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publicising this event.

The June RVW Society Journal invited
‘budding reviewers’ who attended the
production to submit articles for possible
future publication.  Although I would not
dignify what follows as a proper review, it
contains my impressions of the performance.
It cannot be a truly critical review as I, in
common with almost everyone else on this
planet, am not familiar with the work; and
even if [ had a score, I couldn’t read it rapidly
enough. Thus, any possible deficiencies in the
performance were more than outweighed by
my undying gratitude that someone, at last,
has ‘put it on’.

All T had previously heard of RVW’s
‘Extravaganza’ was the Overture, in the old
performance by George Hurst and the
Bournemouth Sinfonietta. I have had this
disc for over 20 years. It has always struck me
as being so full of good tunes, that the opera
itself could not be as bad as some critics had
alleged.  True, the characters’ names are
confusing and the plot does seem rather silly,
but since when has that been sufficient reason
to condemn an opera? (I'm afraid I find many
serious operas almost laughable when
translated into English). So the opportunity to
judge for myself was most welcome.

[ was not disappointed by this performance by
the Wandering Minstrels and the Mid-Sussex
Sinfonia, under Michael Withers. The opera
(and T’ll continue to refer to it as such for
convenience, although it has much in common
with pantomime), is full of delightful tunes.
The production was enormous fun from start
to finish. The performers seemed to enjoy
doing it, and to project their enjoyment to the
audience. Incidentally, the night I attended,
the hall was only about 60% full - a great pity.
Some occasional wayward intonation from the
orchestra strings hardly detracted from the
enjoyment of the proceedings. The
performance did not lose my attention for a
second, something [ cannot say of most
concerts [ attend! When the final curtain fell,
I wished to hear the whole thing over again.
The tremendous final chiorus ran around my
head for days afterwards. What a pity tape

cassettes of the performance were not
available.
The singers all performed splendidly. It is

perhaps unfair to single out any, but I think
Dorothy Thompson (Angelica) deserves a
mention. She has a great deal to do and seems
to me to be a key character holding it all
together; and 1 still cannot believe that Tim
Crouch (Amaryllus) has been singing for just a
year.

[ never thought I would ever witness an RVW
tango sung and danced by three ladies pushing
vacuum cleaners! Incidentally, one of them
looked the spitting image of Joanna Lumley in
Absolutely  Fabulous.  Were the hoovers
included in RVW’s instructions? Even if they

weren’t, | have no doubt he would have
approved. in this mood. Nor had [ ever
imagined an operatic heroine singing a

serenade to a large rubber snake! The snake is
in the stage directions.

The costumes and presentation were striking
and humorous. [ would guess that this is just
what this work requires to make it more
accessible to the public. Dipsacus looked like
a cross between Einstein and Tommy Cooper.
Amaryllus was graced with an oversize cod-
piece, discarded later in the opera after he fell
in love with Tormentilla (please don’t
misconstrue  this!). Angelica  was
accompanied by a toy lamb on wheels, and the
poisoned kiss itself took place on a hospital
bed, standing up.

The music needs no apologies at all. Why
then has it been neglected? 1 now have a
theory that the critics were and are simply
non-plussed that a serious composer like RVW
could come up with something as light-hearted
as this - a cross between operetta and
Christmas pantomime. RVW obviously had
great fun writing it and the music could be by
nobody else. All it needs is an imaginative
presentation like this, and it could, and should,
be part of the regular repertoire along with the
Savoy Operas.

You will have gathered from the above that 1
thoroughly enjoyed it. My wife did too. It
was well worth the 170 mile trip. [ would go
500 miles to hear it again. Please, can
somebody produce a professional recording
soon?

Michael Gainsford
Burbage, Leics.

The Poisoned Kiss ~ a real smacker

It is not every day that one gets the
opportunity to attend a very rare performance
of an opera written by a composer born 125
years ago, with his widow, writer of the
libretto. Consequently, it was a great thrill to
escort Ursula Vaughan Williams to a
performance of The Poisoned Kiss, at the
Gardner Arts Centre near Brighton. [t was
made even more thrilling for me, by the fact
that to all intents and purposes, it was a
premiére - so rarely is this wonderful work
performed.

I must confess that [ did not really know what
to expect, with such a weird libretto that
clearly pokes fun cheekily at Wagner, and
music full of satire, high spirits and high-
powered lyricism. If [ described the result as
containing a singing Tommy Cooper,
whizzing vacuum cleaners, singers flying
through the air, an heroic singing Blackadder
and music described by one performer as “G
& S on speed”, you might be hard pressed to
imagine this as Vaughan Williams. The effect
though, was amazing, bouts of happiness and
laughter  ringing around the theatre,
exhilarating moments of exquisite harmony
and tender peace mixed together.

From the arrival of Hob, Gob and Lob,
whimsically loping onto stage to open the
book of the drama, to the absolutely fabulous
trio of mediums, the performance was
charmingly handled with wit, élan and
masterful skill.  The chorus managed a
seemingly endless series ol costume changes

that bewildered and awed the happy audience
as the ever-wonderful music spun a web of joy
over all. T was amazed to discover afterwards
that Tim Crouch, the heroically-voiced
Amaryllus, was new to the world of singing;
his powerfully clear voice carried the day,
with an equally sweet Sally Wilson as
Tormentilla and a delightful Angelica in
Dorothy Thompson. Dipsacus in the form a
Fez-wearing Tommy Cooper was an inspired
idea brought ably to life as being more than
just a caricature magician, by fine voiced
Stephen Hargreaves. We must not neglect
either David Carverhill, completing the main
cast line up as a confident and able
Gallanthus; the group as a whole superbly
pointed up in fact the relation of the opera to 4
Midsummer Night's Dream as an inevitable
influence. [ felt by the end of the night that
this was a far more successful work in fact
than Britten’s version of that play - more
cheerful, more infectiously happy and the final
hornpipe secemed to send everyone out with a
bouncing step.

It seems totally invidious to mention so few
out of an amateur cast that has drawn upon so
many talents - the lighting crew and
costumiers deserve special mention for their
skills.

Pride of place must inevitably go though, to
the skill, dedication and enthusiasm of Roger
Clow as producer for having such an inventive
and imaginative vision for this work, and for
Michael Withers, who conducted The
Wandering Minstrels and the Mid-Sussex
Sinfonia into unknown territory. [ spoke
during the interval to some of the musicians,
who did not know the work before, and their
uniform report was of sheer pleasure in the
felicities and delights of this charming score.
Certainly all of us who experienced this rare
gem, were blessed and cheered by this noble
and strangely neglected opera. My only regret
is that the same team could not secure enough
funding to produce a full professional staging.
The imagination, drive and enthusiasm of this
team is amazing.

This was certainly one of the key highlights of
1997.  Mrs. Vaughan Williams herself was
thrilled by this encounter. The next step? Let
us hope and pray for a professional recording
as soon as possible!

Richard Mason
Oxford

The RVW Film Festival

As part of the Fision of Albion lestival in
October 1997, the Barbican Cinema Manager
Robert Rider, with Andrew Youdell of the
British Film Institute, agreed with me as far
back as in November 1996. that it would be
good to excavate some of the rare films with
music specially composed by Vaughan
Williams.

Tracking down some of the prints was a long
task, but the results as shown were: truly
marvellous,

(continued overleaf)
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The only familiar film for many of us was
Scott of the Antarctic, shown in a brand new
print, with searingly bright visions of bleak
sea scapes and coldly blue skies. By contrast,
it was noticeable just how little of the noble
music you could actually hear in films like
The England of Elizabeth. This was a point
brought out time and again in fascinating film
clips arranged by Andrew Youdell. Very rare
glimpses of the war movies shown both with
dialogue, and without, pointed out how music,
now familiar to us on CD, was swamped by
sometimes inane dialogue. Time and again it
was marvellous to hear powertul music that
evoked the noble man himself so clearly. We
were even treated to a short and rather
humorous clip of the composer himgelf at
work in Elstree, no sound alas, yet he was
there, rather irately thumping a desk to make a
rhythmic point.

The highlight for me, was a screening of The
Vision of William Blake, the source of the
Blake songs for oboe and tenor. The film was
an almost claustrophobic examination of
Blake manuseripts and poems, under a deathly
red wash that lingered in the mind long
afterwards. It was fascinating to see the
original source for these refined and masterful
songs.

Andrew and Robert sincerely deserve thanks
for agreeing to organise this, ‘adding such
colour and extra interest to an already
marvellous day which included Sir John in
Love as well. Our next step must be to bridge
the gap between RVW research and television.
Some of our members in the USA and Mexico
have already produced 1997 memorial
programmes, and the BBC are actively
considering a Vaughan Williams programme
for 1999; so, let us all hope!

Richard Mason
Oxford

Savitri and Riders to the Sea

Shortly after the death of Gustav Holst,
Vaughan Williams wrote an cloquent obituary
for his friend which contained the following
words: “Some years ago | had the privilege of
writing about Gustav Holst. [ remember
saying then that ‘perhaps he will lead us into
regions where it will be difficult to follow’.
He may now have found in new regions that
which his music ever secemed to be seeking...
Art is the imperfect human half-realization of’
that which is spiritually perfect. Holst’s music
seems especially to be quest after that which in
earthly life we can only partially fulfil.”
While such words convey both his sense of
loss and his admiration for Holst’s inimitable
accomplishment, a careful reading of this
passage calls to mind some of the tactfully
expressed reservations concerning Holst’s
style that Vaughan Williams had articulated in
an earlier article. In (hat essay, Vaughan
Williams wrote:  “Holst’s weaknesses are the
defects of his qualities... Sometimes, he spoils
the noble simplicity of his work by an
unnecessary piece ol elaboration: at other
times the very individuality of his thought
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which requires such a personal technique
causes a flaw in his work; in his earlier music
especially, we do not always find a complete
unity of idea and expression; the mot juste
fails him for the moment and he falls back on
the common stock of musical device.” While
not as stringent as some of Imogen Holst’s
criticisms of her father’s music, this passage
does imply that despite his affection and
admiration for Holst and his music, Vaughan
Williams was aware of the limitations of his
colleague’s expressive range, for Holst often
seems to reach for the sublime at the expense
of human emotion.

Both of these passages rang through my mind
after attending the performance of Holst’s
Choral Hymns from the Rig Veda and his
chamber opera Savitri that preceded Vaughan
Williams’s one-act opera Riders to the Sea on
19 October 1997 in the Corn Exchange at
Cambridge. This fascinating evening was part
of the highly successful Vision of Albion
series, sponsored by the RVW Society, which
celebrated the 125th anniversary of the
composer’s birth by focusing on his unjustly
neglected operas. That one of Holst’s operas
was included in this series was more than
fitting, given his close personal and
professional  association  with  Vaughan
Williams. But the juxtaposition of the two
operas served to illuminate the profound
differences between the two composers, whose
names are so commonly and casually linked
by critics and historians.

Both the strengths and weaknesses of Holst’s
style are encapsulated in Savitri, Holst wrote
the libretto himself, having studied Sanskrit in
order to penetrate to the essence of the
Mahabarata, the epic from which he drew the
episode of Savitri’s redemption of her husband
Satyavan from the grasp of Death. The story
is told with an admirable concision overall,
even if Holst occasionally lapses into self-
consciously flowery and “poetic” language.
The opening music is expressive, but austere:
the opening exchanges between Savitri and her
husband are formal rather than affectionate.
Holst created such linear and ritualistic music
in order to articulate his unusual dramatic
intentions, for neither Savitri and Satyavan arc
meant to behave as  psychologically
convincing characters, but rather as archetypes
in a cosmic allegory. Satyavan represents
uncomplicated strength and virtue, while
Savitri embodies the faithful spouse. Oddly
enough, the most complex and ambivalent
character in the opera is Death, who comes to
claim Satyavan and is outwitted by Savitri. (I
wondered afterwards how Death - who
presumably knows every trick in the book -
allows himself to fall for Savitri’s rather
transparent stratagem).  Unfortunately, the
moving restraint that the composer skillully
maintaing  through most  of  Savitri s
compromised by an inexplicable lapse of taste
at the climax, when Holst reverts to a debased
Wagnerian idiom, complete with “Licbestod
turns” and all.  Such ersatz warmth is all the
more unconvincing for being borrowed, and |
recalled Vaughan Williams’s canny insight,
quoted above, that “the mor juste Tails him for
the moment and he falls back on (he commaon
stock ol musical device.”

Riders to the Sea offered a profound contrast
to Savirri.  Vaughan Williams was at the
height of his powers as a dramatic composer
when he distilled this moving opera from
Synge’s harrowing one-act play. Vaughan
Williams’s music brings Synge’s characters
vividly to life: the fatally stubborn Bartley,
last surviving son of a doomed family; the two
daughters, at once fearful and quarrelsome;
and Maurya, the old woman who is bowed by
fate but cannot be broken. Vaughan Williams
had the courage to face Maurya’s awful
destiny without flinching, for, unlike Savitri,
Maurya knows that there is no haggling with
Death, who comes in the guise of the
implacable deadly sea to take her final son.
Maurya redeems herself by embracing the
ineluctable fate of all things, knowing well
that “No man at all can be living forever, and
we must all be satisfied”.

Despite its setting in the Aran Islands,
Vaughan Williams allows neither local
musical colour nor “Celtic twilight”
atmosphere to distract from the stark humanity
of Synge’s drama. At the same time, Vaughan
Williams does not slight the symbolic import
of Synge’s play, for the archetypal level of the
drama is always articulated through characters
who are delineated by music of consistency
and psychological power.

The Corn Exchange in Cambridge is hardly an
ideal venue for opera. Director Stephen
Langridge surmounted most, if not quite all, of
the dramatic challenges presented by two
disparate works in such an unsuitable space. 1
regretted the lack of even a vestigial hearth in
Riders to the Sea, as well as the dripping dead
body of Bartley being carried in and placed on
the kitchen table, for the mummified object
brought on in Cambridge was less than fully
convincing. Due to its less complex dramatic
structure, Savitri fared rather better in its
staging than Riders to the Sea, with Death
making a chilling entrance circling ever closer
around the terrified Savitri as she cradled the
stricken Satyavan in her arms.

The musical performance was superb:
Richard Hickox conducted the excellent City
of London Sinfonia with uncanny insight. By
paying careful attention to pacing and balance,
he maximised the many virtues of Holst’s
score while minimising its blemishes, while
his conception of Riders to the Sea was
searing in its emotional impact. The singers
all acted and sang with skill and conviction.
Special mention must be made of Stephen
Varcoe’s haunting embodiment of Death in
Savitri, and of Anne-Marie  Owens’s
heartrending portrayal of Maurya in Riders to
the Sea. Holst had suggested thal Savitri be
preceded by his Choral Hymns from the Rig
Veda for women's chorus and harp, Op. 26,
No. 3; this, as well as the wordless chorus of
keening women in Riders to the Sea, was
beautifully performed by the women of the
Cambridge University Chamber Choir.

Byron Adums
University of California, Riverside.



Ralph Williams: an essential

Vaughan
guide to his life and works by Michael
Jameson.

‘Classic fM Lifelines’ series, published by
Pavilion Books Ltd. (26 Upper Ground,
London, SE1 9PD), paperback, ISBN 1-
86205-021-X, £4.99.

According to the publisher’s blurb, the
composers represented in the ‘Classic fM
Lifelines’ series have been chosen as the
‘most popular’ in the radio station’s own
audience surveys. While it will doubtless be
reassuring to members of this Society to
learn that Ralph Vaughan Williams enjoys
such a high profile among Classic fM’s
listeners, one cannot avoid a sneaking
suspicion that, for the majority, knowledge
of RVW’s music is likely to be restricted to
a relatively small handful of works. But
maybe that would also be true of many other
COmposers.

It would be foolish to expect a brief study of
this kind to break any new ground, and the
present book is clearly indebted to the
authoritative complementary memorials of
Ursula Vaughan Williams and Michael
Kennedy - and to the more compact ‘Master
Musicians’ monograph by James Day. In
general, the RVW story is well told and well
paced - but (and, sad to say, it is a big ‘but’)
this account is marred by a string of
irritating inconsistencies and sometimes
glaring errors which one might have
expected to have been spotted and corrected
before publication. Within the space of four
pages for example, conflicting dates are
given for both the composition and the
publication of the early song Whither must |
wander (pp. 28/32). Whatever the difficulty
in dating its composition precisely, the fact
that R L Stevenson’s Songs Of Travel (from
which it comes) were themselves not
published until 1896, the earlier year
suggested - 1894 - surely cannot be right.

Elsewhere, 10 years have been added to
Gustav Holst’s age at his first meeting with
RVW (p. 29). Jameson is also in error to
attribute a remark about the ‘impertinences’
of the Sea Symphony to Stanford (p. 43):
that comment was Parry’s. There is
confusion between the (London) Bach Choir
and its Oxford namesake, but neither of
them, one feels, would have performed the
purely orchestral London Symphony with
much conviction (p. 52). ‘White Gates’ at
Dorking was, of course, not the composer’s
home from 1929 ‘for the remainder of his
life’ (p. 65), as a later reference makes clear
(p. 81). And Ursula Wood (who also
appears for the first time on p. 81) was not
widowed at the time of her [irst meeting

with RVW in 1938 as here suggested.
Further, Sir Adrian Boult’s pioneer
recording of the Ninth Symphony with the
London Philharmonic Orchestra, made
immediately following RVW’s death, did
not, in fact, form part of his symphonic
cycle for Decca (p. 84) which thus remained
incomplete - as evidenced by its recent re-
issue on the Belart label. Throughout the
book, the intrusive, and incorrect, middle ‘¢’
appears in Sinfonia Antar(c)tica. (How
much subsequent linguistic confusion on
this point might RVW have saved had he
adopted the plain English title An Antarctic
Symphony instead!) Incidentally, neither
Eric Coates nor Malcolm Arnold can really
be thought of as key ‘wartime’ film
composers (p. 70), although their most
celebrated scores - The Dam Busters (1954)
and Bridge on the River Kwai (1957)
respectively - were indeed written for
screenplays with a World War 2 setting.

Finally, one wonders whether Michael
Jameson can be aware of Michael
Kennedy’s Catalogue of the Works of Ralph
Vaughan Williams. Tt is missing from the
list of ‘Suggested further reading’, while
even the most cursory glance at that
indispensable reference would surely
undermine the claim that the list of works
given here is ‘complete’.

While - Holst’s suggested seniority apart -
none of these points, in isolation, may be a
matter of major significance which would
merit more than a quizzical raised eyebrow,
collectively they do suggest a want of care
that is worrying and which calls in question
the publisher’s professed high aims for the
‘Lifelines’ series.

Charles Long
Leatherhead

Edmund Rubbra

Ralph Scott Grover, The Music of
Edmund Rubbra. Aldershot, Hampshire,
England:

Scolar Press, Ashgate Publishing Limited,
1993. 643 pp. 277 music examples. $99.95,
ISBN: 0-85967-910-1 (Cloth). [To order in
the U.S., contact: Scolar Press, Ashgate
Publishing Company, Old Post Road,
Brookfield, Vermont 05036-9704. Tel:
800-535-9544; Fax: 802-276-3837; or, E-
mail: info@ashgate.com]

(Charles) Edmund Rubbra (1901-1986) was
an English composer who left a rather large
@uvre of compositions in all genres which,
with few exceptions, exhibit the primary
attributes of an eclectic compositional idiom
- expressive lyricism  through tonal
centricity, formal development through
contrapuntal or polyphonic means - much
influenced by  neo-medimvalism  and
modality, two elements reflecting his
philosophical-religious position (i.e. Rubbra

was a mystic and visionary by nature, a
Roman Catholic by conversion).

One would think that such a large body of
interesting and  challenging  musical
literature, by a composer who was given to
explaining it in print, would have its
respective large collection of scholarly
criticism. Yet, that is not the case; and, in
fact, until the appearance of the present
work, there have been no comprehensive
publications on Rubbra’s music or life. One
encounters a number of very brief periodical
essays commenting upon his progress at
various stages; the more significant and
longer articles dealing with all of the
symphonies in general or particular
symphonies in specific, the most important
writers of which are Hugh Ottaway, Elsie
Payne and Harold Truscott; and, a thin
symposium released by an obscure press in a
very limited quantity - Lewis Foreman,
Editor, Edmund Rubbra: Composer
(Rickmansworth: Triad Press, 1977) - which
includes an introductory autobiographical
sketch by the composer and chapters, each
by a different author (including those
above), treating Rubbra’s orchestral style
and various genres. Thus, upon its release,
The Music of Edmund Rubbra by Ralph
Scott Grover became the definitive work on
the composer.

Modelled upon the above-named
symposium, the author has organized the
contents of his book into twelve chapters:
chapter one (“An essay in autobiography”,
pp. 1-27), chapters two, three and four (“The
first four symphonies”, “Symphonies five,
six and seven” and “The last four
symphonies: a new approach”, pp. 28-191),
chapter five (“Other orchestral music”, pp.
192-204), six (“Concertos and concerto-
related works”, pp. 205-259), seven (“Music
for solo instruments”, pp. 260-288), eight
(“The chamber music”, pp. 289-381), nine
(“The choral music”, pp. 382-508), ten
(“The songs”, pp. 509-570), eleven
(“Miscellaneous works”™, pp. 571-583) and
twelve (“Conclusions and summaries”, pp.
584-592).

Grover’s first chapter reproduces completely
Rubbra’s autobiographical essay of his
childhood and adolescence as it is found in
the Foreman symposium. Since Rubbra’s
account stopped at age twenty, Grover has
included the transcriptions of three taped
interviews made during the summer of 1980.
Though the chapter introduces the
biographical details that furnish the
necessary background to the discourse about
the music, this reviewer believes the author
could have chosen a different method of
presentation: the narrative consists of four
long sections of quoted material broken by
authorial comments that highlight certain
portions of the material or explain the
subsequent passages, e.g. “From this point
to the end of the chapter Rubbra’s autobio-
(continued overleaf)
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(continued from previous page)
graphical account has been transcribed from
three tapes ..” (p. 8); “We return to
Rubbra’s narrative” (p. 12); “Tape No. 2,
which  follows, records events and
reminiscences from approximately 1930...”
(p. 14); etc.

Following the autobiographical chapter, the
symphonies are the first works to be
considered by the author. Consisting of 163
pages, the discussion in three chapters is the
longest, compared to the other genres, of the
twelve chapters (with the exception of nine,
at 126 pages, about the choral music), which
underscores (i) the perception of the musical
world and of the author that Rubbra was
essentially a composer of symphonies and
(i) the importance the author places upon
his discourse about this genre in the book.

Grover’s discussions of the music are
excellent, with the single exception that
shall be noted below; however, 1 was
somewhat disappointed with his treatment
of, and conclusion about, Symphony No. 9
(Sinfonia Sacra), Rubbra’s choral symphony
(see pp. 165-172). The composer was very
careful about his title, and there are palpable
; symphonic  processes to  support the
narration and devotional commentaries
concerning the events leading up to the
Resurrection; even so, some hear it as a
cantata or condensed passion. Citing the
commentary of Elsie Payne (pp. 170-171),
who believed the work to be a choral
symphony, as a foil to his opinion that it is
an oratorio-like work, Grover takes Payne to
task for arguing in favour of the symphonic
status of the work in her contribution to the
Foreman symposium, entitled “Non-
Liturgical Choral Music”; yet Grover, who
could have.discussed the work in his chapter
about choral music, does something of the
sort by arguing for the choral status of the
work in a section about the symphonies!

Rubbra’s standing as a composer of
symphonies should not obfuscate the fact
that he left an impressively large corpus of
choral music, in fact fifty-nine published
works which extend throughout his creative
life. Forty-two of the works confirm his
immense  interest in  religious  and
philosophical texts: Mass settings, various
other Catholic liturgical texts and hymns,
and passages from the Old and New
Testaments, and settings that range from
Alcuin of York through such metaphysical
poets as St. John of the Cross, Donne and
Vaughan, to Gerard Manley Hopkins. This
chapter, alone, will certainly serve as the
basis of much future research, for Grover’s
discussions of the respective works are
superb though brief; in particular, [ should
list the following: The Dark Night of the
Soul, Op. 41, No. 1, a setting of the poem by
St. John of the Cross for SATB, a small
orchestra consisting of strings. woodwinds,
two horns, trumpet and timpani and
contralto  soloist  (pp. 388-392); The
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Morning Watch, Op. 55, one of Rubbra’s
finest choral works, on Henry Vaughn’s
magnificent poem, for Mixed Voices and
Orchestra (pp. 397-399), Missa
Cantuariesis (Canterbury Mass), Op. 39,
commissioned by Canterbury Cathedral
during WWIIL, Rubbra’s first venture in
setting a liturgical text in English, the
earliest and largest of the Masses and, with
the exception of the Credo (with organ
underpinning), for unaccompanied voices
(pp. 400-404); Missa in Honorem Sancti
Dominici, Op. 66, Rubbra’s sublime Mass in
Latin for unaccompanied voices, written in
celebration of his conversion to Catholicism
and intended for normal liturgical use (pp.
405-410); Song of the Soul, Op. 78, an
extraordinary setting of another St. John of
the Cross text in translation by Roy
Campbell, scored for SSATBB, strings, harp
and timpani (pp. 419-423); Lauda Sion, Op.
110, one of the pinnacles in Rubbra’s choral
output scored for a cappella double mixed
choir and soprano and baritone soli {(pp.
438-443); Te Deum, Op. 115, Rubbra’s
second setting of this Latin text for
SSAATTBB chorus, and noted for its
expansively-large a cappella writing (pp.
449-453); Inscape, Op. 122, a beautiful suite
of poems by Gerard Manley Hopkins for
Mixed Voices, Strings and Harp (pp. 458-
468); Natum Maria Virgine, Op. 136, one
of Rubbra’s major choral works, a cantata in
English, scored for baritone solo, mixed
choir and small orchestra which includes
harp and bells (pp. 480-486); and, Mass in
Honour of St. Teresa of Avila, Op. 157,
Rubbra’s fifth and final Mass (and, like the
two preceding it, lacking a Credo), scored
for unaccompanied SATB choir (pp. 497-
301).

Described. as analyses by the author, his
discussions can only be defined as
descriptive comments illustrating some of
the compositional features of the music
which are enriched by performance reviews
of the works from diverse sources. Though
the reviews usually appear at the conclusion
of the discussions, it is when they are
introduced for their relevancy to the work
during the discussions that the author
becomes defensively challenging. The
method is quite simple: an author is quoted,
then portions of the quotation - a word,
phrase or sentence - is extracted and refuted,
in much the same way as was mentioned,
above, in the debate about Symphony No. 9
(choral symphony vs. oratorio status). This
method is a weakness of the book, for
although Grover believes thal “an author’s
objective and subjective feelings should
enter into discussions and analyses to a
reasonable degree™ (p. xii). he does not
extend that privilege to his colleagues.
Undoubtedly, Grover would underline “to a
reasonable degree”™ in the sentence, and
admittedly his objection has more to do with
subjective than with objective comments.
Nevertheless, in many places, he does not
allow an author’s objective claims, because

they are incapable of proof and meaningful
only to the writer, while expressing himself
in a similar fashion.

Perhaps Grover’s tone -is caused by his
passion for the subject matter, for his
exuberant prose illustrates his love of the
luminous intensity and visionary purity of
Rubbra’s music; and it is obvious that he
wants everyone else to love it, too.
Therefore, this single reservation does not
cause me to withhold my endorsement of the
book. Indeed, The Music of Edmund
Rubbra by Ralph Scott Grover is one of the
many outstanding texts from the Music
Studies Catalogue of Scolar Press, the
superlative imprint of the publishing firm of
Ashgate Publishing Company. The reader
interested in Rubbra’s idiom, and the choral
conductor unfamiliar with his choral music,
can do no better than consulting this book
and Richard HMickox’s latest addition
(Symphony No. 9 and The Morning Watch)
to Chandos’s planned recording of the
complete symphonic canon (CHAN 9441
DDD). Order your copies as soon as
possible.

Dr Stephen Town

1993 Ralph Vaughan Williams Research
Fellow

Professor of Music

Northwest Missouri State University
Maryville, Missouri 64468

Tel: 660/562-1795

Fax: 660/562-1900

Internet:
0100467@ACAD.NWMISSOURILEDU

VW Studies

Alain Frogley, Editor, Vaughan Williams
Studies. Cambridge, England:
Cambridge University Press, 1996. 241
pp- $59.95 (Cloth). ISBN: 0-521-48031-0.

“The object of art is to stretch out to the
ultimate realities through the medium of

beauty” (A Musical Autobiography”,
National Music, p. 189). This concise
slatement by Ralph Vaughan Williams

(1872-1958) presents his belief” that art,
especially music, is the agency through
which both composer and listener can
experience what lies beyond the boundaries
of sensory perception. It is because of this
visionary feature of his music. a yearning
for transcendence, and because Vaughan
Williams consistently refused to promulgate
for others an exclusive explication of the
meaning of his work, instead permitting
them to approach it by their own individual
methods of analysis, that many listeners
have remained fascinated and intrigued with
his creations. At the same time. it is true
that little research on the life or music of
Vaughan Williams has been published since
the mid-1960s, “despite his  seminal
importance in British music, international
staturce as a symphonist, and wider signific-



ance as an icon of Englishness” (p. i).

The present collection of essays addresses
both situations splendidly: it explains why
very little substantial writing has appeared
in print since the authorised life and works
volumes were published in 1964 - ie.
Ursula Vaughan Williams, RV.W.. A4
Biography of Ralph Vaughan Williams
(London: Oxford University Press, 1964)
and Michael Kennedy, The Works of Ralph
Vaughan  Williams  (London: - Oxford
University Press, 1964) - while adding a
text that will be consulted frequently by
RVW scholars to the subsequent canon of
scholarly output - e.g. Wilfrid Mellers,
Vaughan Williams and the Vision of Albion
(London: Barrie & Jenkins, 1989), Neil
Butterworth, Ralph Vaughan Williams: A
Guide to Research (New York: Garland,
1990), and a spate of master’s theses and
journal articles. The emphasis is on new
research that (i) mines the rich, and virtually
untouched, vein of the enormous autograph
manuscript collection in the British Library,
(ii) subjects selected examples of Vaughan
Williams’s music to a close analysis, using
what may be called pluralistic, analytical
methods, and (iii) probes the questions of
social and cultural context and the place of
Vaughan Williams and his art in the politics
of national identity.

Five of the chapters (1, 4, 5, 6 and 7) treat
the third topic (“Constructing Englishness in
music: national character and the reception
of Ralph Vaughan Williams™ by the editor;
“Vaughan Williams, Germany and the
German tradition: a view from the letters”
by Hugh Cobbe; “Scripture, Church and
culture: biblical texts in the works of Ralph
Vaughan Williams” by Byron Adams;
“Vaughan Williams’s folksong transcript-
ions: a case of idealization?” by Julian
Onderdonk; and, “Vaughan Williams and
British ~ wartime cinema” by Jeffrey
Richards); three chapters (3, 8 and 9)
entertain  the second topic (“Vaughan
Williams, Tallis and the Phantasy principle”
by Anthony Pople; “Rhythm in the
symphonies: a preliminary investigation™ by
Lionel Pike; and, “*Symphony in D major’:
models and mutations™ by Arnold Whittall);
two of the chapters (2 and 10) are less
analytical per se (“Coming of age: the
earliest orchestral music of Ralph Vaughan
Williams” by Michael Vaillancourt and
“The place of the Eighth among Vaughan

Williams’s  symphonies™ by  Oliver
Neighbor), yet the former may be
categorised  with  those  considering

analytical issues, while the latter may be
grouped with those chapters (e.g. 2, 3 and 6)
that are also grounded in an examination of
the holographs deposited in the British
Library.

In chapter one, Alain Frogley argues
cogently  that  Vaughan Williams’s
reputation  has  been distorted by the

international musical politics of this century

(which, until recently, were focused on the
Stravinsky-Schoenberg axis) and by the
special ideological tensions of Britain’s long
decline as a world power, while he addresses
three related issues: the nature and
limitations of the current associations of the
label “nationalist” as applied to RVW, i.e.
the composer has been identified with the
narrow image of English national identity -
“parochial, pastoral and emotionally
reticent, if not repressed” (p. xiii); how this
label has evolved over the years; and its
links with broader constructions of English
national identity in the twentieth century.
Drawing upon research from other
disciplines, Frogley’s essay is intellectually
sweeping, compellingly  written  and
immensely engaging. Ultimately, the author
states that he has not sought “to deny
categorically the existence of national
characteristics, in music or in any other area
of human activity”; he has “meérely tried to
show how, in the case of Vaughan Williams,
ideas of national character have, consciously
or  unconsciously, been  selectively
manipulated” (p. 22). His final sentence has
a challenging ring:  “Nationalism this
century has penetrated deep into the
irrational domains of human feeling long
associated with music: a detailed study of
the reception history of English music this
century would, I believe, have implications
well beyond the current reputation of
Vaughan Williams” (p. 22).

In chapter four, Hugh Cobbe traces, in the
composer’s own words taken from his
writings and letters, the development of
RVW’s view of the musical tradition
emanating from the German-speaking lands
of central Europe, “a development which
took him from accepting this tradition as the
mainspring of European music, to regarding
it as certainly a vital component but only
one among several, albeit with a dangerous
predominance from which English music
needed strong protection” (p. 81). Excerpts
are taken from “A Musical Autobiography”,
the recently-discovered “The Romantic
Movement and its Results” and “Letter from
Berlin” (from The Musician), “Ein
Heldenleben” (from The Vocalist), “Should
Music be National?”, “The Evolution of
folk-song™ and “Nationalism and
Internationalism” (from National Music),
and letters to Ralph Wedgwood, G.E.
Moore, René Gatty, Edward Dent, Elizabeth
Trevelyan, Robert Muller-Hartmann, Sir
Granville Bantock and Ferdinand Rauter,
Cobbe concludes by writing that RVW “did
not believe that [the German music
tradition] provided a springboard for the
development of English music™; that he was
“probably right to fear the new influx of
refugee musicians [from the Nazi régime],
many of whom became influential writers,
critics and teachers in their adopted country”
(pp. 97-98). Indeed. “since they could not...
feel at ease with [the] English idiom™,
Cobbe argues speculatively, “they inevitably
lent some impetus to that swing of the

critical pendulum away from Vaughan
Williams’s music which took place towards
the end of his life and in the years following
his death” (p. 98). Perhaps the most
important information to be gleaned from
the chapter is that Hugh Cobbe is editing the
complete letters of RVW for eventual
publication.

In chapter five, Byron Adams focuses upon
Vaughan Williams’s use of biblical texts,
which illuminate “the development of his
personal beliefs and his desire to create an
@&sthetic that would embrace his visionary
impulses, as well as [cast] new light on the
cultural nationalism which led him to
honour the liturgy and musical traditions of
that unique institution, the Church of
England” (p. 100). Adams’s sobering and
elegantly written chapter, thus, treats the
complex interlacing of several ideas - the
fascinating layers of ambiguity and conflict
within RVW - and is likely to surprise those
who have not scrutinised RVW's family
background of faith and rationalism, and
who remember him chiefly as a composer of
Church music, of such glorious music as the
hymns “Down Ampney” (“Come Down, O
Love Divine”) and “Sine Nomine” (“For All
The Saints”). Innately and deeply spiritual,
RVW rejected the claims of Christianity,
however, and did not set a verse from the
Bible until he was over forty years old and
an established composer. By that time,
RVW’s intellectual position had evolved to
permit their use. “By considering the Bible
a series of folk texts created over
gencrations in the same manner as one of his
beloved  folksongs”,  Adams  writes,
“Vaughan Williams gave himself permission
to jettison the aversion to Christian dogma
that had kept him, a card-carrying atheist
throughout his early career, from using
biblical texts without discomfort” (p. 108).
Hence, “Vaughan Williams’s cultural
nationalism led him to select texts whose
metaphors spoke directly to the English
community through a common religious
heritage. The composer ‘drifted into a
cheerful agnosticism’... developing a private
system of belief that rejected Christianity’s
claims to a unique validity among other
religious traditions while preserving the
power of its myth and metaphor through his
music” (p. 110).

In  chapter six, Julian  Onderdonk
summarises some of the salient ideas
presented in his New York University Ph.D.

dissertation,  “Vaughan  Williams and
folksong:  English Nationalism and the
Sensibility of Pastoral”. Onderdonk’s
contention is that anyone desiring to

evaluate RVW’s activities as a folksong
collector must understand the changes that
have occurred in British lolksong studies
over the past thirty years: studies that have
come to see folksong “less as a collection of
individual songs and repertoires than as one
part of a fluid social and cultural process, in
(continued overleaf)
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(continued from previous page)}
which the meaning of a song is defined by
the circumstances of performance and
audience reception” (p. 118). Though the
author concludes that there is evidence of
melodic misrepresentation and distortion to
be found in RVW’s treatment of the tunes
he collected, there is also evidence of a
genuine interest in and careful focus on the
facts of folksong performance. Onderdonk
suggests, therefore, that “a thorough
understanding of Vaughan Williams’s
achievement even in one aspect of his
collecting work may be grounds to revise
the folklorists’ reading of the historical
significance of the Folk Revival as a whole
and its role in the emerging ruralist
nationalism of the time” (p. 123).

In chapter seven, Jeffrey Richards focuses
primarily on the propaganda role of the
wartime film scores. As a backdrop to the
more specific concerns of propaganda,
Richards discusses such topics as RVW'’s
method of writing film music (pp. 141-142)
and his construction of Englishness, a
central theme of his work both during and
after the war (p. 145), which really cannot
be separated from the wartime film scores.
Considered in one or two paragraphs,
Richards’s excellent treatment of both of
these topics are models of comprehensive-
ness through brevity. And inasmuch as
most of the films are not in general
circulation, and their scores are neither
published nor recorded, Richards has
included in his essay a considerable amount
of basic description of visuals and music.
His conclusions are that (i) RVW fulfilled
his own oft-stated definition of the
composer as a citizen, contributing to the
life of the nation; (ii) the composer satisfied
perfectly the criteria dictated by the Ministry
of Information for films about what Britain
was fighting for, how Britain fights, and the
need for sacrifice if the war is to be won;
and, (iii) there is a close musical and
philosophical blending of the film music
with the rest of the composer’s output;
indeed, “the film music can be seen as
distinctively complementary as well as
consanguine” (p. 165).

Arnold Whittall’s statement, in chapter nine,
that the object of analytical narratives “is not
to ‘translate’ the score into words, but rather
to provide a parallel text, interpreting certain
elements which can be inferred from the
score’s notation - and thereby... raising the
possibility of alternative readings and
responses” (p. 198), may be taken as the
philosophical overlay of analytical chapters
3, 8, 9 and 2 (in that order, dealing with
harmonic, rhythmic, harmonic and thematic
parameters), although I must say that all of
the chapters are not “notoriously resistant to
literary elegance™, as Whittall thinks, in
general, of such narratives.

In chapter three, Anthony Pople tries “to
exploit the existence of influential norms in
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order to construct an interpretation of the
Tallis Fantasia that takes into account such
matters as the composer’s revisions to the
score” (p. 50). After a particularly helpful
review of the recurring interpretative ideas
about the work in earlier critical studies,
Pople arrives at the meat of his essay: (i) the
Fantasia  met  with a sense of
incomprehension by some who accused the
music of fragmentation, and thereby of
failing to sustain its [ength; (ii) to the extent
that thematic fragmentation is part and
parcel of the Tallis Fantasia's format, such
criticism was to some extent perceptive; (iii)
whereas other observers saw this feature as
the key to its organicism, Pople believes it is
arguable “whether such organicism is a
genuinely technical feature or is more
properly considered programmatically” (p.
57). Examining minutely both published
score and autograph manuscript, the author
concludes by writing: “... on his return from
the Great War, Vaughan Williams contrived
by relatively simple means to effect an
important shift, developing his Fantasia
away from a pre-war dilettante genre into a
piece whose measured traversal of a stylistic
network opened up a significant part of the
space in which he chose to do the remainder
of his life’s work” (p. 80).

“Vaughan Williams seems to have been
regarded by many as a kind of wandering
rustic who fantasized endlessly in a pastoral
rubato” (p. 166), Lionel Pike states in
chapter eight, and as a result, the rhythmic
subtleties of his music have not been
properly investigated. Utilizing examples
from three of the symphonies - Symphony
No. 5: Scherzo; Symphony No. 6: 1, 11 and
II; and Symphony No. 8: Scherzo alla
Marcia - he illustrates cleverly how vital is
the role played by rhythm in RVW’s
symphonic logic.

In chapter nine, Arnold Whittall considers
briefly the problems - of doubleness and
ambiguity - associated with RVW’s Fifth
Symphony: (i) the quality of its musico-
metaphysical thought; (ii) its handling or
blending of modality and tonality; (iii) the
basic topic of its generic integrity as a
symphony; and, (iv) the issue of connections
between traditional formal models and the
musical genres implied by the four
movement titles. “It seems to be generally
accepted,” writes Whittall, “that the Fifth
Symphony's  greatness, if not exactly
conditioned by such ambiguities, is not
diminished by them” (p. 189). And, by
investigating more closely and at great
length the doubleness and ambiguity of the
work’s ecarlier stages, the author considers
“some of its processes in the light of
alternative but not contradictory models of
resolution: those which absorb the enriching
elements of ambiguity, and those which
positively exclude - declare redundant - the
very forces that serve to delay their own
carlier emergence” (p. 190).

In chapter two, Michael Vaillancourt shares
the results of his archival research on the
manuscripts of the early orchestral music of
RVW composed between 1898 and 1904,
two of which are deposited in the Yale
University Library, while the others are held
by the British Library. He concludes by
observing  that the period under
consideration was a time of assimilation and
exploration for the composer, and “only
after completing this process of assimilation
could the composer begin to experiment
with a more personal idiom, one that sounds
to us much closer to the mature Vaughan
Williams™ (p. 46). :

In chapter ten, Oliver Neighbor presents an
argument that involves all of the
symphonies, for he believes the place of the
Eighth Symphony cannot be determined
without a framework in which to place it
Thus, much of his chapter, is “devoted to
tracing various recurrent ideas” - i.e. extra-
musical ideas - “through the other eight
symphonies” (p. 216). Alain Frogley refers
to Neighbor’s contribution, an exceptional
essay among exfraordinary essays, as
“panoramic”; that it is, and like all
panoramic essays, the reader’s mind races
forward and backward through the lovely
subject matter under  consideration.
Neighbor’s  contribution is a fitting
conclusion to an essential book of essays by
Vaughan Williams scholars.

The choral conductor will note that not a
single essay is devoted exclusively to a
choral work, Nevertheless, Vaughan
Williams Studies by Alain Frogley, Editor, is
a required purchase for anyone pursuing
research on the great English composer,
because it contains new research and reveals
new trends of presenting that research. This
volume signals a recrudescence of writings
on RVW and interested persons should note
that Vaughan Williams Studies will be
joined in the near future by other
publications: a research guide by Alison
McFarland, a book on the symphonies by
Lionel Pike, a monograph on the sketches
for the Ninth Symphony by Alain Frogley,
and another book of essays by the recipients
of the Ralph Vaughan Williams Research
Fellowship, given by the Carthusian Trust of
Charterhouse, the school RVW attended as a
boy, of which the present reviewer was the
eighth awardee.

Stephen Town

Book Reviews Editor and

1993 Ralph Vaughan Williams Research
Fellow.

(Reproduced with permission from Choral
Journal).




Stephen Connock meets two -

~of the stars of the recent
~ Vision of Albion Opera Festival

Donald Maxwell

Donald Maxwell has performed Falstaff in
both the Verdi and Nicolai operas. As he
put it, “Vaughan Williams was writing for
an audience familiar with Shakespeare’s
play. He was also very knowledgeable
about the work. He therefore sets the play
fairly straight and, crucially, adds the
Elizabethan lyrics which emphasise the
romantic side of the play rather than the
dramatic. Verdi was writing for an audience
who did not know Shakespeare. This freed
him to concentrate on those aspects of the
play that suited his dramatic purpose. Boito
skilfully adapts the play to suit Verdi’s
vocal style.”

Donald Maxwell is as engaging in
discussion as he is compelling in
performance, and he soon warmed to his
theme. “Falstaff does not have the
dominance in Vaughan Williams as in Verdi
or Nicolai. His first entry comes after some
of the smaller characters have already made
their mark. Falstaff’s character is never
established in a way it is in Verdi, and the
great confrontation between Ford and
Falstaff, so central to Verdi’s opera, does
not in Vaughan Williams have a dramatic
impetus. Nicolai’s setting is great fun, with
wonderful drinking songs. Falstaff, set for
low bass, has great weight about it without
distracting from the charm of the opera
overall.”

Donald acknowledges the strength of the
writing for Falstaff, and the full vocal range
is used, including falseito. However, he
feels that a full staging is necessary in this
opera more than the others. “The roles of
Hugh and Mary are well differentiated in
Hugh the Drover, whilst Maurya or Pilgrim
clearly dominate their respective operas.
With Sir John in Love it is important to
make sure that you don’t lose sight of
Falstaff amidst such a wide range of other
characters. Vaughan Williams invests
considerable skill on these other roles - Sir
Hugh Evans for example. VW must have
had a soft spot for that Welsh parson! The
Host of the Garter Inn has great moments,
too, as do Dr. Caius and Fenton. A staging
would enable the central role of Falstaff to
project more clearly, and help the audience
to distinguish between the different parts.”

Donald Maxwell stressed that all the
performers in Sir John in Love sought to
project the story line clearly despite the
limitations of a concert performance. The
work can become episodic unless the singers

characterise well, and this he feels was
achieved at the Barbican. Like all of us,
Donald Maxwell longed for a staged
production and a new recording - he would
certainly be available should the RVW
Society manage to bring this off!

Anne-Marie Owens

Fresh from receiving excellent critical
reviews for her roles in Pilgrim’s Progress,
Riders to the Sea and Sir John in Love,
Anne-Marie Owens balanced her enthusiasm
for Vaughan Williams with a down-to-earth
appraisal of her roles. “I was a bit sceptical
at the beginning, since I did not know the
operas in depth. At the end, we were all
won over, and learnt a lot. The operas are
well worth doing, preferably in fully staged
productions.”

Anne-Marie’s role as Maurya in Riders to
the Sea was her most challenging part. She
had sung in the chorus in a Guildhall
production some years ago, and so knew the
opera. She had also sung in Pelleas and
Melisande, which had helped her deal with
the speech-rhythms of Riders. As Anne-
Marie put it “With Riders you have to be as
clear as possible in your singing. It is vital
not to over-interpret this piece, or it could
come across as self-indulgent, even
mawkish. Vaughan Williams knew exactly
what he wanted, and no additional stress or
elaboration is required. It is also important
at the beginning of the opera not to be too
conscious that Maurya will ultimately lose
all her sons, otherwise one can be too
lachrymose from the start which then
diminishes the impact of that great final
aria.”

Anne-Marie shared with me a passion for
that culminating section of the opera
beginning: They are all gone now, and there
isn't anything the sea can do to me. “There
is an expressiveness at this point which can
be very moving,” says Anne-Marie. “The
music also lightens, there is after all nothing
that can be done to hurt Maurya, and she
feels this lifting of the burden of fearful
expectations.”

And what of the Irish accent?  “It’s
important not to go too far with the accent,
otherwise it could become almost laughable.
Treat the accent subtly, that is enough.”

It seemed a long way from Maurya to
Mistress Quickly and Madame By-Ends
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even if Anne-Marie Owens seemed equally
at home in these different roles. She played
Mistress Quickly in Verdi’s Falstaff, and so
was able to compare the two roles in some
detail. “Verdi and Boito build the characters
with considerable dramatic insights, and
Verdi writes for voices superbly. Vaughan
Williams does not use the full range of the
mezzo voice, but he is very expressive,
warm-hearted and romantic. 1 felt the same
in Pilgrim. Vaughan Williams was not to
me a natural dramatist, unlike Verdi or
Puccini. He knew exactly what he wanted,
however.”

Viston }

Focusing on Pilgrim, Anne-Marie said that
learning her parts was not easy. “A lot of
the work is in a similar idiom, with the same
colours in the orchestra. It helped
enormously to stage the work. On the night,
we all gained inspiration from Gerald
Finley’s commitment to the role of Pilgrim.
We tried to bring the work to life, to avoid
being sanctimonious. We felt the audience
was with us, and Richard Hickox’s choice of
tempi moved the work along without any
loss of nobility. It really came off on the
night and I hope we helped to show what a
great work it is. Pilgrim touches a vein of
Englishness and spirituality in us all. Itisa
great universal work of art.”

(Editor’s Note: An interview with Gerald
Finley will be included in the June issue.)
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number shows the page inthat

o A superb festival of Vaughan Williams
music has been organised at the Dorking
Halls, and elsewhere in Dorking to
celebrate the 40th anniversary of the
composer’s death. The main events
include:

April 3 at 8.00 - The film music of
Vaughan Williams

April 4 at 7.30 - Job
April 5 at 6.00 - Mass in G minor

April 19 at 3.00 - Lecture on VW by
Michael Kennedy

May 1 at 8.00 - On Wenlock Edge,
Quartet in A minor

May 2 at 12.00 - Songs of Travel and
other songs

For further details contact 01306 881717

Albion Music Limited
vP@(beéatio:1§ available by post:-
The Collected Poemsf of Ursula Vaiglian Willi'(lms

Vduglian Williams and the Vision of Albion by
‘Wilfrid Mellers (370 pages; new edition)

Vaughan Williams in Péljspeétive (edited by
Léwis'Foremnn) (available from the end of March. 1998)

‘1‘2:5"l anniversary set of six cards with watercolour
views of VWs.houses by Bridget Duckenfield

(blank for own message)

Vision-of Albion poster, with Blake imagery (a superb

memento of the 125" anniversary) (measures 28” x:237)

RVW - A full discography by Stephen Connock
(75 pages; - 1995)

RVW: A Bibliography by Graham Muncy and
Robin Barber

Back issues of the Journal are available at £2.00 each.

Essex; CO4 SAW

for immediate delivery.

£15.00 plus £1.65
£15.00 plus £2.55

£20.00 plus £2.55

£5.00 plus S0p
£10.00:plus £2.00
£10.00 plus 65p

£6.00 plus 50p

All cheques should be made out to Albion Music Limited and sent to:

Stephen Connock,; Willow House, 3 Burywoods, Bakers Lane; Colchester,

¢ The Basingstoke Choral Society will be
performing Dona Nobis Pacem on 30
May at The Anvil, Basingstoke, contact
01256 844244,

e The Guildford Choral' Society  and
Philharmonia . Orchestra. . will .~ be
performing A Sea” Symphony-on' 14
March at the Royal Festival Hall. The
symphony is coupled with Stanford’s
Songs of the Fleet.

e The 150th anniversary. of " Hubert
Parry’s birth is being celebrated on 27
February with a concert at the Wigmore
Hall in London. The programme
includes Parry’s English Lyrics (Third
Set) and his String Quartet No. 3 in G
minor, together with Butterworth’s Love
Blows as the Wind Blows. There is a
pre-concert talk by Jeremy Dibble.
Phone 0171 935 2141.

e Richard Hickox has been busy
recording VW. Following the Barbican
concert, 4 Cotswold Romance was
recorded coupled with The Death of
Tintagiles. The Fifth Symphony was
also set down. Watford Town Hall was
the recording venue for The Pilgrim's
Progress.

One of the new road-side signs at Down Ampney,
paid for by the RVW Society.

Next Edition:
June 1998

40th anniversary

issue

Typesctting by
Miles DTP
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