an historical CD of the 

performances. 

Havergal Brian, who lived at Shoreham-by-Sea was very 

near to Leslie at Brighton and once Leslie had made 

Brian’s acquaintance over Wine of Summer in 1969 he 

was eager to do more, and there soon followed a concert 

for Brian’s 95th birthday at St Johns Smith Square 

including the one-Act opera Agamemnon, the third 

English Suite and Thirty-Second Symphony. Although 

planned during Brian’s lifetime, it was only after Brian 

had died that Leslie and the orchestra toured the massive 

Second Symphony, playing it at The Dome in Brighton, 

the Victoria Hall Hanley and at St John’s Smith Square.  

The logistics of taking it to Hanley were remarkable, 

involving as it did a specially added luggage van to the 

train from Euston and two complete coaches fully booked 

for the orchestra. Later, in 1976, believing the orchestral 

full score of the opera The Tigers to be lost, Leslie gave a 

concert performance of all the orchestral music and a 

number of vocal extracts reconstructed by Malcolm 

Macdonald. Very fortunately the full score later 

resurfaced, but Leslie’s initiative was a typical one. 

Leslie did not count himself a Delian, but after a 

performance of Appalachia and the extended recitation 

Paa Vidderne it became clear that he had a natural 

sympathy for a Delian ebb and flow.  This probably 

explained the remarkable success of the closing scene – 

the love duet – from Delius’s opera Irmelin at St John’s 

Smith Square in 1983. 

In the early years massed choir performances of the Verdi 

Requiem or The Dream of Gerontius at the Royal Albert 

Hall or Central Hall Westminster financed the season. 

When soprano Rita Hunter sang in the Verdi Requiem, 

Leslie asked all to ensure she did not eat cream cakes as 

he felt they affected her voice. Interesting premieres 

included: Nielsen’s cantata Sleep, Puccini’s Messa di 

Gloria (after the BBC had rejected it), Mayr’s Mass for 

the Coronation of Napoleon, Tchaikovsky’s Ode to Joy 

and Villa Lobos’s Choros No 10.   The new was not 

overlooked, including the London premiere of Bliss’s 

Coventry Festival commission The Beatitudes, and 

Britten’s then unknown Ballad of Heroes. Perhaps less 

successful was the UK premiere of Alan Bush’s Byron 

Symphony (with choral finale) in 1962. 

Leslie’s presentation of Schoenberg’s Gurrelieder in 

1961 at the St Pancras Festival, was the first performance 

of the full original version in the UK.  The enterprise was 

viewed as madness by the powers that be who refused 

funding. In the event the soloists were the key to its 

eventual success with Robert Thomas, Josephine Allen 

and Monica Sinclair. Years later, composer Colin 

Matthews wrote: ‘If I were to point to any one event that 

pushed me in the direction of becoming a composer (an 

unlikely direction at the time), it would be your 

performance.’ 

Leslie persuaded the celebrated Russian soprano Oda 

Slobodska out of retirement for Prokofiev’s Alexander 

Nevsky, Mussorgsky’s Songs and Dances of Death, and 

(as The Neighbour) Stravinsky’s Mavra. The latter the 

work in which, as The Mother, she had premiered over 40 

years before. Quite unlike a famous prima donna, with 

Leslie in an Edgware Road fish restaurant she enthused ‘I 

luerve fish and chips’. 
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Noted for Donizetti, Verdi, Berlioz, Leslie espoused a 

varied repertoire, including Wagner’s Rienzi, Verdi’s 

Giovanna d’Arco and Il Corsaro, Herold’s Zampa, 

Mascagni’s Iris and Roussel’s Le Testament de la Tante 

Caroline. Perhaps the most arresting was his Southbank 

premieres of Siegfried Wagner’s operas Der 

Friedensengel (since issued on CD) and Der Kobbold 

featuring such luminaries as Hanne-Lore Kuhse, Martha 

Mödl and Raffaeli Polani, before a large contingent of the 

Wagner family. In contrast he also conducted the only 

stage production of a Stanford opera for decades when he 

presented Much Ado About Nothing at the Jeanetta 

Cochrane Theatre on Theobalds Road in 1985. 

Andrew Porter hailed Leslie, after Luisa Miller at Fulham 

Town Hall, as ‘one of our best Verdians’. Leslie became 

known for Donizetti – concentrating on little-known and 

forgotten examples, including revivals of Marino Faliero, 

Les Martyrs, Maria di Rohan, Pia di Toimei, Il Furioso, 

Daughter of the Regiment, Anna Bolena and L’Esule di 

Roma. Even more astonishing were his Berlioz and 

Wagner. His concert performance of Les Troyens à 

Carthage in 1972 and the complete Les Troyens in 1973 

featured a then little-known Sarah Walker as Dido. In the 

rarely-heard Paris version of Wagner’s Tannhäuser (long 

before Solti’s recording) John Tomlinson was magisterial 

in the role of the Landgrave. 

At the Opera Centre’s production of Vaughan Williams’s 

Riders to the Sea Leslie had been struck by the mezzo 

Elizabeth Connell. He asked if she had considered the 

role of Venus. ‘To my surprise’ said Leslie ‘she said 

“only last week my teacher had suggested that I should 

learn the part”.’ Later she sang it with Opera Australia. 

Typical of such productions was the last minute panic 

when the intended Elizabeth dropped out three weeks 

before the performance.  In desperation Leslie sounded 

singing-teacher contacts and Jane Carlyle agreed to sing it 

at St John’s, Smith Square. 

In the 1970s the short-lived BBC Radio station Radio 

London regularly broadcast London ‘fringe’ 

performances and Leslie Head’s orchestra and opera 

company featured so large in this activity (including 

much Bax and Elgar already mentioned) that Tom 

Vernon – the music producer there, whose death I was 

sad to see has also been announced recently – was 

intending to make it the station’s official orchestra. Tom 

was succeeded by Chris de Souza, but all too soon the 

station closed and there ceased to be an outlet to 

disseminate such interesting work.  Chris wrote to Leslie: 

‘I was astonished at the range of your performances. You 

. . . provided London with a facet of music-making which 

was one of the things which made it such a rich scene. 

The ‘70s were a golden decade . . . impossible to think of 

a local Radio doing such a thing today.’ 

In 1983 Leslie Head was chosen for the Westminster 

Art’s Council’s annual promotion at St John’s, Smith 

Square, and I researched for him an operatic survey of 

British operas written between 1876 and 1916, including 

music by Rutland Boughton, Coder, Cowen, Delius, 

d’Erlanger, Holbrooke, Holst, MacCunn, Mackenzie, 

Naylor, Smyth, Stanford and Goring Thomas.  It was so 

successful it appeared on two LPs, critic Ernest Bradbury 

writing it was ‘not only a huge success but, in the final 

estimate, an overwhelming revelation’.  Leslie Head was 

unique – would that he were still exploring the byways of 

the repertoire today. 

© Lewis Foreman, September 2013 

John Amis 

The broadcaster, critic and musical commentator, John 

Amis has died aged 91. He was born on 17 June 1922 at 

Dulwich and died on 1 August in London. He was a 

familiar figure on the concert scene as long as I can 

remember, much given to flamboyantly striped jackets. 

He long maintained enviable good health and remarkable 

recall for most of his long life, and certainly when I last 

saw him at his flat at Eccleston Square in the spring it 

was hard to realise quite how old he really was, nor how 

soon he would be taken from us. In his musical world 

Amis knew everyone and had been at all the most 

important London musical events since the Second World 

War and could cap any anecdote or reminiscence. His 

familiar and individual broadcast voice, relaxed yet 

authoritative, was long a feature of BBC Radios 3 and 4 

as well as the Overseas Service. His two books, the 

autobiographical A Miscellany: my life, my music (1985) 

and the anthology of his reviews and musical profiles My 

Music in London: 1945-2000 (2006) are required reading 

for all with an interest in musical life in the second half of 

the twentieth century. They were supplemented by a 

Nimbus CD in 1992. He also provided the text for three 

books of musical photographs (Philip Sayer’s The facts 

About the Symphony Orchestra: featuring the London 

Symphony Orchestra, 1977; Laelia Goehr’s Musicians in 

Camera, 1987 and Nigel Luckhurst’s A Photographer 

over the Aldeburgh Festival, 1990;). A musical anthology 

for Faber compiled with Michael Rose (Faber, 1989) 

completed his output, apart from the vast number of 

reviews, broadcasts and television programmes he wrote 

over a long lifetime. 

Amis was best known to a wide public of music lovers for 

his longstanding appearances on the radio programme, 

later television, My Music, with Steve Race in the chair 

and panellists Denis Norden, Frank Muir and Ian 

Wallace. Perhaps of longer-term importance were his 

broadcast interviews. Altogether John Amis conducted 

over 1000 musical interviews for the BBC mostly for the 

Transcription Service, his subjects including some very 

celebrated names − for me probably that with Percy 

Grainger being the most fascinating. 

Amis came to music by always being present when things 

happened, often as an unpaid helper.  Thus he came into 

the circle of Michael Tippett at Morley College, and 

Britten at Aldeburgh. Writing about Britten he noted: 

‘Benjamin Britten was a wonderful companion . . . But 

you didn’t mess about with Ben. I think he had one skin 

less than most of us . . .’. 
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Amis started at EMG Handmade Gramophones, the 

Central London classical record shop in the 1940s, and on 

being sacked, Felix Aprahamian at the London  

Philharmonic, whose musical career had started in much 

the same way, found him the job of secretary of the 

London Philharmonic Arts Club. Next came assisting 

Dame Myra Hess with the National Gallery Concerts. 

After the War, on the formation of the London 

Philharmonic Orchestra, he found himself working for Sir 

Thomas Beecham and the orchestra − becoming concert 

manager  − and in time assisted Gerard Hoffnung 

organise his humorous concerts at the Royal Festival 

Hall. 

After the success of his school friend Donald Swann, who 

accompanied Michael Flanders in their show At the Drop 

of a Hat, John Amis was able to step in when Michael 

Flanders died. There was also Dartington and its 

predecessor Bryanston, where for over thirty years he was 

general factotum. In all these activities he was developing 

his immense circle of friends and contacts at the very top 

of the musical profession. His television programmes 

included a survey of Gustav Holst with the composer’s 

daughter Imogen at a time when Holst’s music was less 

well known than it is now, and a feature for Sir William 

Walton’s 70th birthday. 

In 1948 John married the violinist Olive Zorian, of the 

celebrated Zorian String Quartet, but it did not last and 

they were divorced in 1955. She died in 1969. John only 

recently told me that his wonderfully central London flat 

was his longstanding legacy of their union. They had no 

children. The London musical scene is very much the 

poorer for his passing, and who can we ask now when we 

need a first-hand reminiscence of Tippett or Walton in the 

1950s?  

© Lewis Foreman, September 2013  

CD & Book Reviews 

Prelude CDPR-2552 
Tennyson’s Maud by Arthur Somervell; songs by 
Sterndale Bennett and Howells;  
Stephen Roberts (baritone); Terence Albright (piano); 
Gabriel Woolf (reciter) 

Sir Arthur Somervell (1863-1937) is arguably, not only 

the inventor of the song-cycle in Britain, but also its finest 

exponent, writing five cycles in all. He was a Lakeland 

composer, born in Windermere, and soon acquired a deep 

love of walking and Wordsworth, which led on to a 

similar interest in Browning and Tennyson. There is a 

touching portrait of the man in the autobiography of his 

grand-daughter, Elizabeth J. Howard, the novelist, and 

wife of Peter Scott and Kingsley Amis. 

Maud, the first of his song-cycles (1898), is also the 

longest by any British composer, comprising twelve 

songs from Tennyson’s monodrama, of which there have 

been three previous recordings, by Wilson-Johnson, 

Wickham, and Maltman. This new version is unique in 

having the complete monodrama read by Gabriel Woolf 

on a second CD, which is helpful towards understanding 

the story’s gaps, as the composer has set less than half of 

the 28 poems. Several of its elements are also mirrored in 

Tennyson’s own life: his father suffered financial ruin 

through speculation; the hero falls in love with a rich 

man’s daughter living in a grand mansion (Harrington 

Hall in Lincolnshire); Maud dies young (as did the poet’s 

friend Arthur Hallam); the hero goes mad and is confined 

to an asylum (as was Tennyson). The other main elements 

of the story are the duel in which Maud’s brother is 

killed. The hero then flees abroad, and has a vision of 

Maud, which inspires him to join the army, and die 

fighting for a noble cause. 

The first song is a dramatic one, opening with an 

arpeggiated chord of a minor 9th, and continues in the 

same vein, as the hero laments his late father, who 

appears to have died by his own hand in ‘the dreadful 

hollow’ and berates his former friend and business partner 

who owns the mansion nearby. The music then continues 

in more positive moods for the next seven songs as he 

hears Maud singing in A voice by the Cedar tree; in She 

came to the village church he recalls an encounter 

outside, and she blushes as they exchange glances. By the 

fifth song, Birds in the High Hall Garden (also 

interestingly set by Gurney), he is courting her in the 

garden at dusk, where he kisses her hand. Go not, happy 

day (also set by Bridge) is a hymn of praise to her; and he 

is still enraptured after a walk, in I have led her home. 

Unfortunately Michael Balfe has made Maud rather a 

figure of fun with his earlier trite setting of the next song, 

Come into the garden, Maud, which Tennyson himself 

disliked. Somervell sets it as a fast waltz. 

The next song is slow, and has a long introduction to 

indicate much time has passed. The mood has darkened, 

with doom-laden low pedal-notes in E flat minor. The 

couple were discovered by the brother, and the hero is 

looking back to that occasion when they fought a duel in 

which the brother was killed. In the next song, Maud is 

also now dead, though we are not told why or how, and 

his mind becomes unhinged in this fast and furious song, 

with some calmer moments of reflection. This melodrama 

rises far above the Victorian fashion of macabre ‘mad-

songs’ for parlour performance, and is left hanging in 

mid-air at the end, as the music stops before reaching the 

tonic key of G minor. 

The 11th song brings a glimmer of wistful hope, using 

only one sentence from the poem, O that ‘twere possible, 

after long grief and pain, to find the arms of my true love 

round me once again, signalled by a rising motif in the 

piano, contrasting with predominant falling ones. The 

mood of the final song opens darkly, but gradually 

lightens as the hero looks back over his life, and the 

music refers to motifs from previous songs, evolving into 

a triumphant march as he decides to join the army, and 

perhaps die nobly; thus concluding what may well be the 

finest true song-cycle by a British composer. 

Sir William Sterndale Bennett (1815-75) was something 

of a musical prodigy, and wrote his best music in his late 
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teens, in the form of several concertos for piano, which 

were admired by Mendelssohn and Schumann; and it is 

these which have kept his name remembered. So these 

two groups of songs, from Opus 23, and Opus 35, are a 

welcome surprise. The influence of Mendelssohn is very 

apparent in the fast songs in major keys, which have 

busy, rippling piano parts, supporting a much simpler 

vocal line, suggesting that they were designed for amateur 

singers rather than the concert hall. The fourth song, To 

Chloe (Burns) however is a slow, lamenting love song in 

the minor, and has far more depth of feeling. The same is 

true of Indian Love in B minor from the 2nd set, which 

ends ‘modernistically’ on a dominant chord of F sharp. 

Herbert Howells (1892-1983) was a close friend of Ivor 

Gurney, though not as prolific or talented in song-writing, 

apart from a few gems such as King David. The first 

group of songs have an interesting history, having been 

discovered in manuscript in a second hand bookshop by 

the pianist, and designated as ‘Opus 7’ by the composer, 

who soon however changed his mind, rejected them, and 

substituted his Three Dances for violin and orchestra as 

Opus 7. The songs date from the summer of 1913, and 

often sound like recitative, with spare piano writing. The 

tempos are mostly slow, but the reasons for the 

composer’s rejection may be heard in the first song, The 

Valley of Silence, which has a long slow introduction of 

such Wagnerian chromaticism that Howells voice can 

hardly be heard! All the poems are by ‘Fiona Macleod’ 

(pen-name of the Scottish writer, William Sharp), and 

belong to the Celtic Twilight, so successfully cultivated 

by the young Yeats. The third song, By the Grey Stone, is 

more successful, again starting slowly, but having a 

dramatic and fast central episode. The final song, When 

there is Peace, is the most unified, having a triplet figure 

in the piano which runs right through. 

With the Three Rondeaux, Opus 12, the composer is far 

more assured, and beginning to sound like the Howells 

we know, though these songs were written soon after the 

previous set. Roses features gentle modal chords, while 

Rondel of Rest has persistent octaves in the piano part. 

After these two tranquil songs, the third, Her Scuttle Hat, 

is a lively one, not written until 1917, using pentatonic 

scales in the piano part. 

We have heard too little of Roberts in English Art Song; 

the only previous essay I recall is the Songs by Finzi & 

his Friends (still available on Hyperion), where his fine 

baritone featured memorably in four songs by Gurney. 

His diction is crystal clear, though it would have been 

good to have printed poems as well; and Albright’s 

pianism is superb throughout. 

© Richard Carder, September 2013 

Arnold Bax – Music for Cello and Piano: Sleeveless 
SLV1007 
Sonatina in D; Rhapsodie Ballad; Folk-Tale; Sonata in 
F sharp major 
Lionel Handy (cello), Nigel Clayton (piano) 

This CD is a small but nevertheless significant welcome 

contribution to the current Arnold Bax cause. These 

excellently-recorded, clean-cut performances shout out 

loud and clear the oft-repeated question. Why is this 

acknowledged British master of all genres of classical 

music so relatively ignored these days?   

It seems that both the concert hall and the recording 

industry need to be more rigorous in tapping this un-

mined and undermined but inordinately rich British 

musical seam. 

This deserved pro-Bax commitment is vibrantly and 

violently energised here by Lionel Handy (cellist) and 

Nigel Clayton (piano), who deliver convincing accounts 

that will convince the hardest establishment cynics of the 

undoubted merits of that Arnold Bax distinctive style. 

 Highly polished playing and a deep understanding of the 

composer’s complex scoring techniques relentlessly drive 

the Bax message home. The well-coordinated Handy-

Clayton combination exposes, for all to hear, the bare 

skeletal bones of Bax’s melodic genius. It’s clearly meat 

and drink to this highly professional duo who have 

become (on the strength of this release alone) potent Bax 

chamber music ambassadors. Arnold Bax (one-time 

Master of the King’s Music) has sadly and inexplicably 

fallen by the wayside over recent decades but this rare 

and welcome recording goes some way to compensate for 

this endemic wrongdoing. 

The courageous cello and piano duo swim boldly against 

this regrettable tidal-wave, by committing to CD four 

works which exploit this medium to the full. 

 The undoubted star of the impressive show is the deeply 

expressive Legend-Sonata in F minor (1943) which 

displays some intricate fingering on fretwork and piano 

keyboard. 

More irrefutable evidence of Bax’s distinctive genius 

comes in highly-competent performances of Folk-Tale 

(1918), Sonatina in D (1933) and Rhapsodic Ballad 

(1939, for cello only). In all listeners can enjoy 66 

minutes of music, all of which is a ringing endorsement 

of the masterful and extensive British output of Arnold 

Bax. 

© Chris Bye, September 2013 

O Praise the Lord of Heaven: Music of Rejoicing and 
Reflection: Collegium CSCD 522 
The Cambridge Singers; Choristers of St. Paul’s 
Cathedral; City of London Sinfonia; John Rutter 
(conductor) 

These lofty religious works float ethereally around church 

and concert halls and provide a sort of spiritual succour to 

our currently troubled world. Some may feel this 

polarised religious message is hard to swallow amid all 

the current lamentable death and destruction in Damascus 

and Cairo. 

What cannot be denied, however, is the comforting 

musical embalmment this new compact disc offers. 

Celebrated holy works are refreshed in a comforting 

other-worldliness style to give an engaging light to all 

humanity’s darkness. 
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Deeply meaningful pieces such as Go Forth into the 

World in Peace may seem totally at odds with today’s 

brutal realities, yet no-one can deny their heady musical 

achievement. 

As well as more adventurous music, like Rutter’s three-

movement work, The Falcon, this release also includes 

re-workings of cherished choral favourites like Amazing 

Grace and The King of Love my Shepherd Is. 

John Scott and Andrew Lucas (organists) and Thelma 

Owen (harp) make faultless supportive contributions 

under the overall creative baton of the master conductor 

himself, John Rutter. 

This excellently recorded collection features re-issued 

recordings dating back to 1986 and reappear together here 

as are a worthy part as part of this value-for-money 

package. 

© Chris Bye, September 2013 

Quilter: English Song Series – Vol. II: Naxos 8.557495 

Be seduced by the ethereal sounds of lyrics set to song 

and they stay with you for evermore. This CD 

encompasses a noteworthy 11-work song collection from 

the busy pen of an Edwardian gentleman, Roger Quilter. 

Quilter, a little-known Kent writer, fought shy of any 

large-scale works but here shows great understanding and 

versatility in provoking fine voice work for soprano, 

mezzo-soprano, tenor and baritone, both solo and 

combined. 

This perfectly balanced sound features scintillating voice 

and piano re-arrangements of some favourite old 

chestnuts like Greensleeves and that old Irish evergreen, 

The Rose of Tralee. 

There’s some compassionate backing piano 

accompaniment in this new 36 track recording from the 

deft hands of pianist David Owen Morris. This is nicely 

balanced and non-intrusive while giving perfect support 

to myriads of singers comprising the finely-tuned voices 

of Amanda Pitt, Joanne Thomas, Philip Langridge and 

David Wilson-Johnson. 

My personal blast from the past comes in last track, The 

Ash Grove, which has always been a favourite since it 

was first sung in old grammar school days. 

Here is an off-the-beaten-track CD which will make 

perfect ingestion for rare after-dinner listening. 

© Chris Bye, September 2013 

The Definitive Eric Coates: 8-CD compilation Nimbus 
Alliance NI 6231/7 

If there’s a musical equivalent of ‘a couch potato’ this is 

it. Here we have an endearing re-mastered collection of 

cinema and televisual music ingeniously scored between 

1923 and l957 from that British master, Eric Coates. 

Easy, but charming, listening. 

This loveable Coates collection will relax armchair 

listeners with feeling of a comfortable, blissful nostalgia. 

It will rekindle fond memories and make tuneful, easy-

listening for all – from the irresistible Merrymakers 

Overture (1923, Abbey Road Studios) to the rousing, 

nationalistic Dam Busters theme (1954) – an old earthy 

friend, adopted by the Royal Air Force, that regularly 

appears in many walks of life, especially local brass band 

concerts. “Take it, or leave it,” was Coates final comment 

to his commissioners. Happily, it was given the green 

light. 

These legendary recordings show Coates revelling in his 

innate skill for turning the simple into the sublime. 

Yes, this is dated engineering when compared to modern 

techniques yet still makes compelling listening. Coates is 

given a new lease of life from recordings cleverly 

reissued from a well-preserved library of his music. The 

cathode tube and old wireless day performances are 

singing boldly again, injected with enough emotion and 

atmosphere to burn their way into the most demanding of 

musical minds. 

Eric Coates certainly mixed with very best classical 

composers of his time. His notes recall: “I first met Sir 

Edward Elgar, who told me that he always bought my 

gramophone recordings his favourite at that time being 

my Summer Days Suite which he said he had literally 

worn out.” 

And the piece that led to Elgar’s endorsement is 

reproduced here, among an impressive range of 24 tracks 

that make up a fascinating look-back into Britain’s justly 

proud light musical history. One of my very favourites, 

inspired by Royal heritage, embroiders Britain’s past with 

a colourful palette of stunning orchestral beauty. 

It was written in 1944 and entitled The Three Elizabeths - 

Suite. Wonderful orchestral playing shines through all the 

tests of time in a 23 minute, three movement piece, which 

arrests instant interest, especially in an opener Coates 

marked, Halcyon Days – Elizabeth Tudor. 

These were halcyon days indeed. And this remarkable 

collection precisely fits the word. Well-preserved on a 

magnificent seven-CD-set. 

A line-up of simple and short, but nevertheless hypnotic 

pieces, are all summed up by evocative, even seductive, 

titles, which by their very name re-charge vivid 

memories, including  I Pitch My Lonely Caravan at 

Night; Symphonic Rhapsody; Bird Songs at Eventide and 

Jester at the Wedding. 

 These easily digested works swing through the years like 

a hypnotist’s pendulum. Listeners’ warning: Prepare to be 

haunted by glinting gems, which overall add up to eight-

hours and 50-minutes of musical solace. 

This budget-priced Coates collection makes welcome 

listening for all. It certainly resurrects amicable ghosts 

from the past. 

© Chris Bye, September 2013 
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The New Percy Grainger Companion 

edited by Penelope Thwaites 

The Boydell Press, Woodbridge 2010. xxii + 310 pp. inc. 

Appendices, Bibliography, Discography, Catalogue of 

Works and Index + Illus. inc. 41 plates. 

ISBN  978 1 84383 601 8 £50  Hardback 

The original Percy Grainger Companion was published 

by Thames Publishing in 1981. It was edited by Lewis 

Foreman, who stated in his Introduction that it was ‘a 

companion for performers: what to play, where to get it, 

how to do it. And for listeners: the background, what to 

listen for, what recordings and music to search out, the 

context of the music, what Grainger was driving at’. As 

such, and although since it was first published the 

Grainger international musical landscape has changed 

remarkably, it remains a highly readable and important 

volume, containing much material of lasting significance 

which reflects the knowledge and enthusiasm of Grainger 

scholars working largely in the two decades following 

Grainger’s death in 1962. 

The New Percy Grainger Companion continues on from 

1981 in much the same vein, with a new generation of 

performers and scholars at work bringing us up to the 

present day and enjoying both a more sophisticated 

method of organisation in the arranging and ordering of 

their material and higher production values in its 

presentation. The book divides neatly into three parts:  

nine chapters in a first section on The Music; nine in a 

second entitled Grainger in Context; and an extensive 

final third of the book which includes three Appendices, a 

select Bibliography and Discography, and a valuable new 

Catalogue of Works – the most complete and thorough 

we have yet had – expertly prepared by Barry Peter Ould 

of the Percy Grainger Society. 

Six of the chapters in The Music are written by artists 

much involved in performing Grainger’s music in recent 

times. Among them are Penelope Thwaites, Timothy 

Reynish and Stephen Varcoe, who have all notably been 

involved in recordings for the splendid Chandos Grainger 

Edition, made between 1992 and 2004 and more recently 

reissued in a bargain 19CD box set. These six chapters 

are primarily concerned with informing future performers 

‘what to play, where to get it, how to do it’ (to quote 

Lewis Foreman again), and some include graded listings 

of works they discuss. In addition there is a chapter by 

Paul Jackson and Barry Ould on Grainger’s various and 

surprisingly numerous arrangements of Early Music and 

World Music, and one by Ould alone on the business of 

restoring Grainger’s music to print. Finally, pianist 

Murray McLachlan discusses Grainger’s Pianism on 

Disc – enthusiastically but controversially so, in this 

writer’s view – in a chapter written before but possibly 

stimulating the appearance of the recent, fine 5CD set of 

Grainger’s complete solo 78 rpm recordings on the 

Appian label. 

The Grainger in Context section is largely unique to this 

new Companion, and from a historical point of view is a 

most valuable section of the book, in what it surveys and 

records for posterity. There are chapters on the 

Melbourne of 1880-95, Grainger’s family background, 

and his position as a genuinely ‘Australian’ composer – 

all excellent – and further chapters discussing in turn: the 

development of the Grainger Museum over the years 

from its opening in 1938 to the present day, when after a 

period of seven years’ restoration (2003-2010) it now 

faces the future in fully restored splendour; Grainger’s 

abiding interest in Nordic music – an important small 

chapter; the present-day condition of Percy and Ella 

Grainger’s home in White Plains, New York, which these 

days functions as something of a second, northern 

‘Grainger Museum’ under the on-going care of curator 

and archivist Stewart Manville; Grainger and his musical 

contemporaries, mainly from his Frankfurt days; and 

Grainger’s philosophy of Life and Art as reflected in his 

various writings. The penultimate chapter is one of 

personal reminiscences, ranging from that of Desmond 

Scott, son of Percy’s composer-friend Cyril Scott, to that 

of Peter Sculthorpe, Australia’s pre-eminent composer in 

recent decades and in many ways Percy’s spiritual 

successor in that country. 

The final third of the book consists first of three 

Appendices. Two are by Grainger himself: his advice to 

conductors, particularly in relation to performing his own 

music – written in 1929 as a Preface to the publication of 

Spoon River; and his short Statement on Free Music, 

written for the opening of the Grainger Museum. The 

third Appendix is an extensively researched outline of the 

Grainger Family Trees and Family Groups, written by 

Rita Boswell and Penelope Thwaites. 

There follow a Select Bibliography and Select 

Discography – the latter, by Barry Ould, continuing on in 

content from John Bird’s still-valuable Discography in 

the original Companion. Finally we have, as mentioned 

above, a new and extensive Catalogue of Works which 

should prove invaluable to both performers and 

researchers in years to come. 

Presentation of the book is impeccable, and generously 

includes three sections of black-and-white plates which 

complement the text most attractively, not duplicating 

those included in the first Companion. I noted two small 

textual errors: on page 231, the Irish Tune from County 

Derry should be included with the other six items in the 

Stokowski LP recording; and on page 248, what is listed 

as Volume Fourteen of the Chandos Grainger Edition 

should be corrected to Volume Thirteen. 

An enthusiastic welcome then for what will surely remain 

a standard reference work on its subject. My only regret is 

that its present cost may limit its distribution to many 

interested readers.  May we expect a paperback edition? 

© John Talbot, September 2013 

[The New Percy Grainger Companion may be purchased by 

members from the publishers at a 25% discount. As usual 

members should quote BMS13 whenever they order, whether 

online or by phone (01394 610600). They may also visit the 

special-offer page maintained on the publisher’s website: 

http://www.boydellandbrewer.com/bms.asp, where other 

similar offers can be found.] 

http://www.boydellandbrewer.com/bms.asp
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Sheet Music Reviews 

Frederic Hymen Cowen, Symphony No. 4 in Bb minor 

“The Welsh” (Study Score 1227, 2012); Charles 

Villiers Stanford, Symphony No. 7 in D minor op. 124 

(Study Score 498, 2006); Gustav Holst, Invocation for 

cello and orchestra op. 19 no. 2 (Study Score 1172, 

2011); Hamilton Harty, Concerto in D minor for 

Violin and Orchestra op. 17 (Study Score 1222, 2012); 

Hamilton Harty, With the Wild Geese (Study Score 

1224, 2012); John Foulds, Chinese Suite op. 95 (Study 

Score 1220, 2012); George Butterworth, Suite for 

small orchestra, arranged by Phillip Brookes from the 

Suite for string quartet (Study Score 1251, 2013) 

Musikproduktion Hoeflich. 

Available from http://www.musikmph.de  

How tiresome it was twenty years ago when orchestral 

scores of British music were available only at selected 

music libraries, where you often had only limited 

possibilities of getting photocopies made. It is largely due 

to Musikproduktion Höflich that we now have a wealth of 

British music easily available, often with information 

supplied on where to find the performing materials as 

well. The seven selected scores here show only a brief 

glimpse into the richness from which to choose. Six 

Frederic Hymen Cowen scores are available (including 

Symphonies nos. 3, 4 and 6), several of them still 

awaiting being recorded by Dutton or the like. Three 

Stanford Symphonies (nos. 3, 4 and 7) plus the Second 

Piano Concerto are now readily available worldwide, and 

Benjamin-Gunnar Cohrs’ introduction into the score of 

Symphony No. 7 rightly stresses the importance of the 

score for the symphonism of Arnold Bax. 

You may well remember how expensive some Holst 

scores were from Boosey & Hawkes; now Invocation 

(with introduction by Martin Jenkins) as well as a 

considerable number of smaller works is now available 

from Höflich, some of them considerably more modestly 

priced than the Boosey or Faber editions. Another 

concerto score is that of Hamilton Harty’s 1908 Violin 

Concerto, alongside the Tone Poem With the Wild Geese, 

both editions with introductions by Alasdair Jamieson. It 

is very much hoped that the Piano Concerto and The 

Children of Lir are to follow in the not too distant future. 

Two rarities to conclude with: John Foulds’ Chinese 

Suite, never before published and typeset for the present 

edition for the first time. Christoph Schlüren, an advocate 

to Foulds’ music for several decades now, gives a 

substantial introduction into the work which again awaits 

a recording. So does George Butterworth’s Suite for 

Small Orchestra, arranged by Phillip Brookes. Brookes 

had already edited three volumes of Butterworth’s music 

(reviewed in BMS News 125, 2010, pp. 258–259), now 

he offers an orchestral version of Butterworth’s Suite for 

String Quartet which has, strangely enough, apparently 

still not yet been recorded even in its original form. 

Surely (in both versions) an interesting work for some 

string ensembles? 

© Jürgen Schaarwächter, August 2013 

Festival Reports 

Lake District Summer Music 

“Serenade by the Lake” 

The Lake District Summer Music festival has always 

been notable for including in its programmes a good 

proportion of music by British composers, and the well-

attended concert on Sunday August 4th, in Keswick’s 

Theatre by the Lake, admirably exemplified this. It was 

given by the Manchester Sinfonia, conducted by Dennis 

McCaldin, and was a seventieth birthday tribute to the 

indefatigable recorder player John Turner, who also the 

featured soloist in the concert. 

The well-balanced programme began with Mozart (his 

early Divertimento in F major, K.138) and ended with 

Britten, marking his much-celebrated centenary. In 

between came music by John Casken, John Parry, Lennox 

Berkeley, Telemann and Elgar. 

John Casken introduced and conducted his own work 

Second Song of Chimes, for tenor recorder, medieval bells 

and strings. This was the first performance of a revised 

version which had originated some time earlier in two 

little melodies that John Casken had contributed in John 

Turner’s Visitor’s Book for his set of bells (which, 

incidentally, had once belonged to the late David 

Munrow). It was, as the composer said, a rather dream-

like piece in one movement, the bells acting as a sort of 

cantus firmus, to which the recorder added a commentary 

over a predominantly chordal texture. 

John Parry, who was born in the latter part of the 

eighteenth century, wrote The Nightingale for flageolet 

and piano, and John Turner has edited, published and 

performed it several times on the descant recorder. Peter 

Hope has since made an arrangement for recorder and 

strings (with a cadenza by John) which was heard on this 

occasion. It is an attractive work, requiring some 

dexterity for the recorder, not to mention one or two for 

the strings! The first half concluded with Lennox 

Berkeley’s charming Serenade for strings, regrettably not 

often performed nowadays. 

The second half began with another virtuoso piece for the 

recorder, Telemann’s substantial Suite in A minor, which 

was followed by Elgar’s well-loved Serenade in E minor, 

and the concert ended with the ever-popular Simple 

Symphony by Britten. 

© Nicholas Marshall, August 2013 

  

http://www.musikmph.de/
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On The Horizon 

Concerts 
Tuesday 29 October 2013 
St. Giles Cathedral, Edinburgh 
Rawsthorne: String Quartet No. 1 
Robin Orr: Prelude and Fugue for String Quartet, Toccata 
all Marcia 
Robert Crawford: String Quartet No. 4 (première); Elegy 
for Robin (recorder & organ); Variations for Recorder & 
String Quartet (première) 
works by J.S. Bach and Haydn 

Saturday 9 November 2013 at 7.30pm 
St. Michael & All Angels Church, Market Place, 
Macclesfield 
KEMS Choir & Orchestra; Terra Nova School Chamber 
Choir; Conductors Anthony Houghton/Ian Chesworth 
Britten: Occasional Overture 
Walton: Façade Suite No 1 
Arnold: Symphony No.2 
Dove: There was a Child 
(Tickets for KEMS concerts can be purchased online from 
our website www.kems.org.uk ; from Margin Music, 
Macclesfield; or you can pay at the door. 
Prices: Evening concerts £10 (Under 18: £2.50). 
Afternoon concert: £6 (Under 18: £1; one free ticket for 
each ‘Under 18’ attending with an adult.) 

Sunday 10 November 2013 at 2.45pm 
The Assembly Hall, Worthing 
Worthing Symphony Orchestra conducted by John 
Gibbons; Anna Gorbachyova (soprano) 
George Lloyd: Symphony No. 6 
Richard Straus: Four Last Songs 
Shostakovich: Symphony No. 5 

Saturday 23 November 2013 7.30pm 
Truro Cathedral, Truro, Cornwall 
George Lloyd: Symphonic Mass 

Sunday 24 November 2013 at 6.30pm 
Conway Hall, Red Lion Square, Holborn, London 
Alumni and Professors of Harrow School 
Britten: String Quartet No. 2 
(tickets £9; further information from 
http://www.conwayhall.org.uk/ ) 

Sunday 24 November 2013 at 6.30pm 
Conway Hall, Red Lion Square, Holborn, London 
The Aquilon Trio 
Ireland: Phantasie Trio in A minor 
(tickets £9; further information from 
http://www.conwayhall.org.uk/ ) 

Sunday 1 December 2013 7.30pm 
St. Silas’ Church, Islington, London 
George Lloyd: Cello Concerto 

Saturday 17 May 2014 at 7.30pm 
The Corn Exchange, King’s Lynn, Norfolk 
Norfolk Symphony Orchestra conducted by Philip 
Hesketh 
Vaughan Williams: Symphony No. 2 “London” 
Moeran: Violin Concerto 
Malcolm Arnold: Peterloo Overture 

Festivals 

Eighth Malcolm Arnold Festival, Northampton 
19-20 October 

The 8th Malcolm Arnold Festival returns to the 
composer’s birthplace, Northampton, on Saturday 19th 
and Sunday 20th October 2013 (at Royal and Derngate) 
with a diverse programme to focus on the composer’s 
Concertos. 

Dame Monica Mason is to open the Festival at 11am on 
Saturday 19th October. Dame Monica danced the part of 
Clytemnestra in the World Premiere of Malcolm's 
Electra, and was Director of the Royal Ballet from 2002 
to 2012.  A specially-commissioned piece, A Fanfare for 
Malcolm, by the talented young composer, Toby Young, 
who has won the Malcolm Arnold composition 
competition, will also feature. 

Both Arnold’s works for guitar and orchestra, the 
exceptional Guitar Concerto and the beautiful Serenade, 
will be performed by The Berkeley Ensemble, who are 
well-known for championing of British music.  Their 
programme will also include a World Premiere by the 
Festival’s new musical peer, Michael Berkeley. 

Festival regular, John Gibbons will be conducting the 
Ealing Symphony Orchestra in an afternoon family-
friendly concert, to include a rare performance of 
Malcolm's Organ Concerto, the suite from Sweeney 
Todd, the Recorder Concerto and a performance of the 
enduringly popular Peter and the Wolf by Prokofiev. 

Julian Metzger will be bringing his Piano Trio, the Pizzetti, 
to perform Malcolm's work, The Hobson's Choice, as well 
as Five pieces for Violin and Piano.  The Northampton 
County Youth Orchestra will be making a welcome return 
to perform a range of orchestral music to include the 
Anniversary’ Overture, the rarely performed Water Music 
and the stirring Peterloo.  A vocal recital, perversely 
entitled ‘I’ve never much cared for writing songs’, will be 
performed by soprano, Claire Thompson, and The Turtle 
Drum – Malcolm’s work for young singers and small 
ensemble, will receive a performance by members of the 
Malcolm Arnold Academy.  The Royal Northern College 
of Music String Quartet will be playing both of Malcolm's 
String Quartets.  

The Festival concludes in suitably exuberant style with a 
gala concert given by the Worthing Orchestra, under 
John Gibbons entitled: 'Movie Classics' to include 
excerpts from popular film music including: Pirates of the 
Caribbean and Out of Africa, Alwyn’s dramatic Odd Man 

http://www.kems.org.uk/
http://www.conwayhall.org.uk/
http://www.conwayhall.org.uk/
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Out, Gershwin’s Rhapsody in Blue and Malcolm Arnold’s 
Inn of the Sixth Happiness and You know what sailors 
are.  The programme will include a special appearance by 
Julian Bliss – who will be performing Malcolm's hugely 
popular 2nd Clarinet Concerto – and ends with audiences 
favourite; Ravel’s Bolero. 

For more information: www.malcolmarnoldfestival.com  
and www.royalandderngate.co.uk  

Royal & Derngate, Guildhall Road, Northampton NN1 
1DP Tel: 01604 624 811 Email: 
box.office@royalandderngate.co.uk  
Tickets are also available on the door: £7.50 for a day 
pass and £12.50 for the full weekend (Gala Concert 
priced separately) 

2013 Gregynog Festival 
22 November 

The 2013 Great Britten season presented by the 
Gregynog Festival, Wales’ oldest classical music festival, 
culminates in a Centenary Gala Recital by the 
outstanding pianist Llyr Williams at National Museum 
Cardiff on 22 November from 7.30pm. 

The Reardon Smith Theatre at the National Museum is 
one of the few Welsh venues at which Benjamin Britten 
is known to have performed apart from the Music Room 
at Gregynog Hall itself.  He and Peter Pears gave a recital 
at the Reardon Smith in 1967 and performed at the 1972 
Gregynog Festival at the invitation of harpist Osian Ellis. 

Llyr’s programme includes Britten’s Holiday Diary and 
Night Piece (Notturno), plus Frank Bridge’s Sonata and 
music by Haydn and Schubert.  

(Tickets at £20 are available from 
www.gregynogfestival.org, 01686 207100 and at the 
door, subject to availability.) 

Prior to the Centenary Gala, Gregynog Festival is 
partnering with young artists from the Live Music Now 
Wales scheme to present a recital of Britten on the 
Glanfa Stage at Wales Millennium Centre, Cardiff Bay (22 
November, 1pm, free) and a private performance of 
Friday Afternoons at the former Clive House Preparatory 
School, Prestatyn (now a residential home for the 
elderly), where the cycle was written and dedicated to 
Britten’s elder brother Robert, the School’s Headmaster. 

Events 

Wandering Minstrels: The History of Travelling 
Opera in Britain 

Royal Academy of Music; Saturday, 26th October 2013. 
10.30 am to 6 pm (registration from 10.00 am) Cost: £15 
(RAM students and staff free)  

The purpose of this study day is to explore the rich 
history of travelling opera in Britain from the 19th 
Century onwards. The event will draw together a wide 
range of scholars, researchers, performers and 

enthusiasts to discuss this neglected and revealing 
subject. Papers will focus on the many aspects of 
travelling opera, including the running of companies, the 
adventures of the many musicians connected with them, 
and the repertoire (including British operas) they toured. 
The speakers include: Professor Katherine Preston 
(College of William and Mary, USA), Dr Paul Rodmell 
(Birmingham), Dr Raymond Holden (RAM), John Ward 
(the Carl Rosa Trust), representatives from English 
Touring Opera, and Dr Steven Martin. They will talk 
about the repertoire, singers and conductors associated 
with the hundreds of companies which once toured the 
length and breadth of Britain and the Empire. 

For more information, or to book a place, please contact 
the organiser, Dr Steven Martin, at 
travellingopera1898@gmail.com. Tickets are available 
online at: www.ram.ac.uk/events  or from the Royal 
Academy of Music’s Box Office (tel. 020 7873 7300) 

Correspondence Received 

from J. Martin Stafford: 

In his review of the première performance of Robert Still’s 
Violin Concerto (BMS News 138, p. 80) Edward Clark 
refers to the Lyrita CD which includes Symphonies Nos. 3 
and 4 and says there is ‘little else… on record’.  He appears  
to have overlooked my own issue JMSCD 8, which includes 
the Quintet for Three Flutes, Violin and Cello, the Second 
Viola Sonata (both from Argo RG 74 [1955] and fourteen 
songs.  At nearly 70 minutes, it remains (so far as I am 
aware) the only CD devoted exclusively to Robert Still’s 
music and the largest single source thereof – exceeding the 
Lyrita CD (which includes a symphony by Searle) by 21 
minutes. This CD remains available at £10 including 
postage to UK addresses. Extra postage is charged for 
postage to Europe and beyond. 
J. Martin Stafford (www.ismeron.co.uk) 

Help Sought 

If anybody is able to help regarding the following enquiries, please 
contact the requester directly: 

From Sondre Bjordal sondrebjordal@hotmail.com 

Do you have any information about the following 
composers?  
Oscar Keller, Aylmer Ward, R.E. Batho 
I need to know when they lived because of imslp. 
Do you have a list of pseudonyms used by Ezra Read and 
Ida Hampden? 

From Sturle Berntsen sturleberntsen@gmail.com 

I am at the moment conducting Labour and Love by 
P.Fletcher. I have used the story on the score for my 
interpretation, but also read on the internet that the story 
probably is not connected to the piece?  
Do you know anything about this? 

http://www.malcolmarnoldfestival.com/
http://www.royalandderngate.co.uk/
mailto:box.office@royalandderngate.co.uk
http://www.gregynogfestival.org/
mailto:travellingopera1898@gmail.com
http://www.ram.ac.uk/events
http://www.ismeron.co.uk/
mailto:sondrebjordal@hotmail.com
mailto:sturleberntsen@gmail.com
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From Clive Fairbairn (contact via Len@musicweb-
international.com) 
I am trying to find some information about the incidental 
music for the TV drama Disraeli, in particular if (Wilfred) 
Josephs ever recast any of it in a concert format and if sheet 
music is available in either case. 
Would you be able please to point me in the right direction? 

From John France johnfrance37@gmail.com 

Does anyone have (or could make) a scan/copy of the liner 
notes for the old City of Hull Youth Orchestra/Heald-
Smith GD2002 vinyl recording of Bantock's Hebridean 
Symphony?  
I believe these notes were written by the composer's son. 

From Rita Lamb rita.lamb@gmail.com  

I’m trying to write the Wikipedia entry on a Victorian comic 
song called ‘Villikins and his Dinah’, and internet searches 
show a ‘John Parry’ is sometimes credited with the words. 
(http://www.musicweb-
international.com/garlands/42.htm) suggests however that 
it was the tune, not the words, which was an original 
composition by John Orlando Parry.  Can you refer me to 
the source for this? 
The Dictionary of National Biography names the playwright 
E.Lehman Blanchard as author of the lyrics.  It’s clear 
though that the words of a folk ballad called ‘William and 
Dinah’ were merely cleverly tweaked to create ‘Villikins and 
his Dinah’.  (The folk ballad was printed as a broadside 
from c.1819-44, so it’s easy to show the words of ‘Villikins’ 
are almost the same, though made more naively bathetic.)  
My problem is with the tune.  I’d just assumed the tune of 
‘Villikins and his Dinah’ was traditional, and the one to 
which ‘William and Dinah’ was usually sung – that as well as 
poaching the lyrics, Blanchard or whoever also lifted the 
tune.  If it genuinely was a composition by Parry though I 
would like to be able to credit him, since the tune’s proved 
so durable. 
I'd be grateful for any light you can shed on this, as I am far 
out of my comfort zone when it comes to music and 
composers. 

Books 

“Down Among the Dead Men” 
by Bernard Van Dieren 
(Binsted: Dance Books, 2013). 282pp. (paperback) 
ISBN 978-1-906830-62-5 £15 

Amazon, www.dancebooks.co.uk or by post (postage in the UK 

is £3 extra) from Dance Books Ltd., Southwold House, Isington 

Road, Binsted, Hampshire GU34 4PH 

Bernard van Dieren (1887 - 1936) was a Dutch composer 
whose life was spent mostly in England. A respected but 
controversial composer (his admirers included the Sitwell 
brothers, Peter Warlock, Cecil Gray, Constant Lambert and 
Kaikhosru Sorabji) his music was little performed in his 
lifetime and after his death soon fell into obscurity. He was 
a man of many intellectual gifts and an accomplished writer. 

“Down Among the Dead Men” consists of five long essays: an 
explanatory introduction; two on composers who were 
neglected at the time of the book’s first publication in 1933 
- Busoni (“the best thing on Busoni in the English language” 

according to the composer Ronald Stevenson), and 
Meyerbeer; Music and Wit; and Sine Nomine, a plea for a 
reform of the ways in which music is written, written about, 
and programmed. 

In his preface to the book van Dieren writes that “The reader 
may often wonder where he will be dragged next. One moment he will 
feel that he is being held up intolerably long in obscure corners, the next 
that he is being rushed past an imposing edifice which he would wish to 
explore... I hope no more than that on the circuit I may be able to 
show some unfamiliar mews, alleys, and subways... I do not pretend to 
take the reader straight from the station to the hotel; I have tried to be 
a companion, not a guide. I believe I have shown him some queer 
customers in the bus and the Underground, and loafing at odd corners. 
Principal buildings and monuments are always in the same places and 
may be inspected at any time.” 

Members Discount Offers 

MEMBERS' DISCOUNT OFFERS - Other label CDs 

CARE! PRICE CHANGES 

Offer 1) DUTTON - LYRITA - NIMBUS etc. 

We are able to offer members - 
Nimbus 5000 series/Lyrita/Saydisc/Amon Ra £11-50 
Nimbus 7000 series/Quartz £8-75 
Dutton CDLX £10 
Dutton CDLF £5-75 
FOR THESE OFFERS ONLY THE MINIMUM 
ORDER IS 2 (Two) CDs. ALSO THIS IS AN OPEN 
OFFER. HOWEVER, PLEASE ALLOW 21 DAYS 
FOR DELIVERY (to allow for my possible absence, 
other delays etc.). Delivery should be within a week or 
so however. 

Offer 2) Usual Labels Offer. CLOSING DATE FOR 
THIS OFFER: 14 November 2013 (Should you wish to 
order a minimum of 10 CDs from the Select list of labels, 
or 4 CDs from the Priory list this deadline does not apply).  
Best known labels currently available are as follows:- 
Select: Naxos, Chandos, BIS, Hyperion, APR, BBC 
Legends, Cello Classics, Clarinet Classics, Collegium, CPO, 
Da Capo, Gimell, LPO, Opera Rara, Proprius (Sweden), 
Bridge (USA), Michael Nyman, Ondine (Finland), Profil 
(Germany) 

Priory: Albany-TROY, Altarus, Guild, Meridian, Priory, 
Amphion, Dynamic, Sterling (Sweden) 

Pricing has become more varied, with at least one label 
(CPO) having differing prices but using one label code and 
number system for them all. As a standard price please use 
£12-25 for Select labels and £11-25 for Priory labels. 
Specific exceptions: APR £8-25; BBC Legends £10-25; 
LPO £8-50; Marco Polo £10 and Naxos £6-25. 

These labels have a variety of different prefixes and prices. 
Those quoted are probably the main ones. Orders for other 
categories will be priced appropriately on delivery. If 
specific items come in under standard price the cost to 
members will be suitably adjusted. This can be catered for 
by an open cheque. 

Some other labels are available and a complete list can be 
provided on request. We cannot assume all discs on all 

mailto:Len@musicweb-international.com
mailto:Len@musicweb-international.com
mailto:johnfrance37@gmail.com
mailto:rita.lamb@gmail.com
http://www.musicweb-international.com/garlands/42.htm
http://www.musicweb-international.com/garlands/42.htm
http://www.dancebooks.co.uk/
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labels will always be available, but we are happy to try to 
obtain them. We can make requests for catalogues but these 
may not necessarily be available. 

Prices include postage inland. Members requiring overseas 
shipment or payment other than in £ sterling should 
contact the Hon. Treasurer for appropriate prices. 

Please send all orders in writing to the Treasurer together 
with payment by OPEN cheque with maximum value 
indicated. Cheques in favour of 'The British Music Society'. 

Once ordered discs must be paid for if supplied. Should you 
wish to cancel anything already ordered please contact the 
Hon. Treasurer as soon as possible and he will endeavour 
to assist. Members must understand that delivery times may 
be extended depending on order levels, minimum order 
requirements of the suppliers etc. and cannot necessarily 
expect delivery by return (we hold no stocks). Hon. Treasurer 

Ashgate Books Offer 

Ashgate Publishing has a web page especially put together 
for the British Music Society. You will be able to reach this 
page via the BMS Website or using the URL 
www.ashgate.com/bms and find titles of interest to you 
here with a special Society discount. The book selections 
will be regularly updated and the discount will be 25%, so 
now is your chance to get some of those titles you’ve 
missed in the past! 

To order books and claim your discount, simply select the 
books you wish to purchase and add them to your shopping 
basket, type your discount code into the field marked 
“Promotional Code” and the website will calculate your 
order to reflect the Society’s discount. The code that you 
need is H9CHH50. If for any reason you would prefer to 
order by telephone, please call our distributors, Bookprint 
Ltd, on +44 (0) 1235 827730 and quote the discount code 
when placing the order. 

Boydell & Brewer Books Offer 

Boydell & Brewer is offering a 25% discount to BMS 
members on a selection of new music titles. These include: 

“Inside Conducting” by Christopher Seaman, “Britten in 
Pictures” by Lucy Walker, “The Aesthetic Life of Cyril 
Scott” by Sarah Collins and “British Piano Sonata, 1870-
1945” by Lisa Hardy. 

These books and others available in the offer can be found 
on their website: http://www.boydellandbrewer.com/bms.asp 
together with details of how to order. 

Michael Hurd  

A sixth release appeared at the end of 2012 in the form of a 
double CD Dutton CDLX 7297. This brings together the 
talents of Lorraine McAslan (violin) and Nicholas Daniel 
(oboe) together with the New London Children's Choir and 
Orchestra all under Ronald Corp. The programme 
combines Michael's complete orchestral music coupled with 
four more of the Pop Cantatas. 

We have a small stock of copies available to members 
through the Hon. Treasurer, whilst stocks last, at the special 
price of £7 (£8 Europe £8-50 Elsewhere) postage included. 
Cheques favour The British Music Society or US$14 (favour 
S C Trowell). 

Copies of the previous releases (for details of which see 
BMS News 136 Page 35, BMS News 133 Page 32, BMS News 
130 Page 425, and BMS News 129 Page 378) may be ordered 
through the Hon. Treasurer 

Announcements 

Electronic BMS News 

Any Member may take News electronically. You may find 
an electronic copy both quicker and more convenient and it 
will save the Society postage! Please email Christopher 
Johns at christopher@johns.uk.com and copy Stephen 
Trowell at sct.bms1943@eldy.org and Rob Barnett at 
rob.barnett1@btinternet.com if you would like to change to 
this option. 
Members who take News by this method will no longer be 
sent the printed version but will received an email with a 
PDF attached of News as soon as each issue is published. 
Membership subscription fees will remain unchanged and 
issues of the journal British Music will continue to be 
published in printed form only. However, Overseas 
Members who choose to receive BMS News by electronic 
delivery will only be required to pay the equivalent UK 
subscription rate in future years, rather than the appropriate 
overseas rate that includes higher postal costs. 

Financial Bequests to the Society 

If any member has already arranged a bequest to the Society 
or is so considering doing, would they please note the 
following: given the formation of the Charitable Trust, if 
their bequest has conditions for its use attached to it and/or 
particularly if it is of a more substantial amount (£5,000 or 
more), would the benefactor kindly arrange for the bequest 
to be made to The British Music Society Charitable Trust 
(Registered No. 1122597) rather than directly to the Society. 
If the wish is that the monies are used only be the Society 
this can be made a condition for any bequest. If any 
bequests have already been included in wills, as far as is 
conveniently possible, would the benefactor take any 
opportunity to revise their bequest to take account of these 
remarks. 

Stephen Trowell, Hon. Treasurer 

Index to British Music; Journal Vols. 21 - 30 

Copies of the latest instalment of the Journal Index are now 
available on request to the Hon. Treasurer. UK members 
please send a self-addressed A5 size envelope stamped at 
minimum rate. Indices (two) covering the previous editions 
are also available. If required in addition, UK members 
please stamp envelope at minimum of Large Letter rate. 
Overseas members - US please send $3 and add $1 per 
additional index required (Cheques favour S.C. Trowell). 
European and other members contact the Hon. Treasurer 
to discuss means of payment. 

British Music Society Charitable Trust 

The BMS Committee is pleased to announce that John 
Talbot (Past BMS Chairman and Recordings Manager) has 
accepted the role as a Trustee and Chairman of the British 
Music Society Charitable Trust following in the footsteps of 
the late Raphael Terroni. 

http://www.ashgate.com/bms
http://www.boydellandbrewer.com/bms.asp
mailto:christopher@johns.uk.com
mailto:sct.bms1943@eldy.org
mailto:rob.barnett1@btinternet.com

