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Much to look forward to...

The RVW Society is involved in a
number of important and exciting

projects, some of which will come to
fruition quickly and others will take

place in the 2002-2003 season. Of th
greatest interest to RVW Society
members is the major Festival of
symphonies and choral works being
planned under the title Toward the
Unknown Region.

Toward the Unknown Region

Members will also be delighted to learn
that Sir John in Lovewill be performed

in Newcastle City Hall by the Northern
Sinfonia under Richard Hickox on

eSeptember 29th 2000 as part of the

preparation for the recording. There is
such marvellous, heart warming musig

in this opera that all members are urged

to get to Newcastle, somehow, for the

concert performance on 29th September.

Charterhouse Symposium

This Festival will
Richard Hickox using his new orchest

be conducted by Following the success of the Conference
avaughan Williams in a New Centugt
the BBC National Orchestra of Wales.the British Library last November, Robin
Eight concerts are being planned fpWells of Charterhouse and Byron Adamsg
Wales and there are likely to be fourof the University of California have
concerts in London. The Festival begipngointly planned a superb series of
at the end of 2002 and many rare chordéctures, concerts and other events gt
works will be programmed alongside gliCharterhouse School from 23rd to 29th

the nine symphonies.Dona Nobis
Pacem, HodiendSancta Civitawill be
played as will theSix Choral Songs (In
Time of War) - coupled with the
Symphony No. 4and the Song of
Thanksgiving coupled with theFifth
Symphony All the concerts will be
broadcast live on BBC Radio 3.

Have you seen but a bright lily grow?

It is also wonderful news that a ne
recording ofSir John in Lovehas been

of July, 2000. At the very reasonable feg
of £245.00 to RVW Society members for
all events at the Symposium and
overnight accommodation, this seems
like an event not to be missed.

And more.....

With more Vaughan Williams scheduled
for the Three Choirs Festival, with RVW
Ltd. planning the next installment of the
wpublication of theEarly Workswith the

Piano Quintetbeing performed at our

scheduled for 7-10th of December thisAGM on October 8th, there is indeed
sonuch to look forward to.

year using the same forces who
memorably performed the opera at the
Barbican in October 1997 as part of the
Vision of Albion Festival. Donald

Maxwell was outstanding as Sir John |in
a uniformly strong cast and repeats hi
role in the new Chandos recordin
Richard Hickox conducts the Northe
Sinfonia. The recording is bein
financed by The Garland Appeal and th
will be the charity's first contribution t
recordings of Vaughan Williams.
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For full update on the activitie
of the Garland Appeal
see page 20 - 22

Full details of the Charterhoug
Symposium
on page 23
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Vaughan Will
to the words of

lam’s response
George Herbert

In the first of two postscripts on George
Herbert following the last edition of the
RVW Society Journal, Robin Wells considers
VW'’s treatment of the words of the Five
Mystical Songs

Vaughan Williams conducted the fir
performance ofFive Mystical Songsat the
Worcester Meeting of The Three Choi
Festival in 1911 with Campbell Mcinnes as t
baritone soloist. The previous years h
witnessed the first performance of thallis
Fantasiaat Gloucester and the year followin
was to receive the first performance of t
Fantasia on Christmas CaralsNot a bad
hat-trick of Three Choir’s first performances
each of these works has gained a permanen
much loved place in the repertoire.

St.John's Church - Lower Bemerton

The composer may well have remembered
Worcester performance for a more obsc
reason as Ursula Vaughan Williams recou
his reaction in her biography; When | looked

the fiddles I thought | was going mad, for | sawandLargamenteand despite this and the sur

what appeared to be Kreisler at the back ds
| got through somehow, and at the end
whispered to Reed "Am | mad, or did | s
Kreisler in the band?" "Oh yes", he said "
broke a string and wanted to play it in befa
the Elgar Concerto".

By 1911 VW had accumulated considera
experience with words and music. He h
discovered and edited Folk Song; he had ed
Purcell; he had written two songs cycles
Songs of Traveand On Wenlock Edgewhile
his two choral works JToward the Unknowr
Regionand theSea Symphoniiad met with
acclaim. His involvement with thd&nglish
Hymnal(1906) where he strove to combine fi
words with fine music would have helped in t

development of what was already a very naturligher still to A flat on the word ‘Lord’. Th

and instinctive musical response to poetry.

always knew where to turn to for his sourg
and for poets of quality. To date he had dra
upon Stevenson, Rossetti, Whitman, Housn
to mention but a few, and now George Herh
(1593 — 1633). In selecting from Herber
works, VW was turning to a poet of a ve

Bemerton, many years later, VW's own fath
had served as curate before moving to Dqg
Ampney.

The Five Mystical Songsvere written over g
period of time when he was also setti
stHousman'’s poetry in another song cycl®©#n
Wenlock Edgeand there are parallels whig
'smay be noted; tonal ambiguity and a freedom

atbading notes and pentatonic turns of phrg
and use of ostinato figures, parallel movem

gof fifths, triads and sevenths; a sure ear

hénstrumental colour and contrast. Dealing w
words and music had so dominated his life

aden years that he had developed a m
andtinctive and natural feel for word setting a
vocal characterisation which might &
considered second only to Purcell. The
features are developed even further in the H
Hymns to which VW turned in the followin
year.

With VW’s treatment of words there is alwayg
natural feeling for speech-rhythm and for t
natural rise or fall of a phrase. Phrases
paced and measured so that important wg
and moments are well-placed and emphas
in a musical manner. This may be by means
note-length or a melisma, by pitch or timbre,

hé&ey and mode characterised by flatterjeg

get back to a chord E flat Major, even after the
chromaticism of the final four bars.

The second songgot me flowerss contrasted
in every way fronEaster It begins quietly even
etentatively with repeated off-beat chords which
wpain momentum as if urging the voice to sing.
The first two verses are effectively strophic for
the baritone and almost pentatonic. The tonal
centre in these two verses fluctuates between E
1Eﬂat minor and G flat major, but it has an
nderlying modality which is emphasised by
hthe act that there is not one accidental in the
hole song. Melodically the phrases balance
ell despite constantly shifting time signatures;
€But in a way the bar-lines are redundant such is
Sthe feeling for accent and the natural fall of
erdach phrase. VW’s attention to detail is seen in
fahe extension by way of a 5/4 bar (2 before C)
tho carry over the third phrase at the end of the
fosecond verse helps to avoid any squareness
o¥thile maintaining both musical and literal
hégense. The accompaniment throughout captures
ethe simple mood with parallel woodwind and
SBard chords supporting the voice. The third
0yrse sees a sudden change of mood and key to
major and a new idea as the choir takes over
J from the orchestra and supports the baritone
with a wordless accompaniment. The composer
explores choral sounds by asking the choir not
&o hum with closed lips, but to sing with a short
heu" sound. VW, more than any composer to
aate, frequently asks his singers for very
régpecific effects and vowel shapes and further
sexamples are found in thé&antasia on
&hristmas Carolsind inFlos Campiespecially.
ofhe song could have ended in this tranquil
cfnood, but the key swings back into the mode of

by some harmonic or rhythmical feature whi
heightens the interest.

text, but VW has his own very individu
technique as we shall see in the songs wl
follow.

tHeaster opens with a strong affirmation of
urgsen Lord. If it were only markedobilmente
nteve could be forgiven for thinking it was Elg
at or could we? As it is it iMaestospRisoluto

es@f triplets and secondary sevenths it could o

rpowerful musical statement and so it is h
VW’s response to Herbert’'s uplifting te
requires the Baritone to rise on the very wi

bl&rise’ from B flat to the high E flat supported

téchis is immediately reinforced by the chor
which rises from B flat to top F before settli
down to E flat. This repetition adds gr
strength to the opening phrase and becau
the appoggiatura F the effect is doubled.
rising phrase recurs mostly effectively at t
neend of the verse when the soprano line rea
neout from B flat to F and then to G and final

Hkey changes in verse two to a more animgtggk

emodal E minor for Awake, my lutethen G
wminor with the parallel textures that we h
naggain in the third song. Tonality is oft
edquestionable and vague; the leading not
'sfrequently flattened and yet as the music of
yopening is heard again in the final phrase t

different generation; a cleric in whose parish
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ois always a sense of natural resolution when

These are all feat rg%
which any composer may apply when settin

adhifting seventh, ninth and eleventh chords

e opening for a triumphant final statement;
mitially E flat minor for There is but orleand

en into the major, strengthened by unison
!voices, for the final assertive phrasad that

iGhe ever

r

r
tl
r

Y St.Andrew’s Church - Lower Bemerton
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ag»A study of the manuscripts in the British
e ldbrary reveals that the composer originally
higitended only to set four songs. There is no
ention ofLove bade me welconoa the title
nRage which is inscribeBour Mystical Songs
chael Kennedy says that this song was the
Ylast to be written and so we may assume it was
a later addition. And all the better for that
cause we have gained one of the composer’s
finest utterances. VW'’s ordering of the five
arather than four songs gives a balance and
nsymmetry to the cycle. The spacious, ecstatic
@#pening of Easteris balanced by the noisy
hbustle of Antiphonwhile the gentle repose of
eleove bade me welconads a high point of
watensity and expressiveness in the centre of the



cycle. | got me flowersand The Call placed
second and fourth, are again well contrast
reflective and less weighty than the other sor

At the outset the parallel fifths and gen
undulating triads and sevenths over long pe
notes such as we have just heard in
unaccompanied section of the previous s

establish a mood of calm repose. The key |s

modal E minor which the melodic line has

pentatonic flavour. This semi-strophic sond®

builds to its climax in verse three when t
harmonic rhythm increases to a degree W
strong parallel movement throughout t
texture as the melody is doubled in the b3
and the shadow of Debussy and Ravel log
large. Key is out of the window for a mome
as minor chords of E, D, B flat, A flat and
sharp tumble one after the other.
restlessness continues as the composer tri¢
restore things to E minor. Compare t
similarity with the end of the last song; ju
when we think we has finished and the clim
passed we are distracted by a sudden wren
G minor. Why? This is the master-stroke; 1
chord of E major that follows and ushers in t
wordless chant of the choir (this time to singi
to "Ah") is a moment of genius. The barito
undersings with great serenity in partners
with the plainson@® Sacrum Conviviuras the
songs moves effortlessly to its conclusion.

_.q i.1""!'I'r

] e .
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The Callis a strophic solo setting with n
choral part. The words flow easily in two-b
phrases of compound time, mostly one note
syllable except for a short melisma to high lig
the word ‘killeth’ which again just offsets an

squareness. The key so far has been a mogiel/ust that — simultaneous playing virtual

flat major as inEaster but now the third versg
lifts into G flat major and two 9/8 bars help
extend and highlight the words ‘joy’ an
‘none’. The rhythmical interest is maintained
the final phrase where ‘joys’ is drawn out by
long melisma but just when there might h3
been a hemiola it doesn’t materialise.

Antiphon completes the set by excluding t
baritone in the full versiorLet all the world in

every comer singsums up this cycle and Christmas, he was plainly not writing furth

makes for a fitting and exultant paean of joy
the chorus which complements everything t
has gone before. It is confident and positive

looks forward rather than back. The persist|
quaver rhythm, bell-like ostinato figures al
hemiolas give it a tremendous feeling of bu

This

maintained by the now customary thumb-pri
edf flat leading notes and colourful cadences
g% a good anthem like setting which has led

its popularity in that genre with voices
Ieunison, in pairs, sopranos and altos set agd
" nors and basses. The words fall naturally i
) S speech-rhythm of one note per syllable,
r%le words praisé and ‘longest are
£haracterised by melismas, and the hem
hdds strength tVly God and King VW keeps

o
52k

hdhe interest alive to the end with a series
itseemingly disconnected and unrelated chg
hdoefore the final triumphant chord of D majg
s$here is no doubt when it is over.

ms

NiAlthough it has been suggested that VW

htsonsolidate many features of his style at this
. Btage in his development. There were not too
tmany antecedents for such works — Stanford’s
nSongs of the S44904) andSongs of the Fleet
in&910) perhaps, but for VW this was the right
ntmoment for this setting.
but

There is more to music than merely having
okomething new to say all the time and this cycle

has become an enduring part of his output. It is
a work which gives much pleasure to both
rdgsngers and audiences alike and a gentle
rintroduction to something more challenging
such asSancta Civita®r Hodie

ad Robin Wells

Chothing to say wittFive Mystical Songst does

Charterhouse
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The One that Got Away

hIn the second of our postscripts on George
hHerbert, Roger Juneau considers VW’s
N(setting of the poet inHodie.

ne

"' enjoyed the articles on Herbert and Vaugh
Williams that appeared in Journal No. 17 b
unless I've overlooked it, there was no menti
of the Herbert poem that is set as partiotlie

as item 1X, called (by RVWpastoral Since it
was composed over forty years later than H
Mystical Songs, Pastoral makes an interest
comparison with them, especially with th
third song,Love bade me welcome

Like Hardy, Herbert used a huge variety
stanza forms, but it happens that the form

streams throughout, ceaselessly flowing, even
while the sung words move on, via fleeting
chiding and sadness, to the main point: the
desire of the poet to praise God ceaselessly in
aandless light:
ut,
ion His beams shall cheer my breast, and both so twine
Till ev’'n his beams sing, and my music shine

iem reminded by this synaesthesia of the
ir@wecdote of RVW in old age being asked about
ghis musical activities in the next world, and
replying "l shallbe the music". The idea in
this climax is an apotheosis of pastoral, but
ofight and whimsical and merry, in words and
bgusic, and far from the solemn intensityTdie

length of "Pastoral” and "Love" are the sameShepherds of the Delectable Mountaiftsis

save that the former has two extra lines
closing couplet). Even so, "Pastoral"
performance has only half the duration
"Love". "Pastoral" has a brisker tempo; als
in the early setting ("Love") there are 3
introduction and brief instrumental interlude
This slowness gndante sostenuto — temyp
o rubatg) and careful scene-setting are inde
hvery atmospheric. Yet "Pastoral”, for all i
pbrevity, is its equal in this respect, and h
nhsomething more, which | will come to late
yThe orchestral accompaniment of "Pastoral

, coterminous with the voice, scarcely allowi
totime for pauses between lines, but modulati
4 of key and colouring wondrously run with ar
iramplify the rapidly fluctuating mood of th
;poem. So much in so little! (2’44’ : Hickox
v This is patently the work of a Master.

The composer had different purposes,
hecourse, in his settings of these poems:
creating Hodie / ThisDay, a celebration o

omystical songs. "Love bade me welcome" is
hainterior: a room, the heart of the poet,

,resoteric inner dialogue on the state of the s
L In the introduction, the clarinet's repeat
hcdescending two-note phrase and pause ev
;ystillness and containment. The briskness

ness, of involvement by all and everyo
everywhere. Harmonically this song is stron
rooted in D major, although interest

\

pfresh with "the streams, they grace/ Enrichi
gall the place" — and we can hear and picture

h¢ Pastoral”, by contrast, is an open air hymn,

(glso a genial and almost overwhelming
inoutpouring that persuades this listener that the
ofomposer lost himself in identification with the
oexperience of the poet: an example, perhaps of
yrKeat's negative capability. "Love", on the other
shand, beautiful and dramatic though it is,
oseems a vivid projection of someone else’s
e@xperience; there’s a cultural distance between
tspoet and composer.

as

r.The context of "Pastoral” is the global festivity
igf Christmas, of course, not rarefied personal
ymysticism; and that context iHodieincludes,

ngoo "The Oxon", by Thomas Hardy. The

hrigclusion of this well known sceptical poem is
goften supposed to be an indicator of VW’s
 agnostic viewpoint. Maybe, but | think that a
_qualitative difference cannot be detected in the
musi¢ VW was borne along by the totality of
the idea and experience of Christmas: there is
s much conviction in "Pastoral" as in "The
iPxen".

L Thus the octogenarian composer of major
apymphonies, in what Wilfred Mellers calls (as
hit term of praise) his second childhood. The
bovork of his early maturityfive Mystical Songs
hd1911), is superb too, but lacks the ripeness
hiad fullness of the old man’s grand humanity.
of

Roger Juneau

ng Repton, Derbyshire
the
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R.V.W
&
J.S.B.

by Michael Kennedy

Vaughan Williams was introduced to the mug
of Johann Sebastian Bach when he was at]
preparatory school, he tells us in Aisvlusical

Autobiography. The visiting piano teache
gave him Novello'sBach Albumedited by
Berthold Tours. Bach, Vaughan William
wrote, "had never been part of the hor
curriculum — Handel, Mozart, Haydn and sor
early Beethoven was what we were fed on
home ... Of Bach | then knew nothing and
imagined vaguely that he was like Handel k
not as good. The Bach album was a revelati
something quite different from anything

knew, and Bach still remains for me in a nic
by himself". That was written about 65 yea

dignified and pious (not ‘pi’) ... the points prejudice against the German language,
were so exactly what J.S.B meant", but thought but it is difficult to sing from the heart in

the part of Jesus was sung too emotionally| In any language but one's own [is it?];
the same month Vaughan Williams also therefore English must be the language of
conducted four performances of tis John an adequate rendering, provided that the
Passion using a small choir drawn from the English used has (1) any relation to the
Bach choir. It was not until 24 March 1931 that German original, (2) any relation to the
he conducted thé&t Matthew Passiomt the English language as it exists outside opera
Leith Hill Festival in Dorking, when th libretti.

iperformance (with nearly 400 voices) was

ldedicated to the memory of his sister Margafetln a programme-note he wrote for
(She had founded the festival and this memariglerformances of the Mass in B minor in
r was at the wish of the committee. RVWEnglish, he asserted that it was "worthwhile
accepted their wishes, although he had neveccasionally to alter a crotchet to two quavers,
sparticularly liked her). The soloists includedto re-articulate a tied note or even
neome of his favourite singers: Dorothy Silk ahdoccasionally) to add a note, or (very
néstra Desmond the soprano and contraltmccasionally) to omit one, for the sake of
&teuart Wilson and Eric Green the tendrskeeping the Prayer Book text unaltered." The
IArthur Cranmer and Keith Falkner the basgsthorniest problem he met in the Mass was with
ubaritones. Because of financial difficulties,the QuoniamandCum Sancto He explained:
othere were no further performances until 1938

land 1942. After 1942 th&t Matthewbecame It would sound rather absurd to sing the
han annual event, Vaughan Williams conducting most jubilant music in the world to ‘with

rgt until 1958. | have written about his "versio the Holy Ghost, in the glory of God the

after Mr C. T. West, as the teacher was call

edf it (now available on Pearl CDs) elsewhere, Father’. Moreover, Bach, when setting
but | shall always count these words, not any ecclesiastical dogma,

may today seem ar
obvious choice, but we
should remember that thq
revival of interest in Bach’s
music in England occurred
in the latter half of the 19th
century and that the first
complete performance her
of the St Matthew Passion
was not until April 1854.

made his inspired choice. |

The flame that Mr West lit
in RVW burned ever
brighter. He joined the
Bach Choir in 1903, learning the music in

best way — by taking part in performances. Navould turn round and conduct.

doubt he introduced the congregation to B
during his short tenure of the organ loft of
Barnabas, Lambeth, and
stationed at Saffron Waldon in the army,

in 1915, whilesometimes losing his temper in a terrifyi

myself fortunate an but an expression of the ‘Glory of God the
privileged that | attende Father’. Therefore | feel justified in

“Z

§ several performances leaving out any extraneous words in this
with Eric Greene and chorus. Nevertheless, by my rules | was
Arthur Cranmer| obliged to fit the complete sentence in

unforgettable among th
soloists. Whatever one’
religious views, it wasg
more than a musicd

somewhere. Why not at the end of the
Quonian? Here the word ‘altissimus’
actually occurs, which in English becomes
‘Most High’, the structure of the Latin

experience — a great sentence being quite different from that of
communal act of faith i the English; this leaves me free to use the
something beyond words ‘Thou only art most high in the

human knowledge. Thi
was intensified by the
@udience joining in the chorales, when V]
| was al
clucky enough to attend rehearsals where
Ssaw VW the practical musician at wor

glory of God the Father. Amen’, as a fitting
background for what is, to some of us, the
W greatest musical movement ever written.
S0

b

5

héashion. It would be remiss, though, to omi

spent most of his free time playing Bach on thenention of the performances of ti& John
church organ there. He had conducted BpdPassion that he conducted in St Martin
motets and cantatas at the Leith Hill MusicaChurch, Dorking. These were more intima]
Festival in Dorking since it was founded, withwith a small choir, but in their way as moving.

him as conductor, in 1905, but it was after
appointment in 1921 as conductor of

London Bach Choir, in succession to Sir H
Allen, that he was able to undertake wo
beyond the scope of the Leith Hill choirs.
first Bach Choir concert, on 14 December 1

in the Central Hall, Westminster, was
programme of three Bach cantatas and t
instrumental works, with the Lond

Symphony Orchestra led by W H Reed, Har
Samuel the pianist, Harold Darke at the org
and Steuart Wilson and Clive Carey the te
and baritone soloists. What a line-up! T}
performance ofesus nahm zu sietas thought
to be its first in England.

He first conducted th8t Matthew Passioon 7
March 1923 at the Queen’s Hall, repeating
during the month at Central Hall, Westminst
and in Bermondsey. He received

congratulatory letter from his former teach
Stanford, who found the performance "

is
&Vith the Bach Choir he also, of courg
gltonducted the Mass in B minor. A 192
kperformance brought a letter from Sir Hu
isAllen: "Et exspectdifted me out of my seat
2The performance was exhilarating and of
aastonishing — | never heard them double al
res you made them in ti@sanna It's the first
ntime I've ever known angels to be hustled.
I@his suggests that today’s generally fasteFhatis what one might call the technical aspect
arempi in Bach, in this work especially, wou|dof RVW as Bach specialist. There is a wider
naneither have surprised nor shocked RVMinterpretative aspect, his appreciation of the
héduring the Second World War, while on dutydramatic nature of thest Matthew Passion
fire-watching in Dorking, Vaughan Williams (although whether he would have approved of
fitted the words of the English liturgy to thethe transfer of the Passion into the opera house
music of the Mass in order to bring the wdrks open to debate). But he observed, in a lecture
into the range of village choirs who felt theyhe gave in Dorking before the 1931
itould not cope with Latin. The question of inperformance, that "there is fairly good evidence
ewhich language Bach should be sung hathat Bach must have been familiar with the
exercised him from the start of hjsceremonies where, after a church service, a
erconductorship of the Bach Choir in 1921 whiemprocession to the Cross took place out of doors
sde wrote in the programme: in which the various characters in the story,

*National Music and Other Essays (OUP 1987), pp. 178
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o The Bach Choir have no unreasoning including a representative of Christ himself,



with his cross, marched in traditional ordé¢rto me and my fellow bourgeois ... Through alpainting, poetry and music has sprung.”

chanting hymns. Surely a procession of thithe changes and chances, the beauty of| Hiterhaps they, the German and the Englishman,
kind must have been in Bach’s mind when henusic abides because his music appeal$ were yeomen at heart. Across the centuries, as
planned his great opening chorus in which theveryone — not only to the aesthetic, thene could realise at a Passion performance,

opposing choirs cry to each other ‘See him musicologist or the propagandist, but above| atheir minds met.

whom? — the bridegroom’ and as the process
advances a third choir is heard singing the w
known hymn ‘O Lamb of God most holy'.
Somewhere, in one of his essays, RV
suggested that th8t Matthew Passiomould
make a wonderful film.

The question of his views on ‘periog

performance of Bach has been often discuss

In his famous broadcast talkach the Great
Bourgeois(1950), delivered before the prese
preoccupation with "authenticity" and playin
on period instruments or reproductions of th
got under weigh, he said: “We cannot perfo
Bach exactly as he was played in his time e
if we wanted to, and the question is, do we w
to? | say emphatically No! ... Why should w
perform Bach with all the disabilities und
which he suffered any more than we perfo
Shakespeare in the Elizabethan pronunciati

The argument goes on and there can be)

elniddle class from

W

ido Whitman’s ‘Divine Average’, that great

Michael Kennedy

" whom nearly all that is worth while in religion,

I The Bach
Connection:

D'

n

g

er

rnOn performing Vaughan Williams’
eIntroduction and Fugue for Two Pianos

al

eFrom the word go, getting to known Vaughan

or Williams® Introduction and Fugue was an

n(almost) unalloyed delight. It would be foolish

rto claim that learning any substantial two piano
work is ever less than challenging in matters of
lensemble, interpretation, tonal matching and

resolution to it. He was often attacked for

i«differences in artistic temperament (or, to be

use of a pianoforte continuo in the Passiormore accurate, sheer bad temper under

instead of a harpsichord.
"There can be no doubt that the pianofo
with its infinite gradations of tone, from &
almost orchestralfortissimo to an almost
inaudiblepianissimg performs the function o
a continuo better than the harpsichord, with
hard, unyielding tone. The same applies to
oboes with their lovely tone, which no orn
hesitates to use instead of the coarse-soun
oboes of Bach’s time: why make an except
of the harpsichord as is now fashionablg
(letter to The Daily Telegraph20 February
1958). He had once told Cedric Glover that
thought "a harpsichord and a small organ
ideal for the recitatives (as they do

Amsterdam) but this is out of practical politi
— and who is going to play it? Also th

He was adamarrehearsal conditions!), but I can truthfully say

tethat we felt immediately at home with this, our
n first essay into Vaughan Williams territory.

I think it helps that we are the daughters of a
itvicar. The work is compellingly mystical —
pimost obviously throughout the first 32 bars of
ethe Introduction and in the various meditative
dimoments of the Fugue itself — and this
o0 particular type of spirituality is firmly based in
?the tradition of hymnody (with its attendant

organ based richness of sound and resonantly
hchordal texture) into which we were born. Of
alcourse, the Introduction and Fugue is far more
a'than a series of extended hymnal passages and
sethereal soundbites. I would suggest,
enevertheless, that its inherent mysticism

harpsichord by itself at once gives arsprings from a source with which many of us

‘antiquarian’ flavour to the music which w
want to avoid at all costs." But he eviden
hardened his views because, in the 1958 lg
quoted above, he said that "to my mind the

of the harpsichord or viola da gamba fj
continuo seems to reduce tBeJohn Passioto

a museum piece to be putin a glass case."

he wrote to me in 1957: "I WILL NOT HAVE
a voil da gamba inside the building."

Why was it that RVW responded so strongly
Bach? Well, quite simply, he regarded him
the greatest composer who had ever lived. If
look for Bach’'s influence on Vaugha
William’s music we will find it, superficially, in
the Violin Concerto and in the lay-out 8ancta
CivitasandHodieand in the short motets sud
as Valiant-For-Truth But it goes deeper thal
that. It is connected with his own views (
nationalism in music, how music must app¢
to the composer’'s own countrymen before
can become international. "Belonging to

period or style, something for all time" — th
was the key to Bach for Vaughan William
And, as he said iBach the Great Bourgeqisit

e feel intimately connected and this is surely one
lyof the more essential, and satisfying,
ttingredients in music of a ‘nationalist’ (horrid
lsword, but you know what [ mean) bent.

o

Then there is the Bach connection. It has been
A often noted that the Introduction and Fugue is a
direct descendant of Bach’s Preludes and
Fugues with its loose fantasia-like Introduction
and the more disciplined and rigid
tccontrapuntalism of the Fugue. The influence of
aBach is also present in the architecture of this
wwork. The proportions are just right: the fugal
n themes and counter-themes driving themselves
towards a climax, and the complexity of the
contrapuntal writing becoming more intense as
hthe fugue progresses — all pure Bach in
n construction terms — but what particularly
rstruck both myself and Alexandra was the
pzarchitectural building in to the piece of several
jsoaring arches which exuberantly overlap one
ncwith the other: Vaughan Williams® personal
alresponse to the overarching majesty of Bach’s
s.work perhaps, and certainly reminiscent of the
places of worship from which it all sprang.

is Bach’s intense humanity which endears h

ir

Vaughan Williams’ Introduction and Fugue is
no homage to folk-songs of the British Isles or
paean to English whimsy. The strangely murky
opening bars — with their harmonic shiftness,
wink at the Orient, and ‘impressionistic’ vibe-
metamorphose later in the Fugue into
frightening, cataclysmic beasts which rampage
up and down the keyboard in a frenzied attack
on our preconceived notions of ‘Englishness’
and the verdant in English music. This is not to
say that Vaughan Williams ever totally
relinquishes his grasp on a musical and
psychological landscape that is essential
English — there is a great deal in the piece that
follows the lush and undulating contours of our
land — but more cosmopolitan and wide
reaching influences are indelibly printed on this
remarkable piece.

“Nicola Bibby (left) with her sister Alexandra”

There are, indeed, so many shadowy
contributors to the Introduction and Fugue the
more obvious amongst them being the
aforementioned King of Fugue and keyboard
skills himself, J.S.B, along with Debussy and
Holst (shades of Saturn from the Planets in the
opening section) — that is should sound, in
actuality, like a parody of the names and styles
with which Vaughan Williams was so closely
linked throughout his life. But, of course, as
with all good art, the references become
subsumed and transformed; the feelings and
emotions of the composer overlay the technical
influences and connections; the work takes on a
life of its own, and we, happily, are blest with a
wholly original monument to a unique and
enduring composer.

I wish I could tell you all to rush out and buy
the CD of this piece of music for the good of
your hearts and minds, but, tragically, this is
not possible due to the fact that it has never
been recorded. If any of you have any ideas
about how we might find the money to put such
a project into action (along with the two piano
arrangement of Fantasia on a Theme of Thomas
Tallis, Three Preludes on Welsh Hymn Tunes
and Greensleeves), please do not hesitate to
contact me. I would be delighted to hear from
you.

Nicola Bibby
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Hodie and the Bach Passions

by Marjorie Monroe-Fischer

It is significant that, after a life-long commitmentsubtle homage to his favourite composer.

that it would be fun to write one. The result w
Hodie (This Day)in which he allowed himself
whilst using his own harmonic language, to g

to the Passions of Johann Sebastian Bach, Vaugltamcept of the work closely resembles that @
Williams should utilise some of Bach's ideasPassion: the telling a biblical story, in this case {

himself. Perhaps the attraction for RVW

®f the birth rather than the death of Christ.

Bach's propensity towards symbolism anpd
incredible depth of meaning that he composed |nfthe overall structure of the Passions of Bach
each piece; his great faith, something that Vaughaonsists of a great opening chorus, the telling
Williams never found; and the fact that Baglthe story through the use of a tenor soloist, v
composed his sacred music using the languagesafcco recitative accompaniment, as the narrat

his fellow countrymen, an idea which began

Martin Luther, was taken up by the Church
England, and was important to RVW. In t
programme notes for a Bach Choir concertin 1

itievangelist and the choir, accompanied by the
obrchestra, acting as the crowd in the Tu
hechoruses. Chorales, familiar to the Luthe
Ddhurchgoers of the time and solos are interspe

Vaughan Williams wrote that it seemed ‘to be avith the action commenting on the stoHodieis
sound principle that no singer should sing in angonstructed in much the same way. Following

language with which both he and his audience
not familiar’.

It is probably due to the limited number of lar
works for Christmas, and his liking of the idea
Christmas, that RVW commented in 1953
there should be another work for Christmas,

ageeat opening chorus the narration of the stor
presented in a single melodic line offered
Vaughan Williams as a boy’s chorus rather t

naaccompaniment in th8t Matthew Passioto full

a®rchestral sound to accompany the tenor soloist
appearing as the Angel in Joseph’s dream.

ve

'heaughan Williams employs solos and chorales in

f much the same way as Bach did. Rather than using

h&miliar hymn-tunes as Bach did, RvW composes
his own, as beautiful in their simplicity as Bach's
chorale harmonisations were in their complexity.

@ne very distinctive difference betwddadieand
itthe Passions of JSB is the compilation of the text.
brRather than using a librettist for a uniformity of
fullriting style and imaging Vaughan Williams uses
bexts from a variety of poets which incorporated a
amariety of periods and writing styles. The result is
rsed exciting fusion of four centuries of English
language, the English oratorio, the German
thBassion and RVW's characteristic musical style.
y is
byL. Vaughan Williams UR.V.WClarendon
an Press, 1964 p 423

gesoloist, accompanied not by the full orchestra p& Mellers, W:Vaughan Williams and the
oby an organ. Just as Bach changed Jesus’recifativeVision of Albion.Albion Music Ltd, 1989

3. Vaughan Williams, p 337

aretrings for a halo effect, RVW uses a fulled. Vaughan Williams, p 148

Working with Ralph Vaughan
Williams in Bach at Dorking
by John Carol Case OBE

John Carol Case
had the privilege of
performing the St
Matthew Passion
several times under
VW's direction and
is a soloist in the
new CD recording
of the Passion
issued by Pearl.
Here he tells the
RVW Saociety of his experience working with
RVW.

days | never turned down an opportunity |tdo look at the audience and, if all seemed ready, he
perform, so | agreed. We discussed a few detaileould stand, and the performance would begin.
and as he was turning away he casually mentigned

that R.V.W himself would be conducting!

more than a little nervous, but he soon put eve

We have to remember that this was nearly fifty
years ago, so the idea of using ‘authentic’

As can be imagined | went to the rehearsal feelirigstruments was in its infancy, and all the tempi

meere considerably slower than we expect today:

at their ease: he was applauded as he came infolts@king back, it was as if R.V.W were viewing the

had left his at home. No fancy word lizaton but

a good solid English word — conducting stick; h
typical! Of course we all laughed and at once
tension was lifted. Nobody had a spare ‘conduc

technique, but his stick-work was unimportant,
really conducted with his eyes. As we all know,
‘Fantasia’ opens with eight bars of ‘cello solo th

Occasionally, when | look back on my singingn comes the baritone with ‘This is the truth ...’

career, | have a wry smile at remember
something which at the time appeared to be aln
a backward step, yet turned out to offer
unexpectedly important opportunity: for instan
the way events led to me being introduced to R3
Vaughan Williams.

Having been a Choral Scholar at King's Colle
Cambridge and with a certain amount of sd
singing experience at the University, | blithely
out on a career as a singer, (encouraged by
then-organist at King's Boris Ord), little realisirj

nthis point he turned and just looked at me over
nasp of his half-moon glasses and without h
asaying a word | knew exactly what he wanted:

alho this. | was once asked what did his eyes con

the music.

be,

loThis was even more evident when, as a resu
sethat ‘Fantasiad concert, he asked me to sing

g'St Matthew Passionat Dorking. These

stick’ (!) so he had to use a rather stubby pencil\
great deal has been written about his condug

The answer is simple: total sincerity and belief

room, whereat he beamed and asked, in that grufork through 19th century eyes. He certainly had
voice of his, if anyone had a conducting-stick, as

heo truck with a harpsichord, and when it came to
the recitatives he used a grand piano having
ovhimself  written a  continuous  flowing
theccompaniment, not the few sparse chords we are
ingp familiar with now. Today this may sound like an
Anachronism, but after all if a piano is to be used,
tingen it makes sense to have a ‘pianistic’
haccompaniment. | remember being somewhat
heaken aback at first, but it all seemed logical within
eithe context of R.V.W's approach; and it is quite
Atfascinating to hear the way one composer performs
triee work of another.
m
hele seemed to regard theaSt Suppérscene

cavas the only conductor | worked with who codldalmost as the centrepiece, and insisted that

egeryone should be on their feet for this: he would
iturn round to the audience, looking over their
glasses, and would not continue until everyone was
standing; at the end of the scene he would gesture
t fufr them to be seated. R.V.W had most skilfully
neabbreviated the Passion, omitting some numbers

thdas for him in his annual performance of Bach'sompletely, leaving out théda capd for others,

but as with everything he did it seemed apposite,

how different the world of professional performingperformances, with R.V.W conducting, were venand the whole performance flowed seamlessly. |

would be. For a year | struggled to make a livi
and eventually my father suggested that with

Cambridge degrees, and having given singing &
perhaps it would be far more sensible to do wh
had originally intended: become a schoolmaste
1948 | was lucky enough to be appointed Direq
of Music at King's College School, Wimbledd
(no connection with Cambridge) and after | K
been there a short while, one of the member

hgspecial occasions.

WO

tile obviously loved and revered the work, but h
adefinite ideas as to how he wanted it perform
. Bnd, for instance, would not allow a form

5 cbncert. During the ten minutes or so befor

was fortunate to have had the privilege of

performing the St Matthewseveral times under
aR.V.W's direction, and those performances remain
edtched in my mind: you too can share that unique
almemory thanks to the live recording of his last

tantrance by the performers onto the platform. performance of theSt Matthew now issued by
nthink he wanted us all to approach the performanéarl on CD.
aas if were a commemorative service rather than a

As | wrote at the beginning of this article, had | not

staff, knowing | was a singer, asked if | would jgirbegan, all of us, R.V.W, soloists, choir anpdlecided to take up teaching, as part of my career,

his choir to sing the solo part in R.V.W's "Fanta|
on Christmas Carols". No fee (of course!) bu

sirchestra would quietly take our places in muctvhen | did, the opportunity to meet Ralph Vaughan
ithe same way as a congregation would assembléAflliams might never have occurred, and what |

was a work | knew and loved, and in those efrbhurch. When the time came, he would turn rolingould have missed!
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Record Review

The St. Matthew Passiononducted by VW

by Lewis Foreman

J. S. Bach: St Matthew Passion. The
Leith Hill Festival performance from 5
March 1958 conducted by Ralph
Vaughan Williams.

Pearl 2 CD set GEMS 0079

It is a matter for celebration that th

legendary performance should now pé&heffield Festival performance in 190

available on CD, and it needs to be said
the outset that it is not merely
performance to be considered against ot
performances. It is something special,
long cherished event from 42 years &
suddenly made available to us all
remarkably good sound.

First the history. Although Pearl announ
this to be the first issue of this recording
any format, those lucky readers who hg
the LP issue will know that it first appeare
on three LPs on the Caviar label (CH-1(Q
in Canada. They are probably among
rarest of LPs, and | have only ever seen
set since it was issued around thirty ye
ago. However, comparison of th
recording with the Pearl version is
experience a wonderful revelation. It is li
a window being cleaned, or brown varni
removed from a really dirty picture. An
the impact the reversal of the compress
on the old LPs gives to the choruses
breathtaking.

Also this is not a broadcast transcription
the BBC did not take these performances
the Leith Hill Festival; rather it wa
recorded in the hall by admirers led

Gerald Finzi's son Christopher as a gift f
the composer.

It is worth remembering how theSt
Matthew Passioremerged as a repertoi
work over Vaughan Williams’ lifetime, tg

understand his very personal mixture of th€hoir, which many readers will have lon

practical, the dramatic and the devout in
response to it, and how this determin
how he thought it should be done.

An English version of theSt Matthew
Passion was published in 1862, but th
emergence of the complete St Matth
Passion for British audiences was a grad
one during the nineteenth century, a
when Sir Joseph Barnby conducted it
Westminster Abbey in 1871 it wa
unfamiliar to most music lovers. In 188
Otto Goldschmidt conducted a performan
in the Royal Albert Hall and feature
specially made instruments — oboe d’am
and what was called a "Bach trumpet”
perhaps the first tentative beginnings
authentic performance. In 1910 Stanford

recorded as saying that even then he
only conducted it in full twice.

It is also worth remembering Sir Hen
Wood'’s account of the development of

approach to th&t Matthew Passiofin My
sLife of Music pp 283-296). For his

aVood wanted to do a more authen
aversion than the Robert Franz edition th
hegrenerally given which added trumpets a
@rombones, and used an English text wh
gwas not faithful to the King James Bibl
inBut Wood’s attempt at authenticit
produced a performance in which he use
choir of three hundred, a very fu
ceomplement of strings and eight woodwi
ino each part. Wood remarked that all he
vevas to amplify Bach's origina
rdorchestration.
4)
heater came the Elgar-Atkins edition whig
priatroduced the English words from t
arking James Bible, and was first heard
atthe Three Choirs Festival in 1911. Itis t
obasis of the performance under review, g
epresumably RVW knew it from then. Late
sibetween the wars, conductors as varied
d Sir Hugh Allen, Sir Henry Wood, Charlg
oKennedy Scott and Sir Adrian Boult, g
ifriends and colleagues of RVW, tackled t
completeMatthew Passior and this sens
of a great musical mountain to be climb
4s the climate which attended Vaugh
avilliams’ espousal of the work. Hi

pyout of the performances in the 1920s.

or

We may put it in perspective by referen
to the splendid reissue on Dutton (2CDA
2005) of the celebrated 1947-8 Dec
erecording of the Elgar-Atkins editio
featuring Kathleen Ferrier and the Ba

hisherished on three Ace of Clubs LA
ed’ here the Evangelist was sung by E
Greene, the regular soloist in the role
Bach Choir performances of the work; b
he was also a regular with Vaugh
eWilliams. He sang it again at Dorking
Vil 958, though by the time this performan
uabok place ten years had passed, and
ndoice may, perhaps lack a little of th
irbrightness heard on his earlier recording
S
5Vaughan Williams first gave th&t Matthew

d1923. As Jerrold Northrop Moore poin
preut in the Pearl booklet note, what
wanted "before all else was to share
ofnspiration he himself found in Bach
isnusic with as many people as possibl

For Vaughan Williams this was not

something of the moment, but something
he worried at and worked on over very
many years and his view slowly matured.
So what we have here is the result of a
lifetime’s practical performance.

In my recent RVW Journal article on
Vaughan Williams as a conductor | quoted
ne®ir Adrian Boult on the history, but Sir
Adrian’s comments are so apposite that |
think | have to repeat it here to complete
ythe story:
is
When Vaughan Williams took over the
London Bach Choir, he asked the
8, Committee to allow him to have no
ic concert at all for the whole of the first
en winter, but to devote it to the study of
nd Bach’'sSt Matthew PassiarAt the end,
ch when Easter time came, he gave about
e. half a dozen performances of it, in
y various places, with different sections
d a of the Choir. It was a most moving and
Il interesting performance. | heard the
nd first of them. He took some arbitrary
did liberties with Bach which are not
perhaps to everyone’s taste, and these
he developed more and more as he
developed to the annual performances
which made such a deep impression in
e connection with the Dorking Festivals,
at and were repeated with the Halle
he Orchestra in Manchester, a year or two
nd before his death.
r,
asThe paramount impression on me,
when | first heard the Londorst
I Matthew Passion before Vaughan
he Williams had done it very many times,
e was that it was not a fine piece of
ed conducting in that sense at all. It was
an that a very great musician indeed had
5 worked for six months with a large

>

n

5 championship of the music very much grew number of intelligent people and at the

end of it he had impressed the whole

choir with his own view of the Bac8t

ce Matthew Passioso that the production

X of it was not at all a piece of

ca conducting. The performance could not

n proceed except as it had been

ch rehearsed and rehearsed: Bach through

g the spectacles of Ralph Vaughan

s. Williams. The performance of th&t

ric Matthew Passionvas a spiritual matter

of with Vaughan Williams.

ut

arThe Leith Hill Festival is a competitive

nchoral competition for choirs from Surrey

ceowns and villages around Dorking, held
tlsénce 1905. During each festival the choirs
ecome together for joint performances of a

. varied repertoire of choral music with
orchestra, and it is in this climate in which
Vaughan  Williams  developed his

c®assion with the Bach Choir, in March performance of the Passion music.

IsMargaret Cullen, onetime Secretary of the
he~estival recalled how it developed.

he

s No one having sung it under him will
e". ever forget the dramatic and spiritual
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emotions experienced on
occasions. Each year the performanc
grows more secure, more dramatic an
more moving. It has become something
of more than merely musical
significance, akin to an act of faith.

The recording Pearl have issued is the |
time, at the age of 85, RVW conducted t
music. Within a few months he would k
dead. But there is no sign of an old m
slowing down or lacking vigour here, oth
than when he did so for interpretati
effect; quite remarkably it places @
permanent record RVW's lifetime devotig
to the music with all its strengths a
idiosyncrasies.

This is a large choir performance, sligh

cut, with good soloists of its day — as welidiosyncratic way, but it informs the who

those| expression and a dramatic telling of t

:

story, RVW notable in his use of rubato
this end.
punchy. In the chorales we have the eff
of a large community of
commenting on the story, but there is
roughness or anything less than confid

heéaken, and though the strings lack t
epolish they might have had from a leadi

amrchestra in a metropolitan centre, they

erfinely expressive of RVW'’s objective.

e

nHowever, | have skirted round the point

nissue for those not in thrall to RVW and t
dLeith Hill Festivals: RVW’'s use of thg
piano, with specially composed parts,
the continuo. This not only colours th

lysolos and the telling of the story in a qu

The choruses are dramatic g

believer

asinging. The instrumental solos are fineg

heSo, in conclusion, this gives a vivid flavour
toof what RVW did, and what he believed in.
anlith its piano continuo it is decidedly not
e@ performance of the nineties, and yet it is
san entity bringing great rewards on its own
naccount : as Holst wrote about one of
erRVW’'s own works, ‘a blessed abiding
Iyfact’. Johann Sebastian Bach’s St Matthew
hé&assion conducted by Ralph Vaughan
ngNilliams at the Leith Hill Festival on 5
arblarch 1958 was another World. And yet
one, | think, worth remembering; and a
great composer seen also to be a great
atnterpretative artist, whose art, thanks to
hehese Pearl CDs can still be recalled for us
2 today.
as
e
te

A

as Greene, we have Gordon Clinton |asnterprise, and is quite a shock if you &

Jesus,

and soloists Pauline Brocklessised to harpsichord or organ. Yet f

Nancy Evans, Wilfred Brown and JohnRVW's prime objective, a dramatic tellin

Carol Case.
That bows" and "I would beside my Lorg
reminds us of a greatly loved arti
associated with Leith Hill and Britis
music. Solos are sung legato emphasis
beauty of line and timbre, when today th
might be delivered in more rhythmic an
sprightly style; everything is directed

Wilfred Brown in "O griefl of the story, with every word, in English

"beautifully articulated, this works very we
stand for me that is a unique bonus.
h suppose for most listeners this is not
ingerformance for every day, but | suspe
eynce on its wavelength you may find th
dyou dip into this recording rather mo

atoften than more "authentic" modern ones.

Where possible could contributgrs
supply their article on disk, along
with a printed copy.

A
o

9

I
he
ces
es

This makes the production of t
Journal much easier, and redu
the number of errors, as it sa
the re-typing of contributions.

£(
al

The details are as follows:

sought for the concert to cont

Advice Notice of our sixth AGM - 8 October 2000

The sixth AGM of the RVW Society will be held at Charterhouse School, near Godalming in Surreyl
on Sunday 8th October, 2000. We are delighted to have the honour of performing the secof|d
modern performance of Vaughan William's early Piano Quintet This, together with a visit to
Parry's house near Haslemere, should make this years' AGM a memorable occasion.

Members meet at Parry's house at Shulbrede Priory, Lynchmere near Haslemerg

in the AGM papers)

Private tour of the house commences (includes Ploughman’s Lunch)
Members return to Charterhouse

Introduction to the early chamber works of RVW and toPieo Quintetby Bernard

Performance of tHi&ano Quintety soloists from the Royal College of Music

12.00
will be provided
12.15
14.00
15.00 AGM commences
15.50
Benoliel, Director of RVW Ltd.
16.05
16.45 Refreshments
17.30 Meeting concludes

There will be a small charge for lunch at Parry's house and a voluntary contribution of £10 each

ribute towards artistic costs.

All the papers for the AGM will be sent out with the October Joumal toward the end of September

(am

will b

2000
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Vaughan Williams and the St Matthew Passion

by Michael Kennedy

This article by Michael Kennedy is
reproduced with kind permission from the
Halle Concerts Society magazine of Marc
1956.

On Passion Sunday March 18,1956, the H

lko?

the problems involved. To the purist of course, &0 and pray yonder’ so that the word ‘pray’ can
offers nothing. We cannot, he says, even if \wke under Bach’s wonderful musical illustration".

wanted to, perform Bach "as he wrote it" becauda other words, common sense. A treasure of
the instruments today have changed themine, to which | have had resort while writing

character so much. "The question is, do we watitis, is a score of the Passion with "a note or two"
| say empathetically, No! .... We muystaltered by Vaughan Williams and many other
Society will atone for one of the most astonish|ngntroduce Bach to our musical public not ag anarks of his careful editing.

The work is

present-day examples of neglect of a musjcahuseum piece; we must do nothing to give fthabridged to bring it inside three hours and to

masterpiece. Not since 1904 has there be

nskghtest hint or the scholar of the antiquari

Mheighten the drama. Vaughan Williams is among

Halle performance of BachSt Matthew Passion When Vaughan Williams conducts Bach thighose who believe it is a mistake to perform the

a fact seemingly so incredible that | checke
several times before committing myself to it

print. But it is true. However, in restoring thishundreds of people, including myself, vicario
wonderful work to its repertory the Society hapleasure to share Vaughan Williams’ whda
had the inspired idea of inviting Ralph Vaughamearted condemnation of an instruction that, €

Williams O.M to come to Manchester to cond
the performance.

involves substitution of the pianoforte f
inharpsichord continuo. It has probably giv

ctinder the most skilled hands, seems to ha
strangulated sound.
sense of period. To Vaughan Williams ft

Vaughan Williams’ adoration (it is not too stromgharpsichord is associated with “'nasty detac

a word) of Bach is well known. For six years
the 1920s he was conductor of the London B
Choir and every year still, in February and Mar
he conducts the St John and St Matthew Pass
at Dorking, where he lived for 25 years. The
performances sung by an amateur choir v
professional soloists and orchestral players
among the richest experiences to be encount
in our musical life today. They have a speq
atmosphere, for by now they are a local traditi
There is no concert-hall "ceremonial”. Conduct
soloists and players go to their places on
platform in the five or ten minutes before t
performance is due to start. At 7 pm Dr Vaugh
Williams signs to the audience for silence, and
music begins. There is no applause for this is
act of worship as well as a musical performar
Whether it is possible to translate this air
dedicated informality to the more impersor
surroundings of the Free Trade Hall remains tq
seen. But | am sure Dr Vaughan Williams w
wish his Mancunian audience to join in cert3
chorales as Bach intended and as is the custg
Dorking. All his life Vaughan Williams ha
cherished amateur music making and in this s
Surrey town each year the fruit of his labou
manifest; people coming together not for glam
or gain but to sing Bach because they love to.
let no one (least of all the Halle Choir) imagi
that it is a picnic. Vaughan Williams spares
effort at rehearsal to get things as he wants t
spurring his forces on with remarks as punge
some of his writings. Many years ago B
Maine wrote about a Leith Hill Festival rehear:
of the Passion when Vaughan Williams ang
said to the choir: "You will never be able to si
Bach. Never!" There was a frigid silence. T
he barked: "Bar forty-two". The singin
continued and later he said quietly: "W
couldn’t you sing like that at first?" That w:
when he was nearing 60. At 83 he is just
formidable and loveable.

His readers will know that Vaughan Williams ik
Casals holds strong and controversial views|
how Bach should be performed. Not everyq
will agree with them, but all must respect
master-musician’s thoughts and convictions

aditking of a sewing machine”.
ch,
idBe on March 18 there will be a pianoforte on

atke narrative and the emotional content of
eredrds”. And, in place of the archaic oboe
iataccia solo in "O Griefl How throbs His hea
priaden breast" there will be the modern cor angl
oAt Dorking, in this aria, he substitutes a violal

ais not intended for purists and specialists. It is

ahines from age to age, surpassing styles

aimeticulously and mechanically to the letter
@ach we shall inevitably kill the spirit .... If m

maiseum with the other mummies”.

D

dlhe performance of the Bach Passions is a sp
istudy. There is, | suppose, no "right" or "wror]
urvay. The innate power of great music will alwg
Batrvive whatever conductors like to do to
e&/aughan Williams’ approach to tH&t Matthew
néassionis to make it as human and dramatic
eppssible and to preserve the beauty of the Eng
t & the Authorised Version. (Here again, we are
sithorny ground) Some would have it only sung
alhe original German. To what extraording
ilynarrowness of outlook can pedantry lead! H
care Vaughan Williams’ words on the subject:
en

"Of course, when Bach has a definite melo
ypassage, as in his arias and ariosos, his notes
scome first. But in the mere narrative, where
asbject was to fit notes to the words so as to m
correct declamation of the text, surely we m

eEnglish Biblical language, though or course e
dmere, when Bach has a magnificent phrase fi
nparticular word, we must, of course, place t
avord under the note which expresses it. Thus

Its devotees find it give

inwangs" and sounds in a big hall "just like t

s€ree Trade Hall platform to provide "a flowin
itmelodic outline varying according to the nature

thmarvellously effective stroke. Horror among t
hepurists! But then this interpretation of the Pasg

theeople who love this music because its mesg
céashions. "The letter killeth, but the spirit give

ofife”. "If" Vaughan Wiliams says, "we adhere most moving music in existence. The last two

illmodifying the letter we kill the spirit of Back
aithen he had better remain dead and be put in

prPassion in its entirety. "We must admit that
erHomer occasionally nods and that some of the
usrias are not up to Bach’s high standard... Itis
lenot impossible that Bach never meant them all to
vere played on the same occasion but that he made
eaalifferent selection from year to year".
s a
heFrom the foregoing | hope that listeners in the
heldree Trade Hall on the 18th will find, in addition
hdo the sublimity of the music, that it is fascinating
to hear it conducted by one who, himself a great
composer (I shall be writing to him in this respect
haext month), has given a long lifetime’s devotion
gto Bach: not the devotion of a scholar, but of a
ofmusic maker. His is the practical musician’s
thapproach. But, being a creative genius it is the
dawumanity of Bach that makes the greatest appeal
vyto him — "for eternity we turn to Beethoven, for
aibumanity to Bach". To those who know the
Matthew Passion the truth of this will need no
hemphasis. Dominant throughout its telling of the
iostory of Christ's death is the human
fannderstanding of mankind, from the first great
alzanentation "Come, ye daughters, share my
antburning" to the sublime final chorus "In tears of
thgrief, dear Lord we leave Thee", possibly the

ohotes of the work, a heart piercing cry from
woodwind, symbolise the Son of Man’s triumph
,over death with a simplicity only possible to a
tinaly great composer. The drama of Barrabbas;
the great tenor watching song, "l would beside
my Lord", with its marvellous oboe obbligato, the
ectalprano’s "For love my Saviour now is dying" —
gthese and many more are permeated with the
ysitmost compassion. | like to hope, too, that there
itwill be those at this performance who will be
hearing this music for the first time. For them, as
amdeed for us all, it will add to the sum of life to
lislear it conducted by the great Englishman who
ohas written: "Through all the changes and
ithances, the beauty of Bach's music abides
njbecause his music appeals to everyone — not only
e the aesthete, the musicologist, or the
propagandist, but above all to Whitman’s ‘Divine
Average’ that great middle class from whom
dioearly all that is worth while in religion, painting,
mesttry and music has sprung”.
his
alkeor those who have a score of the Passion in the
afElgar-Atkins edition the following is the order of

alter a note or two so as to preserve our supedly Vaughan Williams’ abridged version:-

eRart | 1-8 inclusive; 11-17 incl; 21; 20; 22-35
prirzcl., omitting part of 34; Part 1l 36, 37 (part
naamitted); 42-48 incl., 53-59 incl., omitting part of
vl and 59; 62-64 incl., omitting part of 64; 67;

oare obliged to say ‘Go yonder and pray’ insteaqi @9-78 incl., omitting part of 73, 75 and 76.
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Vaughan
and ‘the greatest

Williams
of all composers’

by Timothy Day

There is a tendency nowadays to ‘pu
Bach in his place'. He is labelled as
‘Baroque’ (whatever that may mean) and
according to the latest orders from
Germany he is to performed as ‘period
music' in the precise periwig style. This ig
all part of a movement to ‘play Bach as he
wrote it'. To do this would be impossible
even if we wanted to. Our violins are
played on quite a different principle; our

horns are soft and our trombones loud. |
should like to see Mr Goossens confronte
with one of those gross bagpipe
instruments which in Bach's time stood for
an oboe. The harpsichord, however it may
sound in a small room - and to my mind it
never has a pleasant sound - in a large
concert room sounds just like the ticking of
a sewing machine. We have no longer
thank Heaven, the baroque style organ
which we are told, with very insufficient
evidence, was the kind of instrument Bac
played upon. (By the way, | see there is

movement afoot to substitute this bubblef

and-squeak type of instrument for the
noble diapasons and soft mixtures of ou
cathedral organs.)

We cannot perform Bach exactly as he wa
played in his time even if we wanted to
and the question is, do we want to? | say
emphatically, Nd!

Vaughan Williams' well-known and ofte
repeated views on attempts to re-cre
eighteenth-century sonorities and perform
styles are usually taken as the dogma
pronouncements of an old man whose ta
were formed in another age, through

experience of singing in the Bach Choir f

sixteen years early in the century, and theferformance can be detected in the record

conducting it in the 1920s, perhaps by t
performances of the cantatas he listened
with such delight at the Sing-Akademie
Berlin in 1897-

By the 1950s it could not but be otherwise t

such a musician, however enlightened,ccount for its style it would be necessary
openminded and adventurous, wouldyamine the evolution of styles of Ba
inevitably  fail  to  appreciate  how pjaying through the first half of the century a

thoroughgoing investigations into historical

styles were sweeping aside yesterday's clid

and revealing this music in startlingly fresh,

colours. Vaughan Williams could be forgive
his views, because of his age, and also bec
of his own creative genius, whose inevita
blind spots and prejudices were inseparg
from his creative gifts.

Of course there's some truth in th
explanation. | don't wish to pretend th
prolonged exposure to stylish and idioma

harpsichord playing by Thurston Dart, say,
Gustav Leonhardt. on instraments by Hass
Grabner would have disturbed Vaugh
Williams' convictions one bit; he simply didn
like the sounds of harpsichords ticking a|
clicking inconsequentially. The sounds carri
for him evocations of eccentricity, and se
consciousness, and quaintness, and daintin
perhaps in his mind's eye he saw Arn
Dolmetsch in his velvet suit and the conc
room at Dowlands, tinted a soft diaphang
green, you remember, and illuminated just
wax candles.

But while such views were formed in part
taste, as they always must be, it is m
important to remind ourselves that he
protesting so relentlessly over so many yeal
and it must be said with some degree of re
- not so much about sonorities and perform
styles as such as about attitudes to music
the states of mind of those engaged in mu
n making, whether as executants or as listeng
The style of Bach performance that Vaugh
Williams himself favoured can be glimpse
from a recording of the last performance of t
St Matthew Passion that he ever conducted,)
twenty-third performance he gave at Dorki
Halls with the Leith Hill Choirs; this was on
March 1958. It would now be considere
hopelessly Romantic, highly coloured al
flamboyant. Its tempos are disconcerting
M fluid, and most startling of all perhaps are t
atf?llly written-out piano accompanimen
NYaughan Williams devised for the recitative
Mighich have something about them of a Ba
51@1soni transcription.

nis

O'Something of the intensity and sweep of |

h&nd certainly many details of value might
_E’ppropriated by the performer who is n
INinhibited - as of course most performers are
inhibited - by current or even outworn notio
of musicological correctness. To say it is T
"38ach for our time is to say nothing of value.

@to set such a performance against the no
h@Sat prevailed in the 1950s. This wou
SNcertainly be possible and interesting. But
*Mwould not tell us everything. In fact listening
AUSSQound recording alone can never tell us \
Plenuch about the meanings attributed to mus
bl&unds. An ethnomusicologist would sugg

that we're obtaining about ten percent of
_information, and that the other ninety per c¢
'Selates to the reasons why these musicians
"’_‘Tdoing what they're doing and the whole cont
tiéh which they are doing it. For music of cour

ois never a matter of sounds; it's a question of
dhe meanings and the significance’s of sounds,
of the states of minds of those making the
sounds and of those listening to them.

In performing Bach, Vaughan Williams
thought, musicians are re-creating the music of
the 'universal musiciafi'the greatest composer
the world has yet producédhe called him.
oAnNd his views on Bach performance allow us a
glimpse of what he considered the nature of
amusical experience to be at its most elevated
'tand profound.
nd
ed’he most serious music-making is not,
faccording to Vaughan Williams, mere
essfertainment, although that's whdte Times
Ideemed to think, he complained, at least that's
erhow it advertised performances of ti&t
udatthew Passionunder 'Entertainment’sit
bwas not merely the creation of structures in
sound projected and articulated by the
performers. The sounds and structures of music
nyin performance enabled those involved in the
brenusic ‘to understand what is beyond the
asppearances of life', music represented ‘a
rsreaching out to the ultimate realities by means
isbf ordered sound',music offered 'a vision
nbeyond earthly sense.
and
sidAusic was or could be, in some sense then, a
rspiritual or a religious experience. But in what
sense? Well perhaps, at least in its
apsychological aspects, in the sense in which
2dWilliam James described the common
heharacteristics of religious experiences in his
ti@mous book published in 1902. For Vaughan
ngWVilliams this of course is not an 'Anglican’
b experience or even a specifically Christian one
1 - as it was not for William James either - but
hdhe experience, at least in his maturity, from the
y920s onwards, of a 'cheerful agnostid'.
hevould wish to stress the 'cheerful agnostic'
srather than the 'disappointed thefsbecause
sVaughan Williams' fundamental attitude is of a
chman who rejoices in the natural and intense and
spontaneous spirituality he recognizes is
possible for those who share a common culture
hbut not necessarily a particular religious creed
ngr indeed any creed at all. Wiliam James
belescribes the religious experiences of many
otlifferent people in many different kinds of
nabciety - their religious experiences, not the
ndoctrine or dogma which may underpin their
obeliefs - as imparting 'a new zest which adds
Tatself like a gift to life, and takes the form of
ttyrical enchantment or of appeal to earnestness
hand heroism... an assurance of safety and a
ndemper of peace, and, in relation to others, a
rnpseponderance of loving affectior'sAnd he
Idquoted the American psychologist Professor
iteuba: 'Not God, but life, more life, a larger,
oricher, more satisfying life, is, in the last
emnalysis, the end of religion. The love of life,
calt any and every level of development, is the
egeligious impulsél Might we not take this
hkind of religious impulse as approaching the
ergpirituality which, Vaughan Williams thought,
aras fostered by singing and playing and
extstening?
se
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In the performer Vaughan Williams looked fi
‘that twin mind which will translate (thg
composer's) imaginings into sound, a
consummate that marriage of true minds wh
alone can give his music life.The two
essentials of great conducting in his opini
were ‘faithfulness to the composer' and ‘t
power of the conductor to express himself
the full at the moment. There should be
‘'nothing of the scholar or the antiquarian ab
Bach performance’, he thought, nothi
analytical or impartial, no interest in detg
simply because it is old and charmifig.

Intimacy, naturalness and spontaneity

prerequisites of the deepest musig
experiences. So self-consciousness in
performer is death. Preoccupation with t
‘correct’ number of oscillations in a shake,
with its ‘correct' termination would kil
spontaneity and naturalness and destroy
chance of that kind of vitality which wasae
qua nonfor genuine musical expression

Vaughan Williams' view.

A distinguished scholar writing in the 1980s

the performance of old music concluded thg
performer 'seems to need the psycholog
protection of actually believing in what he

doing'” For Vaughan Williams to believe i
what he was doing, was the first requiremen
any singer or player - or indeed of any grow
up human being.

He wanted to hear a flesh-and-blood creat
speaking to other living men and women.

might have agreed with Frans Bruggen tha
performance, a live performance, must h3
mistakes in it because they are a part of nat
speech, of natural delivery to an audiefic|
Otherwise a performance becomes artifici
without character, too good to be true. |

brthe ‘curlicues and twirligigs' of old music
> with a concern to reproduce express
netlements which were not part of a performg
chabitual and natural expressive vocabula
was not only likely to inhibit the performer b
pwvould also tend to lead to the creation
haudiences of specialists, connoisseurs of
tonost minute inflections in articulatio
artificially revived and only distinguished ar

sounds of Bach's music will somehow mean
venore if they reproduce the sounds Bach
creimself heard - even if this were possible
aryontradicts elementary psychology. In part it is
uta question of familiarity and a host of
ofssociations: those who attended services and
treoncerts in Hereford Cathedral had learnt to
, love the unique qualities of that particular 1893
d'Father' Willis organ in that particular

piadmired by a handful ofognoscentiBach's
ngnasterpieces should be presented, as he
ilin a famous phrase, 'to everyone -not onl
the aesthete, the musicologist or
propagandist, but above all to Whitma
areDivine Average ' He considered great mus|
ahs his friend, the historian G.M.Trevely
@nsidered great literature, not as
héntellectual conundrum, a puzzle to be sol
oor worked out by the application of rules;
was 'joy, joy in our innermost heart. It is
amassion like love, or it is nothirfgThe history
of events is ephemeral, and for the scho
nTrevelyan said on another occasion; 'the po
of events is eternal, and for the multitidte.

brin order to create personal involvement, ang
t encrease the emotional impact in mus
cahaking, performances of old music w
scultivate and value local particularities a
n idiosyncratic variants in order to engage
dfearts and minds of particular listeners. T
nwas the reason he performed Bach's ch
works in English, and preferably not in wh
Dr Troutbeck imagined English to Bejut in

H8ible, or of the 1662 Prayer Book, each w|
t deep and powerful resonances of their own
vieast to most of those singing or playing
uridtening in Vaughan Williams' performances
e

acoustical space.
ut it
tdhey might have remembered how Dr Sinclair,

>jhéElgar's friend, played Bach on the instrument.

n"'Shere was also the mystical element,
cintertwined with historical elements in
anaesthetic appreciation:
an
ed Look thy last on all things lovely,
it Every hour.
a
as Walter de la Mare wrote:

ar',
btry Since that all things thou wouldst praise

Beauty took from those who loved them

In other days®
| to
cBut such performances as Vaughan Williams'
Ilwere regarded of course by many scholars in
ndhe 1950s merely as excellent examples of
hevoefully corrupt performing traditions, so
hibarnacled with incrustations of the past that no
oregscue operation should be attempted, it were
atetter that they should sink without trace.

utbe English of the Authorized Version of theln the 1990s a great number of different

ttperforming traditions are available to

, @veryone; an enthusiast now has the kind of
oknowledge that can distinguish between

. different performances of the St Matthew
Passion as belonging to the Mendelssohnian

@lThe greatest musical masterpieces come t
Hdearing the aura of previous interpretatio

agreed with Parry that the beauty of the Fre
horn derived partly from its ‘human fallibilit}j".
And he would have understood Sir Wal
Parratt, his organ teacher, who refused
descend from the organ loft at St Georg
Chapel, Windsor to direct the choir; some e
fine shading might have been attained, s
greater precision in ensemble with a conduc
but these gains would not be offset by the |
of spontaneity’

left in the culture or cultures through whic
they have passed. The English view of Bag
twill inevitably be a different one from thg
‘@erman view; the German will recogniz :
rthe work as the consummation of tho
melements he has known since childhood |
othe great traditional choral&sBut the §
dsnglish view is our view, with its own

for us. A performance of a work by Bach i

O uUs

dmnd trailing behind them the traces they havg

idiosyncrasies which have particular valu o

tradition, whether
expressed through
m odern
instruments or in
performances
utilising
eighteenth-
century
instruments
or modern
copies, as an
operatic

ns,

Music-making is a corporate act involving bothtHereford Cathedral during the Three
performers and listeners; the listener must|b@hoirs Festival may be far removed in
drawn up into the music, must be on the insigdesonority and aura from the work as

not remaining on the outside as a critic, o
connoisseur, whether of composition
technique or performance expertise.

The attitude of the listener should not
critical, or detached, or neutral, but expect
ready to receive. The greatest music dem
not cold, aloof impartiality, but imaginativ
sympathy, and emotional involvement by b
performers and listeners alike. Vaugh
Williams speaks of listening to a performan
of the Verdi Requiem when the musi
'possessed' hifh.

Preoccupation with the precise realization

& was heard in Leipzig in the
all740s - even a performance off
Samuel Sebastian Wesleylse
Wildernessmay after all not
de quite so close as we

nimagine in style and
ndsnority to the
performances it first

tmeceived in Hereford in jas¢
the 1830s - but the loca®

estylistic evolutions of
great works are wha
give them their potenc
and force. The
ohssumption that th
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interpretation like Furtwangler's, as the 'la
classical' view of the work of John Eli
Gardiner, that can recognize subtle ten
differences between Harnoncourt a
Leonhardt, or differences in tonal quali
between the Tolzer Knabenchor and the b
of St Thomas's Leipzig, that enable him
express preferences for performan
employing the timbre of modern instrumer
but the speeds favoured by those using pe|
instruments. Such knowledge represents
altogether different kind of experience of t
work from the one Vaughan Williams strove
cultivate. 'Knowledge about a thing', Willia
James wrote, 'is not the thing itself. Knowled
about life is one thing; effective occupation
a place in life, with its dynamic curren
passing through your being, is anotfier'.

Half a century ago there was no need
commentators to spin out a string of eleg
epithets on the 'beauty' of the great works
the past; what was required of scholars
historians was 'factual stylistic analysis' whi
should take the music to pieces 'as a mech
does a motor' in order to demonstrate
'specific effect' of the notes, as Manfr
Bukofzer explained in 1947.

But what was important to Vaughan Willian
was not so much a musical text, not so mud
musical sonority or style - though he kng
what he liked - but the effect music had on
lives of men and women. He considereq
great work of musical art embodied a
enshrined values, and not just aesthetic val
but also moral and social and spiritual on
and these values to be embedded deep in
civilization of the musicians and the
audiences.

So, sometimes, he was not too respec
towards the preoccupations of musi
scholars. He might even have considered
description that goes no further than musi
facts can ever be more than a triv
occupation. In 1971 the English music cri
Martin Cooper explained in a broadcast t
that many musicologists write of music as
enclosed, self-contained world obeying its o
laws; and they prefer to deny or disregard

influence of personal, social or economic,

factors which threaten the objective, scient
character of their work." Whatever his privg
views on the desirability or otherwise of th
state of affairs, he was not intending to critic
or to be provocative but to seek to define w
he took to be the critic’'s task, the journalis
job, and to contrast it with the work of tk
academic musicologist, at least as th
functions were carried out in the England
the 1970s. The 'musicologist proper’,

thought, was concerned with 'the actual

language of music and its historic
development’, he was ‘'the grammarian
philologist of the art, less interested
judgements of value than in the constatat
and arrangement of facts.'

But, as we all now realize, the musicolog
very proper in recent years has begun

teeonsider broader cultural issues. What
btimportant about music to particular men

pwomen in this particular epoch? What forceg6.
ndave shaped their responses to organised
tysounds? This approach perhaps Vaughan
oyilliams himself would have been more

teympathetic towards, these efforts to desc
escrupulously what men and women have d
tsvith music and why. At any rate his vision
riodusic as a life-changing, life-sustaining, lif
anhancing force, if in essence the legacy of
henineteenth century, is one that we mig
toperhaps be loathe to abandon completely ag
menter the twenty-first.
ge
ofThis article was given as a paper at the Briti
tsLibrary on 20 November 1999 as part of t
conference organised by the Library and T
Royal Musical Association entitled Vaugh
fowilliams in A New Century.
ant
df. Ralph Vaughan Williams (speaker);

and  recorded in July 1950; BBC
ch  Transcription LP 161451s{de numbdr
anic transcribed as 'Bach, the Great
the  Bourgeois', iNational
ed  Music and other essays
(Second edition, London, 1987),
pp.170-171.
'Sy, Ralph Vaughan Williams, 'A Musical
)Cva Autobiography, in ibid., p.187.
hg‘ Mabel DolmetschPersonal
a Recollections of Arnold Dolmetsch
hd (London, 1958), p.I8.
Je%, The mono recording is in the British
es, Library with the shelf-mark: National
the Sound Archive Tapes T4366-T4370; the

performance is mentioned in Michael
Kennedy,The Works of Ralph Vaughan
Williams (London, 1964), p.342; see als
‘Vaughan Williams and Bach', in Ursula
Vaughan Williams, R. VW

A Biography of Ralph Vaughan Williams

ir

tful
al
that

cal (London, 1964), pp.423-430.

ab. Vaughan Williams, 'Should Music be
tic National?', National Music and other
alk  essays (Second edition, London, 1987)
an  p.2.

WIB.  Vaughan Williams, 'Harpsichord or

the  piano', in ibid., p.303.

7. Ralph Vaughan Williams, 'A Minim's

fiC Rest, in ibid., p.154.

IEB Ralph Vaughan Williams, 'What is

. Music',in ibid., p.206

ha%‘ Ralph Vaughan Williams, 'Gustav Holst:
ts an Essay and a Note', in ibid., p.151.
o10. Ursula Vaughan Williams, RVW~A

hse Biography of Ralph Vaughan Williams
of (Oxford, New York, 2/1988).

hd1l. Hugh Ottoway, under 'Vaughan William

Ralph’, inThe New Grove

(London, 1980) vol.19, p.569.

William JamesThe Varieties of Religious
Experience (New York, 1902), p.486.
William James, ibid., p.507.

R.Vaughan Williams, 'The letter and the
spirit', National Music and Other Essays
(Second edition, London, 1987), p. 124
Ralph Vaughan Williams in Northrop

al
ok2.

in
ioh3.
14.

ist
tes5,

PAGE 12

as

t

h

D

p-

fe.

h
we

sh
he

an

Moore (ed.) Music & Friends
(London, 1979), p.121.

Ralph Vaughan Williams, 'Bach, the
Great BourgeoisNational Music and
other essay$Second edition, London,
1987),p.171.

d

b7 Howard Mayer Brown, 'Pedantry or
)rf1e Liberation?', in Nicholas Kenyon (ed.),
D

Authenticity and Early MusiOxford,

1988), p.55.

Frans Bruggen, in an interview

conducted on 22 March 1977 at Ann

Arbor Michigan, in ed John Harvith and

Susan Edwards HarvitEdison,

Musicians, and the Phonograph: A

Century in Retrospect

(NewYork, Westport, Connecticut,

London, 1987), p.204.

Ralph Vaughan Williams, 'How Do We

Make Music?', National Music and other

essays (Second edition, London, 1987),

p.223.

Donald Tovey and Geoffrey Parratt,

Walter Parratt: Master of Music

(London, 1941), p.67.

Ralph Vaughan Williams, 'A Musical

AutobiographyNational Music and

other essay$Second edition, London,

1987), p.183.

Edward Dannreuthe¥usical

Ornamentatiorn(London, 1893), vol.1,

p.vii.

Ralph Vaughan Williams, '‘Bach, the

Great BourgeoisNational Music and

other essays

(Second edition, London, 1987), p.176.

G.M.TrevelyanA Layman's Love of

Letters(London, 1954), pp.124-5.

G.M.TrevelyanGaribaldi and the

Making of Italy(London, 1911) p.297.

Ralph Vaughan Williams, 'Bach, the

Great BourgeoisNational Music and

other essay$Second edition, London,

1987), p.171.

Ralph Vaughan Williams, ‘Should Music

be National?', in ibid., p.9

'Fare Well'Motley and Other Poems

(1918), The Complete Poems of Walter

de la Mare (London, 1969), p.218.

William JamesThe Varieties of Religious

ExperiencgNew York, 1902), p.489.

30. Manfred BukofzenMusic in the Baroque

era (London, 1948), pp.xiii-Xiv.

31. Martin Cooper, 'The critic's task’, a BBC
Radio talk recorded on 16 August 1971,
BBC Archives LP 34939; printed in
Judgements of Valu®xford, New York,
1988), pp.3-7.

e

19.

20.

21.

22.

23.

24.

25.

26.

27.

28.

29.

'904'8T ‘Ydegd ot

ON'ST “eIS°eT ‘92T ‘(907 Jo ‘qo9 o)
DH "TT O0JUSM\'0T ‘UUI'8 ‘NDV'9 Ndoeq’s
‘queTy ‘UnN'e ‘ploulyg ‘selbnodT
:umoq

e aukayd 6| 491s04°8T

‘Uuy’ LT ‘UONIN Uyor T ‘“‘puowioT]

07’6 ‘wey /. ‘uefung'g ‘Aeudwy umoq ‘T
:SS0J0Y

:uonnjos




On Reading Arnold Whittall’s Article on
the Fifth Symphony

There are many ways of writing about musjcwithin his own framework the composer h

and in every issue of the RVW journal we

treated to a wide selection. If | divide theseonvincing way. Mr. Whittall says that w
ways into two broad types, it's only becaysshould not

rsaid everything in the most cogent a

...seek to undervalue t

it suits my purpose today, in so far as|itlisparities and diversities that are presen
supports what | want to say about an articlehe symphony... the unquiet as well as

in the February issue, as well as what | warderene." A fair warning, and perhaps n
response to the work is a perfect example

to say about Vaughan Williams.

this danger.

The first way of writing about music as | s¢e

it is to give information. There would beWe are often stimulated by disagreeme
little point in devoting years to detailedand a few of Mr. Whittall's observation

research, for example, if, in the end, ypwsurprised me, as did some of the words

didn't pass on the truths you had discoveredsed. So when

Music students, too, need writing to
factually based.

The second way gives less information K

stimulates a more active participation in t

reader by asking questions. The writer m
not have answers to these questions, perh

because no answers exist. A good exampl
this is "Whatdoesthis amazing symphon

reactions with his.

awords "bleak and disturbing" don't work f
ape at all. Having said that, finding oth

say, mean, want of us?" from the latevhat it's not. It's neither peaceful nor cal

Christopher Palmer in an inspired book
note accompanying a recording of the Si
Symphony.

I'm not talking about speculation her
Speculation is the kind of writing that pu
words into the mouths of people

biographical works, because this is what th
might have said in a given situatio
Speculation is feeling that we understandg
composer so well that not only do we knd
what he did, we also know why he did
There was no speculation in Arno
Whittall's article about the Fifth Symphon
There was lots of information, but there weg
guestions too, and even suggestions
further study. And one thing which seen
unarguable is that the very finest writing w
have the effect of sending us back to
music. Mr. Whittall's piece had just th
effect on me, and I'm grateful to him for thg

It's never too soon to revisit the Fifthl also differ from Mr. Whittall in his view of]

Symphony.

The weight Mr. Whittall places on Michag
Kennedy's comment about the sympho
being made up of "so many varyin
constituent elements" is surely right. And y
something which has always struck me is j
how remarkably unvaried it is, at least
tone. From the animated passage in the f
movement, which in some performances ¢
sound like Tchaikovsky; through the who
of the scherzo; the alarums which sound
the Romanza; and then, of course, the rep
of the first movement theme in the final
none of these, at least to this listener, distu
the overall atmosphere of the work. Y
unvaried doesn't mean monotonous, and
work is not a bar too long. It ends, in fact,
just the right moment, not because we wo

efor example. It seems to me devoid

close, nor yet does it disintegrate in
nothingness as happens elsewhere. It lac

sexplained by the fact that the sympho

egnd of the first movement of Beethov

dwhat it has to say, but rather, still in t
y.process of saying it. (This is not at all t
rsame as saying that it seems unfinishe
forhus it seems to me that the beginning of
nscherzo is not a means of getting away fr
lithis mood, but a continuation of it, th
heomposer changing only the tone of his vo
swhilst continuing to say the same thing.
at.

the word triumphant seems right, but t
2| other word he uses, genial, is by far the m
nimportant. But it's not the whole story. TH
gopening pages can't fail to produce a sm
ebn the listener's face, yet tears are not
usgway either. Why is this? A personal reacti
nconcerns the intensely human spectacle

irsomposer who, having used a sing
adescending four-note phrase for so long §
eto such telling effect in the third moveme
ibrings it back again so soon here. So sim
iskat Allelujah phrase, and yet it means
e:much to him that he can't leave it alone. T|
rbwtion of a composer so moved by what is
etmore than a tag, to the extent that we fing
theo frequently in his music, and at su
asignificant moments, is moving in its turn.
Id

ut find myself at odds with Mr Whittall in hig
heview of the close of the first movement. H

> ofords is difficult, beyond saying that th
music is slow and quiet. It's easier to s

esense of finality in a way which is ng

ncontinues for three more movements. (T|

aghe most unequivocal in all music, as
nétraightforward in their own way as the
e closing pages of Beethoven's 5th | don't at all
henear "suspended animation" and even less "a
istate of numbness". Suspension at the end of
hthe first movement, perhaps, but not here.
nOne might want to know why Vaughan
oWilliams decided on a long, low timpani roll

in the final bars. Drums, after all, are
associated with thunder and war, threatening,
ntmenacing us. Such things are very distant
shere, and we mustn't spend too much time on
htne question for fear of losing sight of the

I did revisit the Fiffhwood through the trees. All the same | think
eSymphony it was also to compare n

nythere's no denying that the radiance of the
final moments of the symphony would be
even more enhanced if the timpani roll were
not there.

is

rin the end it's a tiny thing. From the moment

erthe little storm - | choose my words carefully

e- provoked by the reappearance of the

agymphony's opening subsides we slip into a

mworld where the two conflicting emotions -

osmiling through tears as if in some

thragedy. It doesn't provide anything like a fulllsentimental film - are even more present.

torhose wonderful, overlapping, rising
sAdlelujahs are perhaps a symbol. Do they
trepresent human aspiration as a cathedral
nypire does, for example? Perhaps they do, but
hé's not important. (And we might remember
rhere that Britten later used a similar

n.Seventh, for example, manages both at onceagchnique to equally moving effect at the end

B is, in an extraordinary way, provisionalof "Death in Venice", though the emotional
vwmusic: it's perfectly formed and polished, yetvorld evoked there is very different. Traces
tit comes to a halt not without having saidof it can even be heard toward the profoundly

emelancholy close of the same composer's

neorchestral suite "A Time There Was...".)

d.)

h€his is music of such extraordinary

broontentment that we may well be moved to
etears by it. Is this the duality Mr. Whittall
ceefers to? Here, unlike the close of the first
movement, there is real calm, real peace. I'm
not at all surprised at the reaction of
contemporary listeners who heard in it a

the finale. | agree there are passages whesamming up of an old man's life and work, a

heoerfect valedictory gesture, even if we can
Drieear this more clearly today in, for example,
e'Tired", a tiny little song written towards the
ilreal) end of his life. And it would be easy,
fdoo easy, to hear in the agitated passages of
othe symphony the trials and difficulties
fvahich occur from time to time in any life. All
lehe same, this is healing music, heart's-ease.
anid should be prescribed to anyone sick in
ntbody or mind, and in particular to people
blsuffering loss. The emotional content of the
s@inal pages corresponds exactly with a person
healling to mind a departed loved one,
neometimes with a smile, not without tears,
ibut always with warmth and pleasure, once
chihe worst of the pain has gone away.

be bored if it went on longer, but becau

William Hedley

sé\s for the closing pages, | find them amongst
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Incert
Reviews

Superb VW in Liverpool

Liverpool concert-goers all remember wi
notoriety the season held a few years agq
the Anglican Cathedral whilst th

Philharmonic Hall was under refurbishmentSibelius 3 as the single work in the secq

Laying that memory to rest on 22nd of Ap
was a concert billed ‘Music for Easter’,
well-conceived programme  featurin
excerpts from Bach’s Passions, with RVW
Tallis FantasiaandFive Mystical Songsplus
a clutch of shorter works,

memorable. The low organ notes in Elgaf’s

Sospiri manifested by a gigantic shudderi
sensation, threatened to loosen the vault
stones above us; and TaveneB®ng for
Athenereally did ‘bring the house down’ — i
the wrong place. It seems that despite
popularity, the public hasn't quite got used
Tavener's style yet.

lan Tracey conducted the RLPO strings i
careful performance of th&allis Fantasia
prefixed by a disembodied performance
the original Tallis psalm setting. ‘Carefu
isn't a slight: this particular Cathedrs
acoustic always threatens to swamp. T

quartet, therefore, was kept at a safe distan
closer than in rehearsals. Andrew Dav|s

recent controversial experiment for the BH
of placing them at the opposite end of t
nave in Gloucester would never find as mu
success here.

| wondered howFive Mystical Songsvould
fare. | shouldn’t have worried. This too
Cathedral music, and I'm tempted to sugg
that this performance sounded better th
anything I've ever heard in a studio acous|
on disc. Full marks then, to Bariton
Christopher Maltman, the Royal Liverpo
Philharmonic Choir and Liverpool Cathedr
Choir for sheer beauty of interpretatio
After the Tavener faux-pas, | wasn
surprised to hear generous applause after
first song,Easter One of my favourite RVW|
pieces, performed superbly in a glorio
setting — what more could | ask for? Well,
seems that Chester Cathedral is the venue

yet another interpretation in May according

to my diary...

Rolf Jordan

all equally

Symphony No 5 and The Lark Ascending
Exeter Cathedral April 13th
There’s no doubt that from the atmospher
point of view Exeter Cathedral is Devon
most foremost concert venue. It was good
see that a largely VW programme (with t
addition of the Sibelius 3) filled every seat

the house.

The Lark was given a well paced and flawle
performance by Jonathan Carney who coj
effortlessly with both the more taxin
passages and the long sustained notes of
hfinal sequence.

in
e Symphony No. 5 — given precedence over

0

n
ilhalf — proved far from pedestrian and t
dconductor Paul Daniel certainly managed

~

'sorgan

tewonderfully well,
hesubtleties, an arrangement | wouldn’t hesitate
into hear again.

church of St. Hildeburghs in Hoylake, the
performance proved surprisingly powerful,
despite reduced forces, and highly moving —
perhaps for the same reason. David Houlders’
reduction of the score worked
losing none of the

| was privileged to attend rehearsals and

sebserve Musical Director Simon Russell
pedfilling the Society, now in it's 53rd Season,

in the phrase ‘Rattle quicker, heavier drums’.

tQaite why | found myself in with the tenors

at one point, | can't explain. Good sense won
out in the end — | remain a listener!

the

d Rolf Jordan

ne

,.‘

9pu|l something out of the hat (in commg
Swith the almost identically named conjure

Daniel set about the work with consideral
“enthusiasm — perhaps almost over enthusi

=

= —

1dn some passages. Taking the same appr
in@s Sir Yehudi Menuhin in his memorab
irgin recording; he gave considerab
L, emphasis to the more ‘robust’ sections
hi®ovements 1, 2 and 4. His approach
tgtamping his authority on the piece was |s
noticeable that some of the ‘pithy’ trombong
passages sounded more akin to Symphony
than 5. This stance was more than borne|o
when during the final passacaglia the keft
ofirum player went about his business wijt
"such gusto that the end flew into the air frg
!l one of his drum sticks. The offending sphe
h§oared into the air and came to earth among
Cﬁ]’e trombones — but none of these w
hocked into silence for the rest of t
h(g)erformance.
ch
By contrast the 3rd movement was bg
magical and ethereal and made all the m
memorable by the surroundings as the |
svestiges of twilight dimmed amidst the sea
pstained glass. The concert was concluded
awell-deserved warm applause. | wond
tichough, what would have been the recept
€if Daniel's had tacked No.6 with the sam
blgusto? Perhaps he would have achieved W
Blihe Luftwaffe narrowly failed to do to th

Ncathedral in 1941.
't

the

Q)

I9
L

= 5

6

D =

Rob Furneaux

Us
it

for Powerful Dona Nobis Pacem

A belated mention for a concert held Ig
November: Hoylake Choral Society’s we
attended Remembrance Day Concert, wh
featured Mozart'fRequiemand RVW’'sDona

id
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OFTFER TO RVW
SOCIETY
IMEMIBELRS

The Rochester Cathedral Choir under
Roger Sayer, with Sean Farrell (organ),
are issuing a new CD of VW’s music
called A Vaughan Williams Portrait.
The contents are as follows:

O clap your hands

The Blessed Son of God (Hodie)

The Call

Hymn Tune Prelude on Rhosymedre

O taste and see

Sweet day so cool

The Song of the Tree of Life (The
Pilgrim’s Progress)

This is the truth sent from above
Mass in G Minor
Valiant-for-Truth
Te Deum in G
Come Down, O Love Divine (Down
Ampney)

Antiphon

The recording 1is on Lantern

Productions LPCD 4 priced at £13.99.
Sean Farrell has kindly offered the
recording to RVW Society Members at
£9.99. Members should quote reference
LANT/RVWSOC with cheques made
payable to Lantern Productions. Orders
to 3, St. Margaret’s Street, Rochester,
Kent ME1 1TU. The intended release
date is 1 May, 2000

Nobis PacemHeld in the attractive red-bric




Music you might like

Andrea Preston introduces
us to the music of George Lloyd

Some years ago my local library sold the rec
stock and invested in CD’s. Among the barga
I managed to bag, for the princely sum of 5
each, were three records of George Lloyj
symphonies, numbers 2 and 9, 5 and 7. |
heard George Lloyd’s music before but this w
the first time | had paid it the attention
deserves.

George Lloyd was born in St Ives in 1913.
served in the Navy during the war, returni
badly shell-shocked. He became a ma
gardener in Dorset, growing first carnatio
then mushrooms which he found |
temperamental. Finally he retired from mar
gardening to concentrate on composition.

His repertoire is impressive twel
symphonies, four piano concertos, a symph
mass which was premiered not long before|
died in 1998, short orchestral and solo pi
works. His music has a gentle, lyrical quali
he always maintained he was not afraid to w|
in a tuneful style unfashionable though f
might be. This is not to say his music is noth
but bland, pretty tunes. It can be as tempestt
as the sea around Godrevy lighthouse, at ti
it is downright exciting; | always think his firs
piano concerto would be an excelle
accompaniment to a gripping thriller.

George Lloyd’s music has been — and still i

greatly neglected. It deserves bet
breecognition. Anyone who enjoys English mu
nshould certainly try it. My personal favourite
Ophe 11th symphony but in truth none of |
dworks have disappointed me. When
hatiscovered that many of them are only availal
asn CD | bought a CD player and upgraded
itrest of my hi-fi system solely so that | cou

collect those works missing from my collecti

élis music was also responsible for rousing in
gne a compulsive urge to return to Cornwall,
kehich | did every year for several years, coming
g0 know this beautiful county very well. Music

svhich can have such a profound inspirational
eeffect on a person must be of some
consequence and deserving of attention.

e Andrea Preston
nic

he Works

NOperas lernin

- The Serf

Ite John Socman

is

N&horus & Orchestra  The Vigil of Venus
ous

N&Yymphonies Numbers 1 to 12

t

NVjiolin Concertos Numbers 1 to 2

Piano Concertos
; -

er

‘Scapegoat’, (Nol)
and Numbers 2 to 4

Ii;Aubade’ for 2 Pianos

'SIAn African Shrine’ & other solo Piano works
ble . , .

th(,f‘ Miniature Tryptych’ for Brass Quintet
|gVarious pieces for Orchestra

nVarious works for Brass and Wind Band

Book you might like

Paul Chennell considers Grainger on Music
Edited by Malcolm Gillies

and Bruce Clunies Ross

Oxford University Press, 1999,

£35.00, pages 396 (ISBN 0-19-816665-6)

Since the publication twenty-five years ago
John Bird’'s masterly biography of Perg
Grainger, our understanding of this compo
has grown immeasurably. Grainger, li
Vaughan Williams, was an outstanding
successful collector and arranger of folk son
and a composer who has been rather negle
in the nearly forty years since his death. It
instructive to read what Grainger has to say
music, it's composition, performance and pl3g

in the community, in order to understand hi®f Art in Europe considers music by Purce

musical legacy. As we read more of wh
Grainger has to say about music his reputa
as a thinker grows.

Grainger on Music contains 46 essay
spanning the period from 1900 to 1955, m3
of which have been published. The book al
contains an introduction and a list
Grainger’'s writings. These reveal th
extraordinary breadth of Grainger's musiq
interests; from Richard Strauss to jazz,
from Anglo Saxon folk music to the works
Natalie Curtis. They also reveal Grainge
democratic approach to music and mu
making. He is not always looking back to t

g

contains one piece; Beatless-Notation
Maching from 1902, which must surel
predate most of the thinking of more radi
musicians of the 20th century by seve
decades. This piece was not published,
shows how early Grainger was thinking of n
ways to write and present music.

Several pieces in the book are specificg
concerned with English composers and Eng
ofmusic. Not surprisingly Grainger has much
ysay on Vaughan Williams and his mus
sehccording to Ursula Vaughan Williams in h
ebiography of her husband, he had met Grairj
lyby 1903, when she suggests that Grainge
g®ne of "so many friends" of Vaughan William
ct€dey were to remain in contact for the rest
i%aughan Williams’s long life.
on
cErainger’s fascinating 1929 artidimpressions|

atvhich he believes to have been akin that]
idbelius and Vaughan Williams in their musig
moods. In this same article Grainger obser
"The golden worth of Vaughan William’
5 music becomes more evident each year.
niPastoral Symphony seems to be the m
seuccessful essay under this title by
bfcomposer". Grainger calls Vaughan Willial
eConcerto Accademicda happy achievement
al
nth an article from 1949 entitledusic Heard In
pfEngland Grainger suggests; "To see what
rémmersion in folkish and early polyphon
sitraditions has accomplished for Vaugh
haVilliams we need only examine the fir

g

past, but is truly forward thinking. The bog

extended melodiousness, full of curve-beauty
y (analogous to Hogarth's ‘curve of beauty’ in
athe pictorial arts) has replaced the short
abreathed themes of the classic symphony and
buthere the 19th century tune-on-top procedure
pws replace by a polyphonic texture in which all
the voices enjoy an exact equality of melodic
pregnance and importance". Grainger suggests
llyhis accomplishment can be heard in the
isRourth, Fifth and Sixth Symphonies by
td/aughan Williams.
C.
erin this same article Grainger suggests that in
géime the Sixth Symphony by Vaughan Williams
rvgill be seen as his greatest. He believes
s.Vaughan William’s music provides a cosmic
ofision. In the articleDemocracy In Music
which was not published, but which is dated
1931, Grainger suggests that Vaughan
William’s music, which is polyphonic,
Ilsuggests that the music is democratic. He
dselieves this kind of music is richer and more
alsubtle than all other kinds of music. This is
espmething for us to think about in an age when
5 much contemporary music is wholly
Hisapproachable to many people.
ost
nirhis book will be fascinating for all those who
ndove English music, and admire the musical
'. achievements of Percy Grainger, who can now
be seen to be a much greater creative musician
than he has been viewed as in the past. This
abook will help us understand more of
cGrainger's musical thinking, and shows him to
are a progressive and a musical prophet.
st

kmovement of his Fifth Symphony, whe

e Paul Channell
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Book Review

Vaughan Williams
A new book by Simon Heffer

o)

pieces will not be so defined: it is this which|iBritish identity offers a clue. But apart from
leading to the growing perception that RVWthe author's considerable love for the man
like all great composers, wrote music for thend his music, Heffer has other things on his
world, not just his native country. Anothermind.

problem for Heffer is the composer's socialist

leanings. He may correctly identify RVW'sDid Weidenfeld & Nicholson commission you to

Weidenfeld and Nicolson, £12.99, 152 pa

The launch of Simon Heffer's new biography|
is a major event and is covered in the
Journal by two reviews and an interview
with the author.

We begin with a review by Barry Forshaw

If you plan to take to your desert island a pi¢
by Vaughan Williams that evokes a vanish
Arcadian England rather than one of

knottier, more neurotic symphonies, this co
be the book for you. As a journalist, Sim
Heffer would certainly excoriate any politicig
(left or right) who used an issue dear to
heart as a political football. But in th
otherwise admirably Ilucid and conci
biography, Heffer is guilty of claiming

composer for the bluer end of the spectr

S parents as espousing a brand of Conservativeite this book, or was the initiative yours?
radicalism, and mention (without apparent
irony) that RVW was inspired by his teachers aiVell, Weidenfeld were creating a series of short

» the RCM such as Stanford and Parry who hadlyes, and asked me if | would like to contribute.
for the first time, made music seem a "fit careerhad always wanted to do a book on Vaughan
for a gentleman”, but RVW's refusal of |aWilliams, and | asked if | might do this. | know
knighthood was only one of the many areas ithat there is a man who is collecting all the
which he was a very diiferent Englishman fronetters (a twenty-year-process), so | realised
Elgar. While the latter lamented the loss|othat there was no chance to do a comprehensive

echorses rather than men in the First World Wahiography. But | saw this as an opportunity to

eaughan Williams saw active service (despitelo a sympathetic biographical essay.

nidis age) as a private in the ambulance corps in

uldFrance. RVW's agnosticism, too, ill fits theOne thing that comes across a very strongly is

precclesiastical straitjacket of the High Churctyour own enthusiasm - both for the music and

njourneyman composer. And when RVW hashe man?

hisndergone one of his periodic periods |of

sdisillusion with the Labour Party, Heffer I'm very fond of him. Also | don't think that

sesuggests that he is not the only socialist] tanybody of my generation - I'm 40 - had written

Aa recant once he actually saw the ideal put intabout the man, and most of the other RVW

urpractice, and is soon yoking the spectre| dfiographers had been born in the early part of

whose socialist credentials are pretty w
unimpeachable - while grudgingly admitti
Vaughan Williams' antipathy to politic
conservatism. RVW's supranational statu
finally becoming established in no uncert
terms. As little as ten years ago, eyebr
would have been raised at the claim t
Vaughan Williams is the greatest of Engli
composers. Elgar, surely, or Purcell? An
the modern era, Britten is clearly the nat
recipient of this sobriquet. RVW always h
his advocates, most notably Sir Adrian Bo
even in the period of neglect that immediat|
followed the composer's death, Boul
performances had the imprimatur of

friendship with the composer and served
admirably proselytizing purpose. But after
ground-breaking recordings and performan
of Andre' Previn, who demonstrated tha

elBtalin to such a horror. It has to be saidhe twentieth century, and were alive when
gthough, that these tendentious passages| faughan Williams was writing his music. |

| subsumed in Heffer's self-evident love andhought I might be able to bring something
isnthusiasm for the composer and his music| fesh.

ircool, measured prose, Heffer makes the

wstrongest possible case for placing RYWDid you find it intimidating, the thought that

agecurely on the slopes of Mount Parnassus -|asdch writers as Michael Kennedy had done
lthe composer's admirers may forgive him fosuch impressive work on RVW? Kennedy is
imttempting to hijack him as an unconscigusften acknowledged in your book.

ratandard bearer for the right.

d I know Michael very well - he's a very close

It: Barry Forshaw | friend - and | appreciated that there was nothing
ly | could add to a lot of the work that he had
's  Simon Heffer talks to Barry done. | set out not to try to replicate or imitate

is Forshaw about his new biograpk ichael, but to look at RVW's music from a

an o turn-of-the-century perspective, as well as
he of Vaughan Williams giving the biographical facts. That is essentially
es what | sought to do.
a

Did you see yourself as fulfilling any kind of
proselytizing role for RVW's music?

| certainly feel that people should be

encouraged to listen to his music, and if what |
have done can facilitate this, that's all the better.
It is refreshing that his music is not as neglected
as it was fifteen or twenty years ago. When |
was a young man, there were very few

performances.

Yes, events such as Andre Previns recording of
the symphonies were positively seismic back

refusal to accept the perception of Vaug
Williams' music as the apotheosis of Engl
pastoral. The markedly international violer
and drama of such works as the ballet Job
the Fourth Symphony are now as familiar
such quintessentially English pieces as

mystical Fifth Symphony, and it is no long
easy for the composer's detractors to see
music as a simple celebration of this count
Arcadian beauties. It is the latter whi
presents a problem for Heffer, who cleal
wishes to embrace of RVW as the first gr
composer of music that is incontrovertih
English. That some of the music undoubte
is just that may not be gainsaid, but the neur
and alienated aspects of his more disturh

then?

sh

ce That's true, and the championing of his music
and by American conductors is still important; if |
as Simon Heffer had to choose one recorded cycle for all its
the faults, | would choose Leonard Slatkin's, which
er has some quite remarkable performances.

Ms a biographer of Vaughan Williams, the
y'political journalist Simon Heffer may seem
chto be a curious choice. With acclaimeg
Iystudies of Thomas Carlyle and Edward the
eaBeventh to his credit (along with 3
lycontroversial polemic Nor Shall My Sword,
dlgbout the need for an English national
ptidentity), RVW may seem a surprising figure
infpr Heffer to tackle... unless his book about

It's slightly depressing to hear that some of
those Slatkin performances are already being
deleted, although there is a possibility of re-
issue.

Really? It's sad that such a fine set should be
deleted.
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| sense a certain dichotomy in your book: wh
wishing to celebrate Vaughan Williams as @

greatest national composer you also feel tha

is a composer for the world. Do you think the

things are antithetical?

As an Englishman, |
representations of nationalism in music not j
England, from whatever country. Smetana
Ma Viast, for instance and Wagner's celebrat
of the German soul. At a time when oth
composers were celebrating nationalism
music, RVW was attempting to do the same
put England on a level playing field, so
speak.

You mentioned Smetana: why do you think
his brand of nationalism is so wide
exportable, while other nations resist the saj
impulses in Vaughan Williams?

That may have been true once but | believe
Vaughan Williams is exportable these da
Travelling around the world, | see his mu
represented on CD far more than it was,

performances of the works are starting
happen in other countries. Although, of cour
there are still too few performances in t

country. The thing about other Europejambasic facts, and, hopefully send them anew
countries, though, is that they all have suycthe music.

rock-solid musical traditions of their own, al
it is proving difficult to break into them. I'vi
always been very critical of the BBC in th
country for only promoting our music in a ve|
limited way.

You think there's still a perception abroad th
we are "das land ohne musik"?

No, | think that has broken down, th
prejudice; we are seen as a musical nation

The trouble is that while new composers n
have a hearing - however brief - not enou
attention is played to the music of the early
of this century. Elgar, Parry and so on.

I would guess from what you say that you wo
have negative views about the Glock regimg
the BBC, during which the music of many m
traditional English composers such as Malcg
Arnold were neglected in favour of the late
twelve tone piece?

| think Glock was an absolute menace, and
whole period was extremely bad for Briti
music.

Certainly, composers such as Arnold suffe
because of their unfashionable insistence
writing relatively tonal music?

Absolutely. | think he was an atrocious ma
Mr Glock. The irony is that a lot of the musg
that he championed is falling away, a
composers such as Arnold are finally com
into their own.

Your book undoubtedly has a politic
dimension?

Well, I'm a political writer. That's how | ea

my living. | view things through a politicgl sharp on Hoist, and although the limitations
prism,and | couldn't help but be interested| im 200 page book no doubt precluded thig
Vaughan Williams' politics. He was, of coursewould like to see you talk more about the

enjoy hearin

iléar to the left of me - and he had this idea

uboth a world union and the European Union.
heractical terms, though, his enthusiasm fo

sanited Europe would nowadays translate v
well into Euro-scepticism.

udtiographies, Vaughan Williams' life woul

iomakes for compulsive biography. Ken Rus
especialised in scandalising music lovers w,
ihis outrageous film biographies of composé
teuch as Mahler and Richard Strauss, but
tovirtually gave up with RVW and produced
very anodyne film, with Russell himself redug
to attempting (on film) to convince his clea
haobred young daughter of the compose
yvirtues. Did you find the absence of a
mstriking events (apart from, possibly h
wartime experiences) a problem?

thiltell, it might have been a problem, if | hg
ysheen obliged to write a 500 page book ab
sidhim. But | considered that what was import3
anabout his life might be got into a short
teolume, and the lack of any obviously dramal
senoments would not be a problem. All | real
isvanted to do was to acquaint people with

d
e You don't go into great detail about h
ischaracter... You stay quite close to the musi
y
To some degree, it seemed to me that
character was pretty well open and shut.
atvas obviously a very decent man - a good
fashioned gent. There’s plenty of evidence
his kindness to the younger composers - ang
atcourse, the help he offered Holst. In all t
osources that were available to me (and | v
ayery thorough) | was hard pressed to find 4
ghvidence of him being mean or nasty. He v
arh that great tradition of late Victorian liberal
a very earnest figure and very much part of t
Darwinian, almost pre-Bloomsbury ideal.
uld
> &@ut the monstre sacre almost automaticg
orenakes for an interesting biography Wagner,
Ininstance?
oSt
Of course, but if | wanted to write a book abg
libertinism and sex, | wouldn't have chos
hatwughan Williams. What's interesting abo
shhim is the way he enunciated in his music w
| feel to be my country, and the landscape of
country. Although, of course, | feel that he
rethost interesting when he stops writing ab
othis landscape in his music, and also st
looking backwards, beginning to draw h
inspiration from the painful events around hi
an,
icYes, you clearly regard such works as f
ndourth and Sixth symphonies as his m
ngignificant?

If there were only the Arcadian RVW, he wou

stature is defined by this astonishing range.

n It's interesting that, inter alia, your book is ve

gCompared with the subjects of your oth

i@ppear to be lacking in the kind of drama th

alstill be a great English composer. But h

dfriendship.
In
Bolst was an absolutely fascinating figure, and
erywould dearly like to have written more about
him. But, as you say, | was obliged to
concentrate on my given brief. But his music is
every important to me - not just The Planets, of
dcourse.
at
sdllo you think that by attempting the embrace of
ttRVW as an archetypal English composer, you
erare in danger of downplaying his universality?
he
d don't see any inherent contradiction between
ebeing archetypally English and possessing a
Iyuniversal appeal. Elgar is more quintessentially
r'&nglish in some ways, and that hasn't stopped
nyis music from travelling.
s
Does the fact that some of RVW's music - the
Fourth, for example - is supranational make it
dmore difficult for people to locate him in the
pwvay that it is always easy to do with Elgar?
nt
erPossibly, but | have a feeling that all the
tipreconceptions people have about Vaughan
yWilliams - of whatever kind - are in the process
hef being broken down. If my book can help to
wontinue the process, I'll be more than happy.

S

Our second review is by David Betts.

Over forty years have now passed since the
higeath of RVW, but the good news is that his
Heusic seems to be handsomely surviving the
oldulnerable period when any composer's
dffework can easily fall into neglect. The wide
,mnge of recorded performances of RVW's
hevorks under the batons of top-rank conductors
vaascluding for example Richard Hickox,
nizeonard Slatkin, Vernon Handley is evidence of
agrowth of serious interest, although one would
5:like to hear as much in the concert hall as on the
h&D player. Then there are the publicationsof

such works of scholarship as Wilfred Mellers'

'Vaughan Williams and the Vision of Albion’
lly2nd edition 1997) and 'Ralph Vaughan
owilliams In Perspective' edited by Lewis

Foreman (1998). And of course there has been

the founding in 1994 of the thriving RVW
uSociety.
en
ut rehearse these familiar points to provide a
ndirief context for the appearance of this new
migiography. It is of course by no means the first;
isndeed there are several, and | am not even sure
thow many. The two key established works are
b course Ursula Vaughan Williams' 'R.V.W. -A
isBiography of Ralph Vaughan Williams' (Oxford
mUniversity Press 1964) and Michael Kennedy's

'The Works of Ralph Vaughan Williams'
héOxford University Press, originally 1964,
bstecond edition 1980, paperback 1992). But
there are others, including James Day's
'Vaughan Williams' (Dent and Sons Ltd. 1961),
dPaul Holmes' 'Vaughan Williams; His Life and
isTimes' (see the letter in the last issue (17) of the
journal), and Jerrold Northrop Moore’s
Vaughan Williams: A Life in Photographs'
y(Oxford University Press 1992).
of
, With all this in mind, | think that Simon Heffer
tihas chosen a propitious time to produce a new
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biography in view of the increasing interest|irl will continue to go to the key works. Let

i

RVW and the fact that the books by Urs
Vaughan Williams and Michael Kenneg
basically belong to an increasingly distad
period. The book is very pleasantly produg
(with a nice photograph of RVW with his ¢
Foxy on the cover) and | found it an easy r¢
at 152 pages; this is a definite plus for me 3
slow reader. | can certainly recommend it
anyone who does not have time for the two
works (see above). But | found myseé
wondering how much new material w
included. Having read the key works | gug
that the answer to this is probably not mu
although Simon Heffer has of course had to
much in the way of sifting and re-presenting
a new generation. On the whole, he has do
good job, although | have some reservation
noted below.

This is most emphatically not a work

scholarship, and | mean this in a neut
technical sense. A book which depends stron
on more detailed predecessors, has no inde
footnotes to give references for quotations,
no musical or other illustrations, cann
sensibly be used for reference. | read it an
enjoyed it, but if | want later to pick up a thre

Df

layive a couple of trivial examples. | noticed wi
yinterest that the fifth symphony was dedica
ntto Jean Sibelius, without permission'.
efinishing the book | noticed that Simon Heff

siatended connection and wanted to find Sibeli

einfluences of folk-singing, friends, other
hcomposers, religion/mysticism, wars, are
ethterestingly conveyed, and there is some useful

Afteconcentration on atheism/agnosticism, mildly

rleftish politics, and the decline of the old world

atdedicates his book to Michael Kennedy ‘withoudf England and the empire. In some areas there
rapdermission’. | wondered whether there was aseems to be a constricting desire to keep the

ubook's length under control, probably for sound

tan the text - | found it on page 104 eventuallycommercial reasons. | would like to have seen a
egfter much page turning (Sibelius in an indexonsiderably longer ‘coda’ containing newly

deidow' is quoted on page 66 in relation to a fi
operformance in 1926 of Sancta Ctvitas, w

2Ifwould have helped). Inevitably, Ursula Vaughamesearched information on what has been
asWilliams and Michael Kennedy are frequentlyhappening since, say, 1965 in the way of
psmentioned though often (oddly | thought) as '’
chyidow' and 'Mr, Kennedy' respectively. 'Hisbroadcast by the BBC, by London orchestras at

isecordings, performances (e.g. at the Proms,

shome and abroad), and publications. These are
emostly matters of record after all, although of

netlze first-time reader might naturally assume thatourse some fairly tedious work would have
5 dismeant Adeline Vaughan Williams, still to hebeen necessary to bring it to our attention. This

his wife for a quarter of a century, although thevas, | think, an opportunity missed to bring the

bibliography lists no work by her.

alWhat the book is, and probably intended so,
glyell-written, pleasant, undemandi

picture up to date.

sla short, readers of this journal might well find
gthis book £12.99 well spent, not instead of more

, mroduction to the life of a sweet man who wasubstantial books on RVW but as an enjoyable

dith the context of what was happening at the ti

analso an influential and productive composeextra.
otMany of the compositions are discussed, often

David Betts

adn the world at large and in RVW's life. The

Letters

We are always pleased to
recieve contributions for this page

Getting a VW autograph

The February issue of the RVW Journ
arrived today and has already provided mu
interesting reading. How | wish | could ha
heard Michael Kennedy on 19 November
have long admired his championship
RVW.

The article about RVW’s letters brings ba
memories of my school days. At the age

about 15, | rashly wrote to the great man

requesting an autograph. | received a ha
written reply on a "White Gates" letterhea

"Dr Vaughan Williams thanks you for you
letter but he has no sympathy with autogrg

collectors and hopes you will give it up an

find something more interesting".

How much of RVW is in those few lines

his directness (!), his wisdom, and hST
generosity of spirit (for of course, bein
note contained h
signature.) Several years later, an enqu
about revisions to the Sixth Symphony

hand-written, the

brought a typed reply, but signed persona

Hector Walker

Five Mystical Songs

It gladdened my heart to read your arti
"Such Sweet Art" on the subject of théve

to doubt my own critical appreciation of th
work due to the adverse critical comment
had read. It is difficult to begin to expla
how much these songs mean to me and |
very moved when | heard them at last yes
Leith Hill Festival. So, when | recently reg
James Day’s book, an author who
supposedly sympathetic to RVW, | w

otally dismayed to
f
e

r

f

Q

o

| ,hot to confuse
"tenderness or beauty. For me at any

aughan Williams is never sentimental. If
N lid have tears streaming down his face
|- was reported when he conducted the B
‘Passions, then he is a man | can hap

relate to.

A

5|

further reason to favour this version, it has
Holt's daughter Imogen, conducting her
|¢ather’'s works. Connections indeed! If | was
to give away my entire music collection |

Mystical Songdecause recently | had begursuspect this CD would be the last to go.

s
Tadeusz Kasa
n

was

r's
d
is
s

Antartica in Antarctic:
second performance?

read his negatiydt never rains but it pours. | read Bob Rush’s
riticisms of the work. Similarly | havent letter just after we got back from the
een able to listen to the work of BrittenAntarctic peninsular (on the rather more
ithout prejudice since reading his rathefuxurious Marco Polo). &lsotook a tape of
catty remarks’. Sometimes it's just pointlesBarbirolli's version — and played it off the
analysing crotchets and bars when oneSouth Shetlands, whilst re-entering the
basic feelings do the job. It is also importanDrake passage, and steaming past long ranks
sentimentality with of icebergs: It makes good sense there! |

atbink | can claim a legitimate "furthest
nesouth” for this hearing, since it was south of
ake "Antarctic convergence", and at about 65
acdouth latitude: According to my atlas,
bilMlacquarie Island is north of the
Convergance, at about 55 south. However,

rpﬂ/ we were just being hedonistic, and did no

hilst | have heard only three of the CD'sserious research work "down there"!
d,. . .
discussed (I own two) in the CD review my

own particular favourite is the EMI versig
featuring John Shirley Quirk with Davi
i_WiIcocks conducting of which | never tire
o those members who have never heard
%CD may | urge them to do so because
ir'Songs" are coupled with Gerald Finzi
antata Dies Natalis with Finzi's son,
Christopher conducting. Since Finzi was
¥riend of RVW and RVW had conducted tf
cantata at Dorking and Christopher was &
an acquaintance of RVW, it makes
compelling reason to buy this particular C
Wilfred Brown's voice is magical. As
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nAfter our return, | turned to VW's eighth —
d for no particular reason | can fathom. It gave
2. me an extraordinary insight into the diverse
thand variable) power of absolute music to
thevoke emotions and reactions "in
'stranquillity”. | found that the later symphony
evoked the remote icy grandeur of the
@ntarctic, and it's stillness and "presence",
eeven more physically and realistically than
Isbad number seven. | now feel the "Scott"
asymphony to be somehow more mystical and
Dabout the idea of the place, and less redolent
n of the fact Is it possible that VW learned




more (or thought more deeply) about t
southern spaces, after (or even because
completing the conversion of his Scott mus
to symphonic form?

I would be intrigued to know whether arj
other members get any analogous reactid
on listening to these two late symphonies
sequence”.

Angus J. Duke
Stratford-on-Avon

Captain Scott

Eric Hung’s contribution to the Novembg
Conference Scott: National Hero or Se
Involved Zealot reported in the Februa
Journal deserves fuller exposition, althou
in review it's conclusions certainly confirn
the statement made in the biography, t
VW "...became more and more upset as
read about the inefficiencies of th
organisation; he despised heroism th
risked lives unnecessarily (RVW, Ursula
Vaughan Williams p279). Ralph’s judgeme
was correct and ahead of the popular view
the time.

Although the full extent of the
mismanagement of Scott's Last Expediti
has only been understood in recent years
Ealing film did not disguise the mor
obvious errors, for example the one noted
Ralph in taking five men on the final stag
but in the film maintained the popular fictio
of a Kiplingesque stoicism in the face
malignant adversity.

This was also untrue: Scott exhibitg
deficiencies of character as well as
judgement: the choice of the unfit arn
unreliable Evans merely to represent f
‘other ranks’ against men of prove
toughness and worth such as Lashley ¢
Crean was not only disastrous b
demonstrated his poor evaluation of men.

In the film Scott exhibits a patronisin
leadership, if he listens to anyone at all it
the avuncular Wilson, but the nature of h
attitude and qualification to lead such a hig
risk expedition is well exemplified by a
incident from his previous expedition whe
at one stage he confronts his fellows, Wils
and Shackleton as follows

"Come here you bloody fools". Wilso
asked if he was the one addressed, S
answered in the negative. Shackleton th
said he must be the one. Scott repl
"Right, you're the worst bloody fool of th
lot, and every time you speak to me like th
you'll get it back".

Perhaps not too much should be expecteq
men on a protracted and isolated expedit
in a harsh and unyielding environmer

@®nsions not unknown even to the organi
idmundsen, whom history has rewarded wj|
relative obscurity for his success-mu
better to fail and create a few myths alo
ythe way.
ns,

'iMhe worst aspect however is that pub
perception of what occurred is based on w
was written by one man — Scott, so that e
the death of Oates, usually regarded as ar
of self-sacrifice may not have been what
seemed.

Mr Hung’s thesis is reported to suggest t
VW'’s collapse of the theme at the conclusi
of Antartica is a denial of the heroism; | h
ralways assumed the decay of this to
fmerely symbolic of the termination ¢
yScott’s party.
gh
n The extent to which heroism is involved
hatertainly questionable; stoicism by the pa
him the face of oncoming death is someth

ewhich may be assumed — but what else cg
athey do?
It must not be overlooked that o

nunderstanding of it is based only on t
afccount which Scott wrote — for posterity.

David Tolley

or(Editors Note: The February, 2001 edition
tlod the Journal will focus on the film Scott
e of the Antarctig

by

€,

n
bf VW Conducting the Fifth Symphony
Referring to the article in the Journ
dregarding RVW conducting etc., | wou
ofery much like to hear RVW conductin
dsymphony no. 5 (and any works b

nmembers would. Is there any way the Soci
athn get access to these recordings? Ma
usome kind of "subscription recording" cou
be floated. I, for one, would be very willin
to pay "over the odds" to hear this a
g hopefully other such recordings.

is

is Kevin Hill
h-

h

re

on Recording of Funeral Service

At the time of RVW’s funeral | chose t
n absent myself from the local grammar sch
catd as to record the VHF transmission of

arnhole service from the Abbey. Richa
e®imbleby’s commentary is still fresh in m
e memory but, unfortunately, the tape a
atrecorder have long disappeared. As | re
Sir Adrian Bolt was conducting the LPO al
amongst the VW works played were t
dfives and Lazarus Five Variants.

on

tif 1 thought that | was the only person

heShackletons last expedition revealed siichave "captured" this transmission my loss

sedould be immeasurably worse. Is there still
tlavailable some devotee a copy of the
ctbroadcast?
ng
Dewi Roger Price
(Editors Note: Any member who can help
licshould contact Stephen Connock)
hat
en
act
it Job: A Masque for Dancing
| write as a devotee of this unique work;
nanusic for the ballet based on Blake's
orlllustrations of the Book of Job’.
nd
b&his is RVW at his most inventive; sweeping
f themes, mischievous rhythms, overwhelming
discords, and just as overwhelming
melodious English scoring that transports
isthe listener to some mystical yet familiar
rtyethereal world ...
ng
ulthe full scoring includes tenor saxophones,
bass flute and organ and the whole piece
rlasts 45 minutes. The first ‘concert’
heerformance was given in Norwich in 1930
with RVW conducting.

Although there is now a catalogue of recent
and, more importantly, good recordings,

‘live’ performances are a rare occurrence. |
have written to the major orchestras

regarding this void but it seems that Job is a
work which has failed to find a place in the

mainstream concert programme.

Isn’t it time to redress the balance and try a
different approach? Would it be feasible
altherefore to reduce the ballet to say, a 30-
dminute suite for the purpose of
gprogramming? This scheme has worked
utsuccessfully for Ravel's balletsMother

hespecially that one) as I'm sure many otheGoose and Daphnis & Chloe and for

etProkofiev’'s Romeo & Juliet all regularly
yiperformed as suites.

d

g It would be interesting to know where O.U.P.
ndVW'’s publisher) stand on this? Could
musicologists such as Anthony Payne and
Michael Berkely get involved? | would be
interested to hear their views as well as those
of Ursula Vaughan Williams as the piece
holds a special affection for her, too.

Perhaps a record label such &hands
would care to sponsor work involved in such
D a project, or commission a recording?

bol

heé stress at this point that | would not wish
rdthis proposal to be detrimental in any way to
ly Jobor to RVW'’s legacy, hence my writing to
ndhe society rather than directly to a music
aficholar or composer. | simply wish to
ndoromote this music further.

he

Karen Fletcher (Ms)

fo
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The Garland Appeal

An Update by Stephen Connock

In order for members of the RVW Society to be completely up to
date with developments in relation to The Garland Appeal, the
Chairman of the Appeal presents a detailed report.

Infrastructure:

1. Following the registration in the UK of The Garland Appeal as a
limited liability company (No. 3719720) and charity (No. 1075007),

Judith Bingham, Roxanna Panufnik, Sir John Tavener and Sir
Richard Rodney Bennett. We raised $160,000 in one evening.
Secondly, the USA premiere pGarland for Linda at the Riverside
Church on 3rd June will generate excellent income if the church is
full. The signs are good - $20,000 dollars of seats were sold as soon
as tickets went on sale at the beginning of March. The concert is
being broadcast live across America. Members will be informed how
the evening went in the next edition of the RVW Society Journal.

the Appeal has also achieved charitable status in the USA. It has
been registered as a Pennsylvania non-profit corporation with 508. c Five concerts are planned in the UK which should produce
(3) charity number 2911432. Within the UK, the Appeal has also reasonable cash flow for the charity:

registered under the Data Protection Act (No. Z 24617660).

2. The appointment of Polly Devaney as Director of Development for -
the USA on a full time basis has been followed by Zoe Howard -
accepting the role of UK Director of Development effective from the
1st April. Zoe has a music degree, plays the oboe as a soloist and has
worked in PR and Marketing for Apple Corps. And other companies.
She has considerable empathy with the fight against cancer having

28 May at the Bridgewater Hall, Manchester

9 June at the Anvil, Basingstoke

4 August at the Deal Festival (organised by David Matthews)
21 September as part of a Festival in Brighton

26 November as part of the Huddersfield Festival of
Contemporary Music

suffered from the illness as a fifteen year old. As with Polly Devaney All the concerts will be performed by the Joyful Company of Singers

in America, her main role will be fund-raising.

under Peter Broadbent.

The choir and the conductor continue to

provide the appeal with invaluable assistance.

3. With the generous support of Sir Paul McCartney and his team in

New York, the appeal has been given space in the MPL office atRB&ure Music Projects

West 54th Street, NYC 10019. The appeal will need a London office
in due course.

9. Roxanna Panufnik has suggested a ballet versiarGafrland for

Linda and this is being followed up through Richard Hickox and his
4. The appeal has registered in the UK with the Charities Aid connections with the Sadlers Wells Ballet. In performance, it is

Foundation (CAF) Administrative Services Unit. This provides,
most importantly, a telephone service for donations. Our phone

hoped to couple the work with the Job.

number is 01732 520111 and we have used the phrase Dial@-The concert at the Anvil on the 9th June will feature world premiere
Donation to support this link. In the UK, we will continue to use PO arrangements of Paul McCartney songs for chorus, string quartet and

Box 1, London, EC2Y 8PN as our postal address for donations.

5. The Appeals web site is now fully operational and can be visited on

full t k?&rt
% this Ia
rmation and to build links

www.garlandappeal.comThe Appeal |s
Whaley of Wave Creative Design f
charge. We are Iooklng 0 add mor
between interes tﬂ
opportunity toﬁ(rjc

internet.

the CD of a Garland for Linda via the

6. The boards of the charity in the UK and in the USA have the
following members:

USA

Stephen (Chair) 12.
John Rag hair and General Counsel)

Norman S y MD

UK 13.
Stephen Connock (€hair)

John Francis (Finance Director)

John Sinclair
Rosamund Smith

7. Two events in the USA are generating considerable income.

Firstly, the launch of The Garland Appeal in America, coupled with

ur web-site. We also need to create afiender Land, Vanessa,

flute. The arrangements will be undertaken by Peter Broadbent and
include Penny lane, Yesterday and For No One.

glo-a rlcan opera festivelhe Moon turns Blués being

for ature British oper&# John in Love,

Paul Bunyan T isin ;ﬁ e Mgoend American operadiie
orgy s and SusaWeawill also

feature the world premiere of neWI commigsioned operas. This
exciting project is subject to fudds being available
and an initial application for funds has been submitted to the
Performing Rights Society Foundation in respect of theses operas.
The Festival will feature works of all the composers of
a Garland for Linda.

The appeal has agreed to support a rec
Chandos. The artists are the same as th
at the Barbican in 1997 and fees at the 1

hn in Lovéoy
performed the work
el have been agreed.

omposition'competitidnSong for Lindehas

Within th
attracted e interest since it was publicised in the Classic
FM magaz use over 3000 application forms will need to be

sent out, the competition has been deferred until January, 2001. The
scheme will be piloted in the autumn of 2000 and a number of
schools and individual composers have agreed to take part in the
pilot.

the release of the CD, was celebrated by a dinner and dance atIhe\ music panel has been formed to assist the charity in the UK to

Supper Club in New York on the 27th April. Tickets were $7500 for

shape it's strategy in relation to British music. | am delighted that

a table of 10. 220 people attended including Sir Paul McCartney, Judith Bingham, David Matthews, Roxanna Panufnik and John
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15.

16.

Left to right: Robert Cohe(Cello), David Mattews, Roxanna Panufnik, Michael Berkeley, Sir John Tavener, Sir Paul McCartney,
Judith Bingham, Stephen Connock, Sir Richard Rodney Bennett, Philippa [Flvies, Peter Broadbent, Richard Hickox.

Rutter have agreed to take part along with Peter Broadbent and LelvisWe are undertaking research into music and healing in relation to
Foreman. This group would also be involved as judgés$ong for cancer, concentrating on the immune system. We hope to finish this
Linda. The charity will want to focus on helping British composers research by mid year. We are in touch with the leader of the Medici
though, for example, bursaries, scholarships, travel help and generalString Quartet and other specialists in this field.
advice.

18. We have prepared our first cancer fact sheet, on breast cancer, in
The public launch of the CD on 27th January in London was a greatconjunction with Breakthrough Breast Cancer, our UK beneficiary.
occasion with a superb performancea@arland for Linda by the This will be available in mid year and we hope to distribute it via
Joyful Company of Singers under Peter Broadbent. Despite a Classic FM magazine. We will then move on to produce a fact sheet
successful press conference, there was little press coverage — a majarn colon cancer.

disappointment. The CD featured in Classic FM m ing for

and April with lead articles on Sir Ekﬁﬁ? Nhert of June at the Anvil will be focussed on
classical reviews, |nclud|ng a@x to helpingThe Al’mlll Hampshire Hospital. We have
credibility of the Our Iem is that whilst received superb support fr E ves of the Ark to enable this
a Garland forLln ing reasonably well-known in the UK,  concert to be a success. At ear 0 in sponsorship has
The Garland App ts little coverage. This was most pronouncedbeen raised — a considerable achievem t

in the radio broadcast of the song cycle on 13 February when no

contact address for the Appeal was given. Nevertheless, the CRGsA Nurses Panel is being formed in the UK and this will be
selling 500-700 a week in the UK, not bad, and entered the Classiccomplemented by a Medical Advisory Board in the USA. These
FM charts at number 8. At the time of writing, it is No. 7 in the USA  groups will help us shape our strategy in relation to can_c;r.
Classr'bal Charts. The BBC are repeating the broadcast next year, and

National Pu dio will be broadcasting the USA premiere liv@ther activities

across Am 3rd of June. Raising the profile of the charity
remains a riority if we are to attract donations. We aPé&. With the considerable help of Sabine Rank

ann and Thomas

identifying_a t list of (;eiebrltles who help us raise the Gayda, we h up asub3|dtar_y in Germ

charity’s profile in the UK the sa necessary in the

USA. 22, We need re performancesa dBarland for Linda
spemally in e are encouraged that Philippe Brunelle will

The appeal in the UK is launchingtit’s fi Cancer Carer perform the w his Minnesota forces in November 2000, and

Award at the Anvil on 9th June. These awards aim'to provide that the Joyful Company of Singers plan to perform the cycle on an
recognition to people in the community who have provided American tour in 2001.

wonderful support to friends or family members suffering from Stephen Connock
cancer. The awards are not aimed at celebrities. Criteria have been

defined and a panel of judges, including Dr. Hilary Jones,

determined. A successful press conference on 14th March set the

scene.
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a Garland for Linda

The Anvil, Basingstoke
Friday 9 June 2000 7.45pm

he promotion of
ritish music - Fighting- .

Cancer through Music.

TICKETS ARE AVAILABLE FROM:

The Anvil Box Office, Churchill Way, Basingstoke,
Hampshire RG21 7QR

Telephone
01256 844244

PRICE
£50, £25, £15 and £7.50 (concessions available).

Tel: 01732 520111 Web: www.garlandappeal.com

Number: 1075007.

Printing donated by Turner Graphic (01256) 359252

Design by Wave (01778) 345749
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AL 2,
23rd to 29th July, 2000 at Charterh School :
& rd to uly, a arterhouse Schoo 63
& Vaugh illiam mposium -
¢
& aughan Williams Symposiu 65
O (&
& Co-ordinator: Prof B Adam
& o-ordinator: Professor Byron Adams %
R X
&% S0
%
() 2
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&%
:

& This symposium will appeal to all lovers of the composer's music. It is offered in conjunction Wit he
& Charterhouse Summer School of Music (originated by RVW in 1945), The Carthusian Trust and the Vgughan

b
X
&

8 Williams Society. &
8 It will be held at Charterhouse and will commence on Sunday 23rd July until Saturday 29th July. It offer wide
% range of activities connected with Vaughan Williams and his music. 8’
8 Vaughan Williams was a boy in the school from 1887-1890. He maintained his links with the school thro #Bhout
(o; his life, returning to open the Old Music School in 1940, and to listen to concerts. Towards the end of higlife he
& agreed to write the final scene for the 1951 performand&hefMasque of Charterhoused this year at th

g p q y

® Summer School we hope that there will be a rare opportunity to hear this music. In 1972 the school ¢

& the centenary of his birth with a fully staged performance of his dprer&ilgrim’s Progressin 1940 Vaughan
& Williams opened the newly converted Music School and in 1984 his widow Ursula Vaughan Williams opefiéd the

3 ; ; - ¢
& RVW Music Centre named after him and partly funded by the Vaughan Williams Trust.

69
<

& the present time.

& The programme for the week will include:

& lllustrated lectures
& Many of these scholars are returning to Charterhouse this week to present papers on their researches. |
2 other Vaughan Williams scholars are being invited to give illustrated talks and to take part in semin
& discussions. 2

addition,

g

\‘\0 69

& Excursions 2
& There will be visits to locations associated with Vaughan Williams. @

E‘? Concerts 8

A3 . . . )

(:ﬁ The resources of the Summer School and its courses provide an opportunity for many performances andgghearsal
8 sessions of his music during the week. We hope to include: 8

& Symhony No.;6 The Lark Ascending; Oboe Concerto; Concerto Grosso; Folk Song Suite; Flourish for Wigg; The
& String Quartets and Fantasy Quintet; On Wenlock Edge; Three Shakespeare Songs; Flos Campi; Se

% Music; Towards the Unknown Region, 6 Studies in English Folksong; Romance and Pastorale; and more g

& All those attending the Summer School are invited to sing in the final concert. Further details are cagt
& within the Summer School brochure available from: Eﬂ

J) X
R &

% The Music Office, Charterhouse, Godalming, Surrey GU7 2DX Tel;, 01483 291696 e

& The residential course fee will be £295 (£245 plus RVW Society Member) and offers full boarg and

&3 . . . . 69)

g; accommodation in single en-suite rooms, attendance at all summer school concerts, selected rehearsal§z lectures,
R . . - . . . ‘,f\z.

Ea:) seminars and excursions without further charge. Non-resident charge (no accommodation or meals) will r(g- £145.
SR SB
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RVW Crossword No. 4 by Michael Gainsford Across:

1.

9,
14,
H i

-

Andy Owen MP gets shaken up to produce Gloucestershire
village (4, 6)

John, who wrote the words set in RVW's Morality (6)
Leads the parade in the second movement of Sons of
Light (3)

Scottish air arranged by RVW in 1921 (4, 6)

Wrote the words of Nothing is here for tears (4, 6)

RVW wrote her a wedding tune for organ (3)

Stephen, who wrote the song arranged for male voices in
1921 by RVW (6)

19. Weeny chalk upset in Chelsea. RVW was at no 13 (6, 4)
Down:
i i 1. RVW joked that Roy 'wrote his music'. (7)
2. RVW's Elegy came from a book of Matthew (but not the
Bible) (6)
i 3. Hildegard was one before becoming an Abbess (3)
4. A tune for this 'beastly animal' woke up RVW in 1958 (4)
5. With side, may go bare in Sir John in Love (4)
N ews an d N O tes 6. The RVW Society's is held annually at Charterhouse.
(1,1, 1)
. ] ' ' 8. Elinor Rumming kept a rather disreputable one (3)
’ égg(r)e Previn conducts theallis Fantasiaat the Barbican on June 10. The small forest on this Shropshire crest is in distress (7)
. 11. Any of the three assistant of Dipsacus will fit in here to

e The Tallis Fantasiais also being performed in Canberra by the

(3 or3or3)

Canberra Symphony Orchestra under Andrew Robinson on 30th and . . .
31st August, 2000. ¥ Size of Cloister in hymn 262 (6)

13. The three kings in Hodie march towards this (4)

» Stephen Connock is talking abodv/W Rememberedat the Three |5 Ryw skipped this rank in his WWI army service (1, 1, 1)

Choirs Festival in Hereford on 21st of August in the Green Dragaon .
Hotel at 5.15 pm. 16. German brook greatly admired by RVW (4)

18. One that will not stay his might in Monk's Gate (3)

* Renee Stewart tells us that the Mole Valley District Council are

again considering a statue of RVW outside the Dorking Halls.

» Surrey County Council have announce the official opening of the
New Performing Arts Library on Tuesday 13 June at 4 pm.

=

Answers
on Page
12

Call for
Papers

Albion Music Limited

Publications availiable by post:-

The collected poems of Ursula Vaughan Williams

Vaughan Williams and his Vision of Albiorby Wilfrid Mellers

(370 pages; new edition)

Vaughan Williams in perspectivéedited by Lewis Foreman)
125"anniversary set of six cards with watercolour views of VWs
houses by Bridget Duckfield (blank for own message)

Vision of Albion poster, with Blake imagery (a superb memento
of the 128 anniversary) (measures 28" x 23")

RVW - A full discographyby Stephen Connock (75 pages, 1995)
RVW: A Bibliographyby Graham Muncy and Robin Barber

Back issues of the Journal are available at £2.00 each.
All cheques should be made out to Albion Music limited and sent to:

for immediate delivery.

The February 2001 edition
of the Journal will consider

the film
£15.00 plus £1.65 Scott of the Antarctic
£15.00 plus £2.55 The deadline for
£20.00 plus £1.75 contributions is

December 31st, 2000

£ 5.00 plus 50p

£10.00 plus £2.00

SOEORTRE Next Edition:

£ 6.00 plus 50p

October 2000

Stephen Connock, 65 Marathon House, 200 Marylebone Road London, NW1 5 PL. FOCUS on JOb




