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Go-ahead for Down Ampney Exhibition

A permanent exhibition of RVW’s life and works will be opened in the summer. The
venue for the exhibition is to be Down Ampney church, in Gloucestershire, where
Ralph was christened and his father was vicar. This lovely church is situated close to
The Old Vicarage, RVW’s birthplace, and makes an ideal location for material
devoted to the composer.

Twenty four Tableaux

The exhibition will review RVW's life chronologically. It is split into four main
Exhibits, 4ft. by 4ft., each consisting of six tableaux. Every one of the 24 tableaux
includes a narrative and photographs which illuminate each period of Vaughan
Williams’ life. The four Exhibits sub-divide as follows:

1. Early life (1872 -1914)
2. The Great War and its aftermath (1914 - 1929)
3. Years of achievement (1930 - 1946)
4. Uncle Ralph (1946 - 1958)

There will also be a central fifth Exhibit consisting of three well-known photographs
of the composer which will catch the eye on the entrance to the collection. Simon
Coombs, Project Manager, says:

"The vicar of the church, John Calvert, and the parish authorities deserve our warm thanks for
supporting this Exhibition. The bell-tower area makes an ideal location for our Exhibits. The
narrative and photographs have been put together by Stephen Connock and will be discussed
in detail with Ursula Vaughan Williams. I have now briefed the designers and expect that a
final draft will be prepared by the Spring, in good time for the Summer opening event”.

Gala opening

The Trustees are planning a special celebration to mark the opening of the Exhibition
in the church at Down Ampney. The provisional date for this opening is Sunday 19
August 2001. This is the beginning of the Three Choirs’ Festival which, fortuitously,
is at Gloucester this year. All members will be welcome and we will be inviting a
number of special guests. Refreshments will be provided and RVW’s music will be
performed in the church. More details and confirmation of the date and time will be
included in the June journal.

STOP PRESS

The original, 1913, version of A London Symphony was
recorded by the London Symphony Orchestra, under Richard
Hickox, at All Saints Church, Tooting, on 18"-19" December
2000. Stephen Connock was present for the recording and said:
‘This is a historic recording, with almost 20 minutes of new
music of the highest quality. Thanks are due to Ursula Vaughan
Williams and Michael Kennedy for their support in this
wonderful recording’.
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Job: Follow-up to the last Journal

Renée Stewart has kindly submitted this programme note and photograph of Job and his wife in the
1931 Cambridge Theatre production. Job’s wife was Renée’s sister Marjorie Stewart
(wrongly spelt as Margery in the programme).
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Renée Stewart provides the following information:

"This photograph shows Job (John MacNair) and his wife
(Marjorie Stewart) in the first staged production by the
Camargo Society at the Cambridge Theatre in July 1931.
Constant Lambert scored the music for theatre orchestra
from the original symphony orchestra version. Lambert
was conductor of the Vic-Wells ballet at the time and
conducted the first performance.

My sister Majorie was a member of the Vic-Wells ballet
and | was taken to see Job at the age of nearly 11. Anton
Dolin certainly made a powerful impression, especially
his sensational fall from the throne of God."
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News from the Sixth AGM

The RVW Society held its Sixth AGM at Charterhouse Schoo
on 8 October 2000. A large and enthusiastic membershi
heard an excellent talk by Bernard Benoliel onThe Early
Worksand then heard a superb performance by students o
the RCM of the early Piano Quintet The officers of the
Society were all re-elected and Deirdre Hicks was also electg
as a new Trustee. Members donated £428.00 towards the c(
of the AGM - an excellent contribution for which the officers
are very grateful. Our special thanks to Robin Wells for
kindly arranging the refreshments at the AGM and for
hosting the interesting tour of Parry’s house at Haslemere.

We reproduce Bernard Benoliel's talk to the AGM for the

P
f

2d

Over the last decade several developments altered this position:

1. There were alarming reports to me personally from Faber
Music and other VW publishers, that companies were
attempting to publish some of these works illegally - on the
Continent and in the US. At that time it was easy for any
individual claiming to be a student or musicologist to
obtain copies from the British Library.

However the illegibility of the manuscripts and the
enormous editorial problems involved, obviously stopped
publication, though two orchestral works were illegally
recorded in the US.

st

interest of all members with Mr Benoliel’'s kind permission: 2. The second reason was the increasing interest shown by
performers and scholars, in playing and hearing this music.
RVW The Early WO rkS 3. Italso came to my attention that VW directly referred to his
' manuscripts in his will.
A Case Stu dy 4. And finally | was always convinced that a knowledge of the
By Bernard Benoliel Early Works was essential for understanding the young VW
and how he developed as a composer.
Good afternoon ladies and gentlemen, | would like to begi;r by y ~
thanking Mr. Connock, on behalf of RVW Ltd., for giving me the Extracts from RVW's Will

opportunity to introduce the
early works of VW.

| thought it might be helpful for
the Society if | explained th
policy of the VW Estate
towards the composer's earl
works and why we decided t(
revive the Piano Quintet in C
minor.

There are no famous twentie
century composers where no
of  their major early
compositions are available fo
performance. Our perception ¢
Vaughan Williams before the age of thirty-five is limited td
selection of his songs, partsongs and two orchestral workise
Fen CountryandNorfolk Rhapsody No.Hoth revised later befor
publication.

Why did this situation exist?

Shortly after VW’'s death, his widow Ursula gave the Brit
Library almost all of the VW manuscripts in her possession
effect the bulk of his output. Among them was a series of wi
that VW had withdrawn from public performance between
Wars.

Most of them had been written before the First World War
never published. On more than a dozen manuscripts Ursula

+ To Sir Arthur Bliss of 15 Cottesmore Gardens W.8 and Dr.
Charles Edmund Rubbra of Valley Cottages Speen Aylesbury
Bucks TWO HUNDRED AND FIFTY POUNDS each in token of
my friendship and | request that they will advise my wife on all
musical matters arising after my death.

If my said wife shall have predeceased me or shall die before
the expiration of the said period of thirty days:

| give and bequeath to my friends the said Sir Arthur Bliss and
the said Dr. Rubbra all my manuscripts with the power to decide
which shall be retained and which destroyed and to destroy
such as they think fit and subject to such powers and the
exercise thereof | DIRECT that the said Sir Arthur Bliss and Dr.
Rubbra shall give such manuscripts to the Trustees of the
Fitzwilliam Museum Cambridge or to such other museum or

3] similar body as is willing to accept the same.

N

e In his 1956 Will VW appointed Sir Arthur Bliss and Dr. Edmund
Rubbra as musical advisers to his wife. In the event that she died
before him they were to examine all the manuscripts and destroy
what they felt was not worth preserving. According to Michael
Kennedy, Bliss and Rubbra never agreed on anything musical, so

sthis was perhaps an amusing ploy to ensure the survival of all the
, fimanuscripts, relieving VW of the final responsibility!

orks

the this respect he was more like Berlioz than his beloved Brahms
— so fortunately nothing was destroyed.

apdnew policy
wrote

that VW did not wish further public performances to take plaqg. the early nineteen nineties, the directors of RVW Ltd discussed

This became the official policy of RVW Limited - witho

Itthese matters with Ursula Vaughan Williams. It was agreed that

exceptions - from 1958.

Journal of the RVW Society
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We all accepted that the worst possible scenario for V|
reputation would be for inaccurate, poorly printed editions
circulate throughout the world. The way this music is releg
will shape public opinion about VW the young composer.

We therefore decided to begin the process of preparing auth
editions of VW’s early music. RVYW Ltd chose Faber Mu
because we found them to be most enthusiastic, committec
painstaking of VW’s publishers - the ones most intereste
working closely with RVW Ltd.

We hope that over time the project will open a window on V
formative years. By withdrawing all these early works, \
effectively screened off the real evolution of his creativity fr
1894 to 1906. This may be why he could not bring himsel
destroy them later.

As you all know, these were the formative years when he
befriended Gustav Holst, and came under the influence of R
whom he always revered, and Stanford, who conducted ma
his early works. They were also the years of his marriag

Adeline Fisher, and his first involvement with English folk song

The Early Works

What do we mean by the Early Works? In essence every
written before 1908. Altogether VW withdrew about twenty mg
scores from this period.

~
Choral and Vocal - Early Works

Vexilla Regis Hymn for Soprano, Chorus, Strings, Organ
1894 (B.Mus submission)

Peace Come Away for Voices and Small Orchestra 1895
The Garden of Proserpine Soprano, Chorus, Orchestra 1899

Mass for Mixed Double Chorus and Orchestra 1899
(D.Mus submission)

Willow Wood Baritone or Mezzo Soprano, Orchestra 1903
(Revised version added Female Chorus) 1908/09

Two Vocal Duets 1904
(Soprano, Baritone, Piano, Violin Obligato, String Quartet)

The Wasps Tenor, Baritone, Male Chorus, Orchestra 1909
(Complete incidental music to the Aristophanes play)

Seven are choral or vocal. The two most important beftie
Waspsare The Garden of Proserpiney Swinburne andillow

Wood a selection of Rossetti sonnets. This piece is effective
companion tarhe House of Life

Proserpine is strongly influenced by Parry, especially
maghnificent setting of Tennyson$he Lotus-Eatersof 1892.

Willow Woodis more problematic. After the 1909 performar a

VW wrote on his copy of the vocal score "complete flop".

The Waspss not really an early work. It comes affeawards the

Weentemporary wittdn Wenlock Edgd was therefore surprised to
thiscover two decades ago, that the complete musibedNasps
1sexisted only in VW’s manuscript.

While it is not quite illegible, it is in no condition for a
eptafessional performance, and none of the performing material
sisurvives to our knowledge. It was also clear that the score contains
i ball an hour or more of vintage VW that is completely unknown.

d in

In 1995 the Estate commissioned Mr. Ilgor Kennaway to prepare a

new edition. RVW Ltd is arranging for a performance and CD
Mgremiere to take place in the 2001/2002 season. After that, score
VEind parts will be on general hire from Faber Music.
bom
f[to Orchestral - Early Works

~

- Serenade in A minor 1898
rst

Iry, Bucolic Suite for Orchestra 1900
y of

t® Heroic Elegy and Triumphal Epilogue 1901/02

D 5 q —h

).
« Fantasia for Pianoforte and Orchestra 1902/04

+ Two Impressions for Orchestra In the New Forest 1903

ing (No. 1 Burley Heath , incomplete, No.2 The Solent )
Or
+ Impression for Orchestra Harnham Down 1904

h

L=

+ Norfolk Rhapsody No.2 in D Minor 1906

The first four works listed here were left complete but never
published. In my opinion, thideroic Elegyis the most important,
while theFantasiais the weakest.

The last three works are more mature in style, but more
problematic for a modern edition. In one sense they are less
important than the first three because VW explored this territory
in many finer works throughout his life. However there is much
lovely music here.

~
Chamber Music - Early Works

+ Piano Trio in C Major 1895
+ String Quartet in C Minor 1898

Quintet in D Major 1898

Piano Quintet in C Minor with Double-Bass 1903/04/05
Ballade and Scherzo for String Quartet 1904

o Nocturne and Scherzo for String Quartet 1906
(Nocturne is a revision of the Ballade, Scherzo is new)

h

<

/

The chamber music presents a different proposition. Two works,
he Quintet in D majorand thePiano Quintet in C mingrare
composed for combinations VW never used again. More requests
re made to the Estate about these two works, than all the others
put together.

=

Q

The music for string quintet is interesting because it uses material

Unknown Region the String Quartetin G minor and is

Page 4
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We decided the logical starting point was Biano Quintet It is
the most ambitious and large scale of the chamber works and
today’s performance | hope you will agree that is a deligh
piece characterized by many of VW's stylistic hallmarks.

Our plan is to release all the chamber music. We have edite
Nocturneand the twdcherzogor String Quintetand are working
on theQuintet in D Major- a fearful job because of illegibility
and multiple manuscripts.

The music for string quintet will be performed at the Brit
Library early next year (See Page 30) andQuéntet in D Major
should follow soon afterwards. The next editing assignment
be theString Quartetand thePiano Tria

The Editing Process

How does the editing process work? First | have to give wr

permission to myself to have the manuscript copied by the Btit

Library Reproduction Service, as paper copies. Copies are
to Elaine Gould at Faber Music and to the copyist. Dependin
how rough VW’s manuscript is, we make certain decisions be
the copyist puts the score on computer.

Elaine and the copyist then make a list of queries about
manuscript, which often runs to several pages. Elaine a
discuss possibilities and come to a provisional conclusion.
copyist goes to the British Library to check the manuscript in
the photocopying left out or blurred details.

This is important with ambivalent passages or markings. El
and the copyist then prepare a provisional edition, usually afte
have resolved some further queries. Faber's house sty
generally adhered to, but exceptions are made when it obs
VW’s intentions.

The edited score is sent to me to make decisions on the

queries - a great responsibility. Fortunately they are usuall

details.

The final phase is the advanced student performances whe|
Martin Kingsbury of Faber Music and myself sort out any
minute corrections.

These will be arranged for each of the chamber works. RvW|
has chosen well-known professional players to give con
performances in conjunction with CD premiers. Starting daj
we are aiming at 2002.

The Piano Quintet in Context

I thought the Society might be interested to consider VW's P
Quintet in its historical context.

eq "Tg ‘aA3g "0z ‘Yyunod ‘9T ‘spaa 2T

e8| "TT ‘WelleA 0T “abuigy ‘6 ‘sauseg weljip 9

‘44N "G ‘Slepid ‘v ‘eas "¢ ‘pIald ayi Buoly T

:umoq

'spiaydays ‘€z

‘9] "¢ ‘lawleaq ‘6T ‘SWO00Y ‘8T ‘804 "/T ‘WNIPSN ‘ST
‘AS|USH T IV €T ‘l0JeD "TT ‘HIpJed ‘g ‘e °L ‘ob wniesy g
:SS0I0Y

:suonn|os

~
jafﬁéhe RVW Piano Quintet in historical context
t UIRepertoire Classics
Schubert ‘“Trout Quintet’ 1819  (with double-bass)
dl th&humann 1842
Brahms 1864
Franck 1879
Dvorak 1887
sh
Fauré (No.1) 1906
will
Other 19th Century Piano Quintets
Hummel Lacy Spohr K. Gradener
ttieAndrée Goetz Borodin Suk
IstStanford Sibelius Coleridge-Taylor
given - .
9 oh" Gradener Dohnanyi Novak
fore
Contemporary with RVW
th&cott 1900
nd Arensky 1900
The
asReger 1903
Bartok 1903/4
A né}/aughanWiIIiams 1903/5 (with double bass)
riwkledtner 1904
€ Bridge 1905/6
cures
Scott 1907
Schmitt 1902/8
Mnglizner 1908
Ay

The 19 century repertoire consists of about six works.
humann’s splendi@Quintetbecame the model for the Brahms,
a anck and Dvorak. The Schubert is early but it is the only
6uintetin the repertoire to use a double-bass. This is why the VW
holds a special interest for players of ffreut Quintet

l

thﬁe Piano Quintetreached is zenith in the late romantic period
cer . .
eagd a number of famous composers wrote quintets in the 1880s
and 90’s.

t
I have also listed some Quintets that are contemporary with the
VW. What is striking is that there are no repertoire classics here.

aNgne of these composers apart from Bartok has a reputation
comparable to VW.

Like the VW, most of these quintets were written by the
composers when they were young and still developing their style.
VW was obviously dissatisfied with his own style because in
December 1907 he sailed to France to study with Maurice Ravel.

Thank you all very much and | hope you enjoy discovering VW's
Piano Quintet

Bernard Benoliel
8" October 2000

Journal of the RVW Society
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Students from the Royal College of Music acknowledge the applause from RVW Society members
at the AGM on 8™ October 2000. From left to right: Tom Hankey (Violin) Martin Saving (Viola)
David Warn (Piano) Charlotte Hooper-Greenhill (Double bass) Naomi Williams (Cello)

Good news from Leith Hill Place

Ivor Greatrex, whilst walking the area during late August, talked to a National Trust worker
re-building walls in the meadow below the house. He confirmed what Ivor saw, a full renovation of
the south facing facade including windows and roof. Good news indeed, one hopes the N.T. will
continue with keeping Leith Hill Place pleasing to the eye and not lapse into the sorry state of
previous years.

- ' i -
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Leith Hill Place today (photo: Lewis Foreman)
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Polar Ambition

The Last Unknown Region:

or Pilgrimage?

by David Tolley

(
N\
t the dawn of the 20th century the Earth’s polar extre
Apresented an irresistible challenge to powerful nation
the Northern Hemisphere, whose territorial ambitions
not yet subsided, and for whom international prestige was
advanced by competitive achievements. Throughout the first
decades one expedition after another was directed to attain
Pole.

During the period of these epic expeditions Ralph Vaughan Willi
produced a work that by its title might reflect this questing sp
Toward the Unknown Regipa setting of Whitman'’s poem. This wi
perhaps the first of a number of works of visionary inspiration f
the composer remarkable in Michael Kennedy’s description: "Aln
for the first time an English Festival choir was singing
aspiring, liberating words which were not specifically
religious:

Darest thou now O soul, walk out with me toward
that unknown region ...
waits undreamed of in that region,
inaccessible land’(1)

The purposes behind these polar enterprigff
and the circumstances of their progress fgy
far short of this ideal. /

The attainment of the geographical Nort
Pole was first disputed between Pea
and Cook from 1908/9; although late)
credited to Peary the claims of both arf
now in serious doubt.

i

About the South Pole there is no disputd
yet its attainment created a British nationa
legend later embodied in the fil®cott of
the Antarctic.

The Antarctic was the last great ‘unknowi
region’, the most remote and hostile place o
earth - a place of physical and spiritual isolation®
Following its drift into sub-zero latitudes the continent
had remained inviolate although not devoid of life until the

survey by Captain James Clark Ross RN (1841-2); from the

beginning of the 20century it engaged the attention of seve
expeditions.

First to winter on the continent was Carsten Borchgrevink
78S in 1899. Several nations became concerned about the con
particularly the British for whom the Royal Navy had represented
national interest since Captain Cook first crossed the Antarctic ¢

It was not surprising then that the first British expedition, altho
jointly proposed by the Royal Society and Royal Geograph
Society, came under the command of an undistinguished RN of
R.F. Scott, after its capable and experienced director Professo
Gregory was obliged to resign.

megs followed by Shackleton’s high-risk attempt of 1908/9 which
5 shrpassed thBiscoveryexpedition, coming within 100 miles of the
hdtple. His team were forced to turn back through lack of food and

spllysical deterioration. How close that party came to share the
taghsequent fate of Scott, Wilson, Oates, Bowers and P.O. Evans is no

eigexerally appreciated.

It is important to understand that every British expedition of the

aperiod had crises affecting returning parties, who invariably

irleveloped symptoms of scurvy.

S

ofhe film Scott of the Antarctic although distinguished by its

hgdrotography and music is a superficial account, frequently

misleading in its reinforcement of the popular view of
‘Scott’s Last Expedition’ presumably based on the
revised version of his own account, clearly written
for public self-justification. The grandeur and
mystic qualities of VW’'s music may appear
appropriate to these events but they were not
matched by them. Like Shackleton, who was
driven by personal ambition, and the need
to achieve recognition and its rewards,
Scott involved himself in polar
exploration in order to advance his career
when  burdened with financial
obligations to his family. This
preoccupation remained with Scott until
his final Journal entry appeal..For
God’s Sake look after our peofle

The idealism was tarnished by such
incidents as in 1908, when Shackleton
launched his own expedition, Scott
churlishly tried to exclude him from using
the base area from the previous Discovery
expedition.

Nothing can detract from the fact that both men
and their colleagues undertook arduous tasks in
man-hauling over great distances in a formidable
environment, nor the endurance of their self-inflicted
hardships, nor that Scott's expeditions undertook scientific
ralbservation. But the purpose and spirit of these expeditions reflected
none of the qualities implied either in Whitman’s poem or the epic
grandeur of the music of the later Sinfonia.
at
irfsmts well known, Scott'Jerra Novaexpedition of 1910 brought him
tieethe South Pole area a month after Amundsen’s [@jtifor Scott
rélisappointment turned to disaster from which he achieved lasting
fame compared with the Norwegian team which passed into relative
ugivscurity.
ical
fideis surprising that VW chose an extract from Scott’s final entry to
prgface the last movement of this work "... we took rigks,knew
we took them... This could equally have been written by
Shackleton. But Scott possessed no flair for survival, and had not a
emeasure of that luck of the Irish which served Shackleton,

In 1902 Scott went South iDiscoverywith Ernest Shackleton, th
consequence of which aroused personal rivalry between them!.

Journal of the RVW Society
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specimens.
s.TAe film makes brief mention of a subsidiary scientific party under
alBampbell. In reality this, the Northern party, lived throughout a polar

fodder for the lll-fated ponies being dragged to the store

Studios. Direction was assigned to Charles Frend who was fort
in his films’ music: he directed alsthe Loves of Joanna Goddfem
which VW also composed, and the much admired version
Montserrat's novelThe Cruel Seahad a fine score by Ala
Rawsthorne.

Unfortunately this was not equalled in the filmscript: Ealing Stud
presentation was perhaps better suited to the famous comedie
to historic drama, restricted to a formula of telling a story i
simplified uncontroversial way but with frequently banal dialogug

The opening scenes @cott of the Antarctic suffer from this
although in extenuation it must be recognised that this is cle
designed to explain to unfamiliar audiences some basic facts
the expedition. Unfortunately some of this is simply fiction: as
example, Bowers is shown to invade the expedition office to pleal
a place on the expedition. Bowers was a recommendation of the
Secretary, Sir Clements Markham, adopted without interview.
recruitment of Oates was similarly misrepresented, as was
persuasion of Wilson.

An exaggerated atmosphere of bonhomie and enthusias
maintained throughout until after the ‘Christmas’ party at Hut P
when the atmosphere becomes increasingly more convincing; th
an absurd lapse associated with the penguin music in whic
penguins are told in a manner reminiscent of the Walrus
Carpenter’s assurances to the Oysters that theradtHing to worry
about.

winter in the most appalling conditions of squalor until regaining the
main base.

The near disaster of the midwinter expedition to Cape Crozier to
collect the eggs of the Emperor penguin - an idea previously rejected
by Shackleton on his expedition - is unmentioned.

Despite its depiction of the stoic decline of Scott’'s party many
obvious and serious problems are avoided: such as the
unseaworthiness of th&erra Novawhich became flooded before
even reaching Antarctica and the loss of one-third of the tractor
equipment on unloading.

The failure of the tractors cannot be blamed on ‘things coming out
against’ the party: not until the Fuchs-Hillary Commonwealth
uiaensantarctic expedition (1958) was this method sufficiently
developed for Antarctic travel. The ponies feature prominently in the
fim without giving any indication about their complete unsuitability

n for the conditions.

From the point at which the main polar expedition gets under way the
ofifm becomes increasingly worthy of its subject: from the killing of
sttieponies onwards it gains sobriety, the scenes of frozen wilderness,
n accompanied by Vaughan Williams’ music, gradually imposes itself;
2.the script restricts itself more closely to Journal accounts.

The film likewise avoids the most credible example of misfortune
ranlizich might be cited in favour of Scott: from 5 December 1911 the
almuigoing teams were delayed for four days by a blizzard; on the
ometurn these days might have allowed them to reach One Ton Depot
dwdrich they failed to achieve by 11 miles. Given their increasing
R@ection to scurvy, frostbite and supply shortage this is
Theestionable.

the

The unfolding of the tragedy becomes more acute from the
disengagement of the final supporting party, loosely based on
mLigutenant Evans’ accoun{3) Scott and his companions vanish
pinithout sound over the horizon, appropriately without even music,
ereeiger to be seen alive again.
n the
aflds episode touches on a criticism attributed to VW of Scott's error
in taking five men on the final stage with rations for only four. This
is not confirmed by Scott’s Journal, Bowers’ diary entry for January
4, 1912 records:Packed up sledge with four weeks and three days’

Ursula Vaughan Williams tells us that Ralph was critical of Scotfsod for five me'hh However the criticism is sustained in other ways,

organisation, a view which has taken many years to establish
against promulgation of the myth by Scott's supporters, n

itkmdfving aside that it would be difficult to reallocate the fuel ration
NgsD rata, the advantage of an extra unit of manpower was nullified

particularly J.M. Barrie. It has never been widely understood that thethe fact that it took on average 30 minutes per day longer to cook

inadequate organisation and methods were typical of all of
expeditions by Scott and Shackleton.

floe five than for four, which Scott’s Journal admits he had not
allowed for.

With some credit the film does not avoid the early incident in wi

idnother consequence of this decision was that the returning support

Scott was advised by the explorer Nansen that he should congidety was put at risk in having to undertake the entire journey with

using only dogs. The fact is that from Bisscoveryexpedition he ha
not learned how to handle dogteams, a fatal error which m

three man units. In the event the leader, Lt Evans, finally collapsed
thugh scurvy. Lashly cared for him while Crean set out alone for

attributable to Shackleton’s inability to learn dog handling on thidut Point to fetch the dogs. This remarkable feat of heroism,
expedition. Worse, the dogs were not cared for properly and allpvadediication and endurance, recognised by the award of the Albert
to die uselessly. Neither had the British any understanding of Medal, finds no mention in the film.

essential use of ski.

Scott’s returning party had no choice but to endure the fate which

The film underlines the difficulties imposed by the expeditigngradually overtook them. This is strongly conveyed in the closing
scientific work undertaken partly to justify funding for the projectcenes: incarcerated in their tent, without fuel, suffering severe
Such a programme was carried out, indeed, the film stresses fitwatbite and (unmentioned) the effects of developing scurvy,
Scott’s final party was delayed by its geological collecting on|tl8zott’'s party have nothing but their thoughts.

critical return journey burdened with the weight of Dr Wilsop’s

Page 8
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The Cairn of ice and cross of skis erected over
the bodies of Scott, Bowers and Wilson

In a film portrait of the composer, the director Ken Rus
commented on the unnecessary sound effects as compared to
This is plainly wrong; in performance music itself is sound. In
final scenes the use of natural sound makes the approf
statement.

The unyielding indifference of the elements is conveyed here n

music but by the wind and unending beating of the tent canvas -

last sounds Scott’s party would hear in the world. This i

masterpiece of depiction.

Indeed, Vaughan Williams added a wind machine as a
peroration to the lateBinfoniawhich, if not approved by some g
‘art’ grounds, is a final reminder of our smallness and transi
existence compared with Nature.

Despite its deficiencieScott of the Antarctic manages to conve

aspects of human folly, ambition and endurance. Its chief
immediate impact is in the photography and Vaughan Williams’ fine
scoring which is developed still further 8infonia Antartica

If the sense of visionary pilgrimage seems to be lacking from these
undertakings, the elements and environment seem to have affectec
these men: at the extremity of his march in 1909, Shackleton was
moved to read’he Merchant of Venic® his team. In 1915 when
crossing South Georgia to effect the rescue of his stranded men,
Shackleton and his party imagined themselves accompanied by
‘another being’, later alluded to in T.S. Eliot's poérhe Waste
Land

Scott, whose Journal is laden with pessimism, came close to a sense
of pilgrimage when confined by a blizzard he reacts against the
malevolence of Nature 'miserable, utterly miserable. We have
camped in the ‘Slough of Despond’. The tempest rages with
unabated violence".

Like much else in the Journal it is a piece of Romantic exposition
written for Posterity; the truth is that Scott's party, unluckier than
others, had succumbed to the consequences of heedless ignorance
that they achieved anything is a testimonial to their self-willed
capacity to endure.

These human efforts translate into an artistic and imaginative
dimension. It should be of no surprise that eventually one of these
|_events should thus lead to tBenfonia Antartica Nor should it be
When so much of Vaughan Williams' major work is a constant
T{lﬁ%l'ﬁlfestation of visionary pilgrimage expressed through such
t rks as Pilgrim, Sancta Civitas, or the conclusion of Ghe

W
)rg\??nphon.y
The Works of Ralph Vaughan Williams, Michael Kennedy

bk
(HOUP p.112)

528 Without modern satellite technology it seems probable that
Scott's party never actually attained the mathematical South

~ Pole by a small distance and even Amundsen's party only

inal ‘poxed it’ to within a few hundred yards. See Huntford.

tn (The Last Place on Earth pp 517/8)

or

3)./ South with Scott, Admiral Sir Edward R.G.R. Evans, an
account loyal to Scott, concealing the differences between

y  them, although implicitly stating the problems arising from

something of this, sufficiently for viewers to reflect on the vari

pus poor organisation and decision by Scott.

NOTICE TO

MEMBERS

In an effort to increase the membership of the Society and to raise general
awareness about performances of RVW s works, we are going to try to
institute a system for gathering information about RVW performances and
raising the Society s profile at them. To that end, we need the cooperation of
members in two areas:

1. Notification of RVW performances that you become aware of.

This should be sent to:

Paul Sarcich

37a Spencer Hill Rd

London SWI9 4EL (Tel & Fax) 0208 947 6062
E-mail: psarcich@onetel.net.uk

Major performances at major venues and festivals are easy to track,
however many local performances, particularly of smaller works, will go
unnoticed unless we can tap into local knowledge. We need details of the
works being performed, dates of performance, venues and performing

groups; with, if possible, contact information for the organisations involved.
This information will allow us to target RVW Society literature at both
performers and audiences.

2. A willingness by members to exercise a little salesmanship.
Once details of a performance are known, we will approach both

performing groups (in the case of choral & music societies etc.), venue
managers and audiences with our propaganda. Paul will also contact local
members to see if they are willing to spend a little time putting in a personal
appearance to spread the word - this might be a 2 minute "pep talk" to a
choir or a foyer appearance before/during the interval/after a concert.

Whatever the approach taken, the aim is to boost the Society and
proselytise on behalf of RVW. At present the scheme only covers the UK -
any overseas members who would be willing to start such a scheme for
their own countries could let Stephen Connock know.

Journal of the RVW Society
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Vaughan Williams and t

Film Music
by Richard Young

"Scott of the Antarctic"

he

Vaughan Williams was approached
Ernest Irving at the end of June 194
musical director of Ealing Films Ltd, t
compose music for the intended film "Sc
of the Antarctic".

byfilm to work in the national interest” an
l7sent it to the proper quarter”. As might
D expected its impact on stuffy bureaucrg
ptiVhitehall was nil, but Balcon went ahead
Ealing on his own account and waited f{
official thinking to catch up with him. I
Irving had earlier written an article dn1945 in a trade magazine, Balcon sta
"Music in Films" in "Music and Letters" in "clearly the need is for a projection of t
which he had criticised VW’s music for thetrue Briton to the rest of the World. The pg
film "Coastal Command" as "not quite up [tovar work at Ealing very much reflected th
his best standard, neither was it particulgrlideal and ethos.
good music". In 1946 while working onThe Ealing films project sought to refle
"The Loves of Joanna Godden", he "literalltheir maker's picture of Britain and th
went down on his knees and apologised |fd@ritish character. Before television and ot}
his former strictures", VW related, he hadentertainments and media had taken o
made a success of his music under Irvingsinema was the most popular mass med
guidance. The two men enjoyed a similaafter the radio in the immediate post w
keen sense of humour and both Hhagears with admissions at their highest. T
remarkable and original minds. VW wrotemeant that films made then if they were to
eleven film scores in total, the first for thesuccessful would have to do so by reflect
World War Il propaganda film "The 49th back to a wide audience something of its
Parallel" dating from 1940-1. "Scott of thewhether conscious or not a mood, confli
Antarctic" was his seventh and "Magnymeed, aspiration of some kind, put in
Opus" contribution to this musical genre [irdramatic form. They stand as evidence
which he took like a duck to water and waseast of what the producers thought wo
very successful. mean something to the audience. At Eal
the instinct of Balcon and his colleagues
gauging the feelings of an audience W
reliable enough to keep the studio buoy
into the 1950’s - indeed, to be regarded
During the reign of the producer Michdelthis time as something of a nation
Balcon at Ealing films based at Ealinginstitution.
London over 100 films were made over the

Ealing Studios and the "Scott of the
Antarctic Film"

dWelfare state and nationalisation of
b&ey industries. There was nightly
ticommunity song singing at the Festival of
aBritain, a carry-over from war time morale
obuilding. Michael Frayn in an essay on the
"Festival of Britain® makes a distinction
tebetween two elements of our social and
necultural life which he calls the "Herbivore"
shgainst the "Carnivore".

is

Festival Britain was the Britain of the radical
ctmiddle-classes, the do-gooders, the readers
eof the News Chronicle, The Guardian,
eDbserver, the signers of petitions, the
vasackbone of the BBC, in short the
uhrerbivores or gentle ruminants. The
afFestival of Britain" was the last and
higirtually the posthumous work of the
b&Herbivore Britain of the B.B.C. News, the
ngrown Film Unit, the sweet ration, Ealing
elf-ilm comedies, Uncle Mac, Sylvia Peters ...
ctall the great fixed stars by which my
tahildhood were navigated."

at
uléFor a decade sanctioned by the experiences
ngf war and its aftermath, the herbivores had
fodominated the scene. This decade 1941-
a$951 was precisely the decade when the
arEaling studies was at its zenith in synchrony
bwith the national mood.
al

The Ealing studies were run with a "family
atmosphere"”. On the walls was the slogan,

twenty years 1938-58. When the Ealindut in what sense did Ealing capture
studios were sold in 1955 Balcon wrote th@ational spirit? The immediate post

héThe Studio with the Team Spirit." The
ademocratic, egalitarian spirit of Ealing was

inscription for a plaque erected there; "Hergears in Britain was a rare time, forged in theymbolised in the "Round Table" at which
during a quarter of a century many filmsanvil and crucible of the war, of nationplevery week, producers, writers and directors
were made projecting Britain and the Britishunity, community spirit, e.g. egalitarianismconsulted freely together. For most of the 20
character". Balcon also recorded in hignd national unity. This was backed by thgears Balcon’s staff remained substantially
autobiography in 1939. "I put my thoughtscollectivist socialist politics of the 1945 the same. The film making team was built up
on paper in the form of a memorandunAttlee Labour Government, elected by| an the early stages of the 2nd World War.
which might have been called "How to putandslide, such as the creation of the NHSBoth the broad policy and the operation of

C.H. Meares and Dimitri with their dog teams ready to start South. Nov 5" 1911. Two dog handlers and their team climbed above
the Lower glacier depot, returning on Dec 11" to Cape Evans. When this picture was taken, Scott would have reached camp 3.
Ponting wrote: ‘To drive over the frozen sea in the crisp polar air is one of the most exhilarating experiences imaginable. the yelping
of the excited creatures as they are harnessed up; the mad stampede with which they get away, when the driver gives the word to
go; the rush of the keen air into ones face; the swish of the sledge runners, and the sound of forty paws pat-a-pat-a-patting on the
crackling snow is something that cannot be described’
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the studio remained the same over the wHopersonal feeling and is especially reluctartut bow to the will

of providence,

period. In a business notorious for size antb portray tensions explicitly floating up todetermined still to do our best to the last.
instability Ealing kept itself small and the surface. The respect for team spirit anBut if we have been willing to give our lives
stable. Ealing fought off a takeover by thénarmony, avoiding unpleasant tension meamt this enterprise, which is for the honour of
giant Rank until a marriage of convenienc¢he ultimate sacrifice of creative tensignour country, | appeal to our countrymen to

was arranged. The company maintained| i/omen in the film and others are relega
independence but gained financial backingp a background role and usual
from Rank which claimed the films as firstcommunicate with their husbands
features in Rank cinemas. This deal madé¢ postcard.

1944 carried Ealing through the unstable

post war decade allowing this "small |isThere is no doubt that Scott and t
beautiful" "family business" to remain in themythology  surrounding the tragi
film business in its cottage like offices onfe&nd to the expedition fitted Ealing
village green of a London suburb. Ealinggommitment to a strong sense of duty in
was particularly famous for its comediesBritish  Empire,
sometimes black, which included PasspofGeneral Gordon of the Sudan heroic mou
to Pimlico (1949) Whisky Galore (1949)

Victorian/Edwardian

edee that those who depend on us are properly
lycared for. Had we lived, | should have had a
pytale to tell of the hardihood, endurance and

courage of my companions which would

have stirred the head of every Englishman.
h&hese rough notes and our dead bodies must
c tell the tale. Surely, a great rich country like
sours will see that those who are dependent
hen us are provided for."

Idn his last letter to Kathleen Scott he writes
about his great friend Bill Wilson "I should

Kind Hearts and Coronets (1949) Thdt is very difficult to believe that th

Lavender Hill Mob (1951) The Titfiel

like you to know how splendid he was at the

expedition’s tragic end would have magend everlastingly cheerful and ready to

Thunderbolt (1953), The Ladykillers (1955),such a strong impression on the nation’s arghcrifice himself for others, never a word of
The Maggie (1954). These were interwovemworld’s imagination if not for the strength, blame for leading him into this mess". In a
with more serious films such as "Scott of thdeauty, nobility and heart-rending pathos|dfarewell letter to Sir James Barrie he writes

Antarctic" (1948), "The Cruel Sea" (195
and "Dunkirk" (1958).

How did the figure of Scott and his seco
ill-fated expedition match up to and fit i
with the "Ealing Ethos?" Scott was

appropriate choice in three related ways.

First and foremost the story fitted
perfectly with Balcon’'s ambition (Balco
1945) to present "Britain as a questi
explorer and adventurer;" indeed it is t
only such film Ealing made.

Secondly, if more trivially, it can be seen
a continuation of a familiar Ealing the
transferred to the Antarctic. The recurri
theme of the small community or tradition

family firm pitting its wits agains Meares and Oates at the blubber stove. May 26™ 1911. Meares was on the Scientific Staff and
in charge of the dogs, so Oates categorised him as a Scientist, but those that did not hold

bureaucracy and cold officialdom ("Passp
to Pimlico") or against a hostile take o
bid from a large, ruthless, faceless, soull
corporate firm (usually urban based) as
the brewery’s battle of "Cheer Boys Che
(1937). This could be translated into Scot
beleagued party battling against the soulle
hostile world of the Antarctic.

Thirdly, the Scott story also carried on t
tradition of its heroic World War Il films

)

n

(. o
scientific degrees were called Gentlemen.

1
$Scotts journal accounts and farewell lett
ito his wife Kathleen Scott and the publ
rFinding his tent without this his movin
t'siccount of their last days or a more fact
psgrosaic account would put a differe
construction altogether on Scott’s lega
Scott’s beautifully crafted, simple ye
heelegant and telling writing is perhaps |
most significant heritage and achieveme

such as "Convoy" (1940). "Ships WithSo persuasive was the effect they had {

Wings" (1941) and the Ilater famol
excellent "Dunkirk” (1958). Scott woul
continue the patriotic, heroic manly, dashi
stiff upper lip, officer type who stoically an
uncomplainingly does his duty for King
Country and Empire under the most tryi
conditions with patience, good cheer &
humour, fortitude and courage. Scott
played by John Mills in the film in thi
understated, sotto-voce way. John Mi
thought this sanitised, somewhat anody
portrait of Scott probably didn’t entirel
represent the true version of events. S
could be moody and have a quick temp

sAmundsens successful expedition seen
1 eclipsed by the heroic failure of Scott’s.
ng

din his farewell message to "The Publi
,Scott plays on the patriotic heart strings
ngreat effect, putting the blame for failure
ntprovidence" (i.e. appalling unluck

erave are showing that Englishmen can still
cdie with a bold spirit, fighting it out to the
gend. It will be known that we have
ualccomplished our object in reaching the
ntpole, and that we have done everything
cypossible, even to sacrificing ourselves in
rtorder to save sick companions. | think this
isnakes an example for Englishmen of the
nfuture”.
hat
neskott’s last hopeless diary entry on Thursday
March 29th 1912 says "Every day we have
been ready to start for our depot 11 miles
c'away, but outside the door of the tent
toemains a scene of whirling drift. 1 do not
orthink we can hope for any better things now.
y We shall stick it out to the end, but we are

isveather) and ending in a cadence of gregetting weaker, of course, and the end

5 beauty and patriotic appeal with strains
IShakespeare’s famous Henry V Aginco
neeroration.

y
cottWe took risks, we knew we took then
ethings have come out against us, g

otannot be far. It seems a pity, but | do not
urthink | can write more.
Last entry. For God’s sake Look after our
people."
,
nBven if written by today’s taste in a

The film tactfully avoids intruding intg
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therefore we have no cause for compla

nsomewhat stilted British Empire, "Boys own
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0 Right: Capt. Oates, Lie

At the South Pole. Left

ut. Bowers, Cap
Evans. Photo by Lieut. Bowers

paper/Bulldog Drummond”, style who byt planned on the pole attempt meant le
the most hardened realist and cynic can faitations and fuel (cooking as noted in tk
to be moved by this generous and nopldilm took longer for 5 men) where ration
valediction written under the most are at a premium anyway and there is
despairing and trying conditions. "living off the land".

Ponting the expedition photographer in hisScott's main mistake seems to be h
review of 1921 writes about Scott’s reactiobnchoice of transport. The use of ponies a
and disappointment at the pole: "theunreliable primitive motor sledges mea
tremendous effort of those 11 weeks that hatlis depot laying became behind sched

surrounded by pack ice up to 3 metres
thick. The enormous icebreakers that
supply the base in the summer are forced to
leave, and scientists and support staff are
left to over-winter alone. Modern
communication systems allow them to
telephone or send a fax by satellite. Butin
the event of an emergency, a call for help
could not be answered. No icebreaker
could make its way through, and no pilot
would risk flying in such unpredictable
weather. Protected by its ice, Antarctica
remains the last true wilderness and
inhospitable place on earth.”

This written with nearly a century of
improvement in communications and
transport which Scott helped pave the way
for, perhaps puts Scott’s failure in a better
perspective.

Vaughan Williams and the Scott
Film Music

Ss
eVW was at first reluctant to commit so
5 much time to Irving’s request for film
nomusic; but soon the strange world of ice

and storm began to fascinate him. The film

studio provided books, and "The Worst
isJourney in the World" joined "Jane Eyre"
ndand "Far from the Madding Crowd" as
nt general reading. Ursula Vaughan Williams
lesays "Pictures of the Scott expedition lay

passed which is felt in that one momentaryand he didn't reach as far south with hjs about the house and work on the new film
cry to the Almighty: ‘Great God, this is @n depots as intended. Scott’s reluctance |toscore was begun. Ralph became more and

awful place’. It is the cry of a strong man qutuse a dog team as Amundsen did

dnore upset as he read about the

of whose heart hope is crushed. But in sliciNansen recommended meant that the paglamefficiencies of the organisation and such
a heart as Scott’s it was human endeavoysarty didn’'t make quick enough progress things as allowing five to travel on rations

that mattered not the ambition to succee

blizzards, manhauling its own sledges

As Scott set off to return from the pole, skis and foot as it did.

facing 800 miles of solid dragging and godd-

bye to most of the day-dreams, it wag &cott was understandably squeamish ab
desperate struggle. Ponting comments thdtaving to beat and kick "man’s best frieng
the pages of the journal contain "an accounivhen savagely fighting, and using dogs
of the most heroic and self-sacrificing walking food, killing off when expedient
struggle in the history of polar exploration. weaker dogs to feed to the other dogs
"He begs his readers" to bear in mind thaeven to humans. Scott’'s animal welfa
“not withstanding the infinite striving of scruples didn't seem to extend to marn
each day - striving for dear life itself - and other faithful animal friend - the horse. Hi
the gradual weakening of the party, theponies were shot when no longer requir
leader yet found time each night to recordand their meat fed to the dogs and added
the day’s doing fully”. One of the most the pemmican in the explorers Antarct
remarkable attestations on devotion |tohoosh.

purpose and duty in the history of our race.

It is all the more remarkable when we thi
of the simple beauty of the language use
and still more so when we remember t
after all, this was only a diary - mere not

..explorer as is stated in the film is "To mak
athe first foot prints" to enter the "Unknow!
esRegion" at the limits of human knowledge

".to get back to essential depots in betweerfor four filled him with fury. Apart from

nthis he was excited by the demands which
the setting of the film made on his
invention, to find musical equivalents for
outhe physical sensations of ice, of wind
" blowing over the great, uninhabited
asdesolation, of stubborn and impassable
ridges of black and ice-covered rock, and
orto suggest man’'s endeavour to overcome
e the rigours of this bleak land and to match
'smortal spirit against elements. For light
s relief there were the penguins and the
pdwhales. There was to be music not only for
tdhe polar journey but also for the two
¢ women, Kathleen Scott and Oriana Wilson
(Dr Bill Wilson’s wife) so he had scope for
many different kinds of tune. On the

kit must be acknowledged that to be anpractical side he had enough experience of

e work with the studios to make a number of
n provisos about the use of natural sounds
2, and dialogue and how they were to be used

toendurance and technical know-how a
back-up. In the BBC book "Life in th
Freezer" Alastair Fothergill says:

from which the leader had intended later,
write his book in comfort at home."

n
d "Despite its perils Antarctica still lure

It is true that Scott had defects i
his personality, temperament an
leadership qualities and skills. He di
make errors of judgement, strategic and
detailed practical matters. These of cour
are easy to evaluate with hindsight. T
decision to take 5 men instead of 4

e
}Lsrock of the continent find themselve

Page 12

din relation to his score”.

It is clear that in this film score VW’s
intention wasn't to deify Scott as a great
English hero, in fact on seeing the

d scientists to make the journey across thecompleted film VW was still fulminating

inSouth Ocean to the continent. A few evenagainst the "amateurish” organisation of

sestay through the winter but they are the last stages of the expedition although
trapped. Scientific bases built on the soljd pleased with his score.
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pilgrim all his life, both in his personal lif
and music. This is particularly true

guess". VW gives us some considerak
f insight into this in his heavy-hearteq

lesymphonies VW showed his inner
, psychological turmoil and disturbance to
s.war and personal events. At the end of his
which investigate and comment on the These themes located in the Antarctic last symphony number 9, the waters close

human  condition; its  spiritual| "Landscape" showing the explorers inner over the pilgrim at the end of his life (just
psychological, emotional, even "Mindscape" can be generalised to as the snow closed over and buried Scott’s
sociological elements in relationship everyone’s own personal inner tent) to end in oblivion or perhaps
religion, philosophy, nature, war and socip- psychological,  spiritual, = emotiona] Heaven’'s celestial city as at the end of

economic conditions. Much of the material "Mindscape" as we all experience life’'s "Pilgrim’'s Progress". VW strives and seeks
and ideas from the Scott music were to pestorms, mysteries, contingencies, burdenso find meaning and nobility in the
expanded into his 7th symphony Sinfonja and problems - Churchill’'s: "Blood, toil,| indomitable will and spirit of the human
Antartica. tears and sweat as we pilgrimage on durcondition under all that life can throw at us,
own personal life’s journey. This aspect of good or evil.
the film's music could easily be ver
effectively used for a film about a person|s  Vaughan Williams and Writing the
nihilistic, existentialist side to hig inner life and struggles in a completell Film Music
spiritual/psychological journey which modern urban setting. About half of the
seems to be ascribed, and varies betweemusic is involved in effective Antarctiq Charles Frend was the director for the
Christian faith through agnosticism tp scene painting, what Michael Kennedy Ealing film “The Loves of Joanna Godden"
atheism. The Second World War had npotdescribes as "graphic pictoralism" and (1947), in which some of the Scott music is
long ended with its horrendous inhumanity does not carry this second inner presaged. Frend directed the Scott film and
including the Holocaust and the dropping interpretation. VW had explored many af later the famous film "The Cruel Sea"
of two atomic bombs on Japan. This |s these ideas before in his life and works. Of(1953). The music for this was written by
reflected in the stark, pianissimo end to hiscourse his most important Operg Alan Rawsthorne. His film music method
6th symphony. "Pilgrim’s Progress" written 1921-1951 is was very different to that of VW. He wrote
all about a soul’s journey, exploration and the music after the film was completely
pilgrimage through life. made and cut, responding emotionally and
as a specific but universalised symbol apd atmospherically to this fait acompli. He
metaphor for the human condition. The Exploration underpinned his setting af had the advantage over VW of knowing
vast, inhospitable landscape representingWValt Whitman’'s verse "Toward the precise timings for scenes. VW would get
the way man’s own transitory brief, three Unknown Region" for chorus and more involved from the start, receiving
score years and ten, lives are lived dutorchestra (1907). No map there, nor guide,parts of the script for particular scenes,
against the vast immensity of the Universe nor voice sounding, nor touch of human using his imagination to fit appropriate
and time. The story makes reference to thehand, Nor face with blooming flesh, nor music. Precisely timed sections could be
immensity of geological time, billions of lips, nor eyes are in that land ... All waits extended or reduced by optional repeats:
years when fossils are found. Scdttundreamed of in that region, thdt unlike Rawsthorne his aural creation didn’t
becomes "Everyman or woman, hero/anti-inaccessible land." This was a preparatipnrespond so directly to visual stimulation so
hero, player/protagonist living their own for VW's first choral symphony the "Sea his music had a life of its own, more
personal lives ending in the abyss andSymphony". In it he asks philosophical coherent and of artistic merit in its own
oblivion of death" as Scott did. But whilst questions about the meaning of human liferight. This "on the hoof* method of
there is still breath with indomitable spirif, and its place in the Universe. The slow composing had its disadvantages, however.
courage and defiance trying to live [a movement "On the Beach at Night Along" VW said openly that no bar of the music
meaningful life and achieve something in looks at the loss of religious faith angd was sacred, but in fact the reduction was
work, family, relations and other areas. meaning. The finale "The Explorers" asks considerable. Of the 996 bars found in the
philosophical questions about human autograph full score only 462 of VW's full
The Scott film music is significantly] existence submerged in the vast ocean|okcore appear in the film. In the post
dominated by what can be described as thehe Universe and time "O Vast Rondure, production shooting script all of VWs

¢ music is marked "Background" as opposed
to "Featured". In many places e.g.
Sombre March-like themes. These at opeand later "Wherefore unsatisfied soul? Kathleen Scott’s sculpture scene it is
level represent the explorers endurance andVhither O mocking life?" and at the end indeed almost inaudible. In other places it
physical battle against ice, snow, wind, "Sail forth, steer for the deep waters only, is allowed to rise up to full dramatic power
weight, cold, fatigue, frostbite in the for we are bound where mariner has not yetat crescendo level to fill the script's
unforgiving Antarctic environment. But dared to go, and we will risk ourselves and Antarctic aural void.
this music operates at a more importantall”.
implicit secondary level giving a much There is a clear need for the whole original
needed "window" into the inner storms, In one of his Three Shakespeare Sorngsscore to be recorded and heard at full
battles, turmoil, feats, anxieties, pain, "The Cloud-Capp’d Towers", VW explores volume without mutilation. Some bits of
burden, psychological, emotions of the the ephemerality of brief human life setting music in the film are so "snipped out" of
explorers particularly as they return the lines "And our little life is rounded withl the score that they don’t even appear in the
defeated from the pole. This enhances thea sleep”. He translated Horace’s Ode |l post shoot film script music cue list. Some
under-stated matter-of-fact English sang-Verse 14 for the Abinger Pageant (1938). of the editing is done skillfully however,
froid script and characterisation of the fillm "Swiftly they pass, the flying years, n¢ particularly the way real wind sounds

At the time of writing the Scott
music VW was showing a blea

The Antarctic story could be used by V'
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merge into the wordless chorus VW The percussion VW calls for in the¢ paradoxically
employs and VWs march-like sections are film
scenes.

fitted to actual walking
A lively correspondence
between VW and Irving as the music w.
being composed over both musical a
practical issues, about marrying up

balancing the music against the fil

?FI
sound track-dialogue and other sou
effects. This is always a problematic ar¢

for film composers. Irving was not eve

sure of VW’s masterly, eerie atmospher|

effect of a wordless soprano and chorus

personify the cold, impersonal detache
Antarctic wilderness. He even wrote bad

in verse form to show his doubts. Mab

Ritchie sang the wordless soprano part 1
the film track and also a similar part in th
the Antarctig

first performance of
Symphony No. 7.

"Miss Mabel Ritchie’s off-stage tune

besides annoying Miss Lejeune wou

cover, blur, confine and fog our mog

expensive dialogue.

Failure they meet and ruin black who m

two voices on one track choose then a hq
or cello, which have different timbres

weight and pitch.

(CA. Lejeune -
Film Critic of "The Observer")

VW persisted however and it was Irvin
who persuaded the doubters.

The score calls for a very large orchest

triple woodwind and a vast battery a

percussion instruments. VW from thi
music on became an enthusiastic, no
and masterly experimenter and explorer
new sonorities, timbres and textures usi
various combinations of percussio

instruments. He added very effectively tl]

use of a vibraphone to the film score

score includes: xylophone

drum, a deep bell, bells, gong and cymb

developed clashed, rolled with a soft stick and struc

sThe percussion is used to create t
ndglistening, spikey, shimmering, cold blu
dworld of ice and snow and its beauty. It

raand the pony march. The piano is us
n effectively as a percussion instrument.
c often reinforces the harp and its hollo
tosteely sound reinforces the stee

k steely cold spikey world of ice and snow.
|
orWoodwind plays an important
e particularly the oboe and cor anglais. V
uses this orchestral colour for swe
pastoral scenes e.g. Kathleen Sc
sculpture scene but mostly for the
mournful, lonely, plangent tone qualit

t quality. This is used for sad lonely scen
and for Scott’s loneliness as leader

X to prefer this woodwind instrument to th
rnothers having written an oboe concerto a

important role in the "Penguin" movemen
The brass is pesante, leaden, door
angst-laden and often muted. It dominat
the march-like trudging music under gre
burden and inner doom suffering.

g

f the film music. These are:
5
el(1) Scene Painting VW portray
ofthe antarctic world and its creatures, i

e sections.
S

percussion in his Antarctica Symphony and (2) VW uses a wordless soprano Solo

further explored percussion timbres in h
8th and 9th symphonies.

Page 14

s and a wordless small chorus of sopran
and altos to chilling effect to

A meal on the march

s also used for light-hearted whimsica

deffects to portray whales, seals, pengui

d, determination of the explorers and th

rolg

d with its nasal "bring a lump to the throat

choosing the final polar party. VW seeme

an important duet between oboe and ¢
anglais in the Romanza section of his 5
Symphony. The bass clarinet plays 3

[

a,There are three main elements or texture

ngfloes, whales, penguins, the southern ligh
N or aurora. percussion is used a lot in the

"personify” the cold,
indifferent, disembodied, soulless vast,

glockenspiel, timpani, bass drum, side inhospitable Antarctic. "Following the

Isbible dictum "He who is not for us is
k. against us" this indifferent neutrality really
necrosses the line and becomes actively
e malignant and hostile like the
s capricious and angry Greek Gods
1l thwarting the explorers for daring to set
nsfoot in their domain. The solo soprano
edtakes on a genie or as Ponting called "Spirit
It of the Great White South" aspect VW used
W a wordless soprano before to portray the
y bleak empty void in both the French and
e English landscape left by the devastation of
a generation of men in World War 1, in his
Pastoral Symphony No. 3.
\V The solo soprano is combined and almost
bt pitted against a small wordless chorus of
bttaltos and sopranos. These chords that move
r in close block harmony echoing the
Pastoral Symphony again. There is a more
enticing, warm, romantic sound to the
eschorus than the cold soprano soloists. They
ngiven a siren-like quality singing
d beautifully and sweetly but in a cruel
e mocking style attracting explorers to their
ndultimate doom. Very similar music was
orcomposed by VW for his drowning scene
thin the film "The Loves of Joanna Godden".
an The chorus also has an eerie wind-like
t. sound quality and is often very effectively
nanerged and tapered into actual wind
esrecordings on the film soundtrack. VW
at should have known of the effect of a
wordless chorus from the "Neptune"
movement from his friend Gustav Holst's
td'Planets Suite", Debussy’s "Nocturnes”,
Ravel's "Daphnis and Chloe" Suite (for a
brief period tutor to VW) and himself used
such a device in his piece "Flos Campi"
ce first performed 1925.

S
sd3) The third element dominates about half

or more of the score and depicts the
trudging, marching, toil, outer and
stinner suffering of the explorers as they pass
osthrough the antarctic landscape. Often in
the minor mode heavy bass and string
writing move at slow march-like walking
pace speed. Often off-beat stabbing effects
on drums add to the heavy doom-laden
despair of these sections.

D

—

Before the pole is reached they can depict
steady progress being made albeit very
slowly and still with great difficulty with a
great human spirit of determination and
resolution. After the shock of the pole
experience and increasing hopelessness
and difficulties that face the morale broken
men, these march tunes often reappear in a
distorted, broken-down sombre way to
mirror the inner breakdown in morale of
the explorer's minds.
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Analysis of the Film Score

1. Main Title (116 Seconds)
VW opens with this upwardly striving theme that also opens the
Symphony.

It suggests great determination and resolution. "To strive, to
...etc. It seems to keep stopping as if stumbling under great w|

10. Pony March (45 Seconds)

This is a frisky, light, jaunty jog trot with woodwind and xylophone
that is similar in quality to the March of the kitchen utensils" from
VWs "Wasps Suite".

11. Blizzard (44 Seconds and 49 Seconds)

Memolo strings and ominous brass in a heavy march manner
alternate with the siren small chorus that mingles with the actual
wind sound to summon up the blizzard’s deadly power. This theme
appears played by brass and oboe backed by drums:-

. g B : .
s Lot TEIF+ PE e sup £ocp #7020
Bi | e e T

1

C: —

in the snow and then gets up and moves on again. The piano addi. «

very effective hollow, steely effect. It is a bit faster on the film sg
than the Symphony and has tremolo strings (a cinematic ¢
effect). It appears many times later in modified form. It reache
appropriate crescendo climax to get the film off to a rousing st3

2. Prologue(74 Seconds)
This creates the vast unknown mysterious atmosphere of
Antarctic and the chilling soprano and siren chorus add to this b
mysterious effect. A glockenspiel bursts in to represent a su
blizzard of snow.

3. Kathleen Scott Sculpture Scené5 Seconds)

ofeis much used in the film score and the 7th Symphony and has a
ictegged persistent quality.
5 an
rt.
12. Glacier Gateway(24 Seconds)
This is a particularly magical moment in the score. Brass and
thelesta give a sparkling, glistening, coruscating effect, for a
eakpment we could be at the gates of the "Celestial City" of
dd&Rilgrim’s Progress".

13. Climbing the Glacier(83 Seconds and 167 Seconds)
This suggests the constant toil and difficulty of uphill walking in

This is a tender and intimate scene. Kathleen is working on smow under weight. The strings give a heavy toiling theme

sculpture of Scott who poses in full naval uniform. The music is
quiet in tender VW string, oboe pastoral mode.

4. Nansen(40 Seconds)

There is a muted mysterious quality to the music as Scott trie
his motor sledge but the music turns grim with sombre brass
Scott and Nansen disagree about the treatment of man’s fa
friend - the sledge dog.

5. Ice Floeg(66 Seconds)

Percussion, swirling, xylophone glissandi, oboe, celesta
menacing brass, interrupted by menacing gongs and upward m
flute/piccolo runs evoke further the glistening, strange world of
floes, whales, seals and porpoises as the Terra Nova sails throu
pack ice. A brilliant piece of editing occurs: the music stops abru
as the ship gets stuck in the ice, the telegraph indicator call

erpunctuated by brass and a gong. Grim determination is suggested.
There is an ominous sense of foreboding and entering the
"Unknown Region". The opening striving theme returns, brass
against tremolo strings, reaching a very powerful crescendo
5 dottissimo climax, definitely not background music. There is an
vhaimost organ-like sonority and texture. VW later used a massive
ithfattissimo organ passage to great effect in this 7th Symphony.

14. 9,000 Feet Ug37 Seconds)

This passage is reminiscent of the Coastal Command film music.
ankhe whirling, scintillating effect of glockenspiel and celesta create
viag, up-beat exhilarating effect as the explorers enjoy the view at the
iceummit of their uphill labours.
gh the
ptli5. Sledging(61 Seconds)

s fdhis march-like piece with muted trumpet answered by strings

reverse and the music immediately recommences as the ship moseggests the heavy left/right march of the explorers.

backward again.

6. Ice Barrier (35 Seconds)
Menacing brass and timpani suggests an impenetrable wall of

7. Penguins(44 Seconds)

This is one of the more humorous, tongue-in-cheek episodes.
penguins are fully xylophonated (not "pixilated" as with R
Conway!) and xylophone, trumpet and bass clarinet take it in tu
depict the penguins scampering over the ice. The comment
that they had nothing to fear wasn’t true in reality. The effect is
perky and found its place in the 7th Symphony.

8. The Ship Returns(22 Seconds)

16. Choosing(43 Seconds and 29 Seconds)
Scott has the lonely leader's choice and decision to make as to
cewhich men to take on the pole attempt with disappointment for
some. This music is very quiet and background. The oboe against
strings suggests pensive loneliness.
The
usd 7. Amundsen(12 Seconds)
rn Iche explorers see the rival flag. This short piece is very effective.
ma8ledden grim stabbing brass bursts in against woodwind and
verstrings suggesting the party’s heartrending surprise and
disappointment.

18. Return From Pole(107 Seconds)

Grim brass writing give this section and urgency as the polar parfjgain a despondent march-like piece with heavy strings and brass

enthusiastically run to greet the returning ship their only con
with Britain and their homes.

9. Aurora (18 Seconds)

A swirling mystic atmosphere is created with trumpet, strings
woodwind to represent the beautiful "Southern Lights" electrical
phenomenon.

tasubverted by off-beat drums, there is an answering upward
moving phrase trying to raise some good cheer and hope but
giving the effect of vain "Whistling in the Wind".

ant9. Return from the Glacier(119 Seconds)
skixgain a grimly determined theme with menacing timpani rolls and
the gong adding to heavy brass, string and woodwind.
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20. Taffs Death(43 Seconds)

The opening "striving" theme is distorted and subdued W
faltering and growling brass and woodwind as Taff breaks do
altogether and dies in the snow.

21. Death of Oateg9 and 27 Seconds)

The opening striving theme and dogged-determination theme
used with the mocking chorus merging into the wind as O4
walks out to face his cold, lonely death.

22. Aurora (17 Seconds)

An oboe creates a gentle, peaceful, mystical atmosphere
shades of Holst in Neptune the mystic movement from "T|
Planets Suite".

23. Diary Map (49 and 23 Seconds)
Only 11 miles from One Ton Depot. The dogged-persistent the
against off beat strings. One last vain hope that One Ton Depot
salvation can be reached.

24. Second Blizzard21 Seconds)
The cruel mocking chorus merges with the unrelenting sound
the blizzard wind and tent flapping as if to have the last final |
wordless word "only 11 miles to food and stores of plenty!"

25. End Music (41 Seconds)

This is an upbeat grandiose march very similar to that at the
of the "Coastal Command" film music, ending the film on
triumphant note. VW wasn'’t pleased at this upbeat ending to
film.

26. End Titles(70 Seconds)
The inflated British Empire glorioso type music continues over {

There is an amusing compositional coda to the film music. The
ithfilm opened to the public at the Odeon, Leicester Square on 30
wrDecember 1948 and VW went to see it. He was horrified by the

incongruity of Grieg’'s Homage March played after the Film had

ended by the Cinema’s organist. So he wrote his own 32 piece
coda based on a theme from the film. H.M.V. recorded some of the
anmausic on 30 December 1948.
tes
Ernest Irving contributed to the musical score including "Scott
draws a line of the graph" and his "Queens Birthday March" as
well as arrangement of "Will ye no come back again" and
witBhristmas Carols. His contributions have the honour of being
hemarked "featured" in the musical cue sheet, post production
shooting script.

Recording:
mds already mentioned a complete "foreground" recording of VWs
aratmosphere score without cuts and with today’s clearer recording
quality is much needed to hear the music as a coherent whole.

Pearl CD GEM 0 107
opeven pieces from the H.M.V. recording made for H.M.V. are
hs@vailable on this disc conducted by Ernest Irving and the
Philharmonic Orchestra. These are: Prologue, Pony March,
Penguins, Climbing the Glacier, The Return, Blizzard and Final
Music.

enﬁ’ihe Discs include other VW film music selections from Coastal

a Command, 49th Parallel, The Story of a Flemish Farm and "The

th‘F_oves of Joanna Godden". There is also a performance of the 6th
Symphony conducted by Sir Adrian Boult, London Symphony
Orchestra.

he(See the review on page 24)

end titles.

Scott of the Antarctic:

John Mills, Kenneth More and the Ealing Studios

When Associated Talking Pictures was formed in 1929, a studig
required and a site was duly found at Ealing Green in the Lo
Borough of Ealing. When Basil Dean, the found of ATP, leftin 19
Michael Balcon then working for MGM in London, took over and
production company was renamed Ealing Studios Ltd.

Balcon led the company wisely, maintaining a family atmosphere
a stable team of technicians and programme makers. Film m
was modest in scale, turning out 4-7 films a year. Extra finar
security was provided following a partnership with Rank in 1944
all, over 100 films were made over the twenty years 1938-58.

The characteristic Ealing style was partly owing to finan
limitations but also sought to capture elements of the Br
character: pragmatic, undemonstrative, humorous, self-deprec
courageous and tenacious. Many of Ealing’s leading players refl
these qualities — Alistair Sims, Jack Warner, Alex Guiness, Marg
Rutherford, John Mills and many others. The Second World
enabled the studio to develop images of national unity
compassion alongside these British characteristics. The For
Went to France, Went the Day Well?, Convoy and Next of Kin (a
Office commission) showed those qualities. Post war, war
themes were continued and in Scott of the Antarctic, Michael Ba
sought to present ‘Britain as a questing explorer and adventure

Wéae film was made in 1947 and released in December 1948. It was
ndomexpensive colour production with location shooting in Norway and
38witzerland. It was chosen for the Royal Film Performance in 1949.
he

John Mills — an introduction

alahn Mills was born on 2
aktetpruary 1908 at Watts Navg
ciahining School for Boys in
Norfolk. His father was
Headmaster of a school neg
Great Yarmouth. John Mills
ciattended his father's schodg
tidlefore moving on to Balham
atBiggmmar School and St Joh
cdteéman School in Beccles
yaBeiffolk. As he left his mother tg
Wgo to this school he said t
ahinself ‘Whatever else
erhappens, | mustn’t cry’ showing
Weaarly on one of the qualitieg |
imdich would come to the fore ] Y
ldanScott of the Antarctic. At Beccles he appeared as Puck in an
".amateur production of A Midsummer’s Night's Dream. After
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"From that moment | was captured : | have started an affair thai
last as long as | live. Somehow or other, sooner or later, | kn
would make it".
(from his autobiography Up in the Clouds, Gentlemen Please, 1
p.10)

witien the unit left for Norway for the blizzards and the final shots at
ethé Pole.

98harles Frend, who was directing, had, with Sir Michael, taken
enormous trouble to cast the film, with the result that all the principal
characters bore a quite striking resemblance to the team that Scott
had led on the expedition. The photograph of Harold Warrender as
Dr Wilson, James Robertson Justice as Taff Evans, Derek Bond as
Titus Oates, Reginald Beckwith as Birdie Bowers and myself as Scott,
taken at the Pole, bears an uncanny resemblance to the famous
original picture.

The great difficulty in shooting the exteriors in the snowfields and
glaciers arose form the fact that it was not possible to rehearse with
the sledge, because the vast stretches of virgin snow had to remain
virgin. Footsteps and marks in sand can be obliterated with
helicopter propellers, blasting the surfaces smooth, but this does not
work with snow. All Charlie Frend could do was to point out to me
marks ahead, a boulder, or a discolouration, which would give me a
line on which to proceed. On one particular occasion he pointed to
an ice-covered rock about fifty yards ahead and said, ‘Johnnie, you
lead off with your team’ — at this time there were still eight men and
two sledges on the expedition — ‘and just before you reach that rock,
stop, look into the distance, turn round and shout the line over your
shoulder to the second team, who will be waiting behind you. (The
line was, ‘All right chaps, follow me — this seems to be a good way
up.) ‘Then, if you have enough puff left, carry on hauling till | shout
"Cut". | hoped | would have enough puff. We’d only arrived from
England that morning, and here we were hauling sledges up the
Jungfrau at a height of about 11,000 feet, and although we had all
gone into strict training for weeks, we were already blowing like
grampuses.

Action: | started hauling; reached the approximate spot; and after
gazing into the distance, took a deep breath, turned as directed, and
shouted over my shoulder, ‘All right chaps, follow me — this seems to
rbe a good way up. | then took one step forward and completely
Exchange before moving to a sales job in London. This didn't watlsappeared from view. If my harness hadn’t been securely fastened
and he explored options in the theatre getting his firgt the sledge and my three gallant companions hadn’t dug their heels
job at the London Hippodrome in 1929. He toured the Far Eastirinin all probability | should not be here at this moment. | had fallen
different plays and met Noel Coward. His career gathered pace #mdugh a snow bridge, which was not more than a few inches thick,
he appeared in his first film in 1932. He joined the Royal Engingénto a crevasse, and as | hung swinging like a pendulum from side to
in the Second World War and was invalidated out in 1942. In 1941<ide | looked down : beneath me the drop must have been at least 20(
Lt. J Mills had married Mary Hayley Bell, a writer and friend sinckeet. It took them some time to haul me to safety, because of the risk
1928. In 1942 he starred in In Which We serve, direct by Na#la possible collapse of snow at the end of the crater. Needless to
Coward and David Lean. The film did well and John Mills’ cargesay, for the rest of the location the word ‘snow bridge’was written on
never looked back. We Dive at Dawn (1943) cast Mills this time gsaur hats.

officer, a master of understatement and controlled emotions. |This

Happy Breed (1944) and The Way to the Stars (1945) consoligdteslas an unforgettable experience. The beauty of the Jungfrau in the
his reputation for professionalism, sensitivity, reticence, dignitgte evening sun after the day’s shooting, skiing down through the
decency, honesty and personal charm. In recognition of thetacier with Willi Steuri, a famous Swiss guide, on powder snow to
qualities, John Mills was chosen to play Captain Scott in Char@sndelwald, hot steaming glihwein, then the mountain railway up to

He began work initially as an office junior in the Ipswich C

Frend’s film Scott of the Antarctic (1948). John Mills said it wal
part he had always hoped to tackle and when the film was sho
the public, the Sunday Dispatch said ‘John Mills’ portrayal of S
is the greatest thing he has ever done’.

John Mills on Scott of the Antarctic

John Mills dwelt at length on Scott in his 1980 biography Up in
Clouds, Gentlemen Please. (Weidenfeld and Nicolson). It is w
repeating his words:

"Because of weather conditions the schedule of Scott was spli
two parts. We filmed for ten days on the Jungfraujoch doing al
ice-climbing and some of the glacier sequences, all of which ng

s @cheidegg, our base camp.

wvn to

cddn 1 October | sailed with the rest of Scott's expedition from
Newcastle in a small Norwegian ship that did everything but capsize
in a gale force eight storm on the crossing to Stavanger. Captain
Scott and his gallant men were, without exception, violently sick. We
went from Stavanger to Bergen, then by train to Finse, a small resort

thethe mountains with one hotel which was to be our homes for weeks.

oFiinse had been chosen for the appalling weather conditions we
needed on the glacier and plateaux. It didn’t let us down. Every
morning we left the hotel at six and climbed for one and a half hours

t ippothe glacier to the plateau. The cold was so intense it froze our
thacked lunches which we wore around our waists under several

ededaters and anoraks. Before we could put on our skis it was

fair weather with blinding sun; then shooting stopped until Octo,
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frozen stiff. The conditions were quite unbelievable. Two of
cameramen were sent home with frostbite; the moment they took
gloves off the skin of their fingers stuck to the instrument. On the
we were supposed to shoot the ponies one of the explorers, Q
Riley, who had been to the Pole and was acting as an adviser d
film, was heard to remark that ‘On a day like this no self-respeg
explorer would have been seen outside his tent.

We had to learn to work with the huskies. These dogs, wher
fought, became serious about it. No snhapping and scuffling:
fought. Ears were bitten off, and in no time at all the snow
covered in blood. One of the reasons why Scott died in his ga

our Kenneth More on Scott

their

> &g young Kenneth More had secured the part of Lieutenant Teddy
ulEtians in Scott of the Antarctic. In his autobiography Happy Go
nltiheky (Robert Hale, 1959), Kenneth More said the following about

titige filming of Scott:

"When Peace in Our Time folded, after only four months, | hurried
theyn to Ealing. The critics wrote that Scott was a "box office
tlodgssic”, "worth seeing time and time again”, "magnificent",

wasspired" and so on. Nevertheless, in my opinion, the script wasn't
lleght. Scott was a bad film — despite John Mills’s magnificent

attempt was because he couldn't bear the sight of blood and pleeformance — and certainly it was not the happiest to work on.

vicious kicking that was necessary to separate the dogs who
fighting.

While the production was being prepared (Mary worked on the s
with Charles Frend and wrote some of the additional dialogue), |

were
Troubles cropped up all along the way. When the location shots were
made in Europe and the Antarctic, the unit slid about on glaciers,

cripeathing was difficult at high altitudes, special heaters were needed
diol keep the cameras turning in temperatures as much as twenty

a great deal of research on Scott. He was a fascinatingly complegrees below freezing, the camera crews were in danger of frostbite

character — a born leader, with tremendous physical stamina
courage. He had a quick temper, which he often found difficy
control. This | was never allowed to show, because of the poss
of upsetting relations still living. The picture had, | think, m
influence on me that any | made before or since. Because g
beards, which had to grow progressively longer, we shot the fil
continuity, which meant that | started as Scott did with a
complement of men for the expedition and five months later end
in a tent, as he did, with only two of them left : Birdie Bowers
Wilson. It had a strange, chilling effect on me. No one knows
long Scott lived in that tent after Bowers and Wilson died. Se
months later, when the rescue party found the tent buried ung
mountain of snow and dug their way through and opened the

they were faced with the heartrending picture of Scott sitting upfi

with his eyes open and two large tears frozen on his cheeks. H
opened his anorak and his arms were round the shoulders of hi
companions.

Mary joined us for the last two weeks’ shooting. When the final
was in the can we were told we could shave off our beards. A K

abecause they had to work without gloves and, in Switzerland, the
It"tailway lines" laid down for track shots collapsed when the snow
bivgs melted by the sun.

Dre

of tough, weather-beaten, dirty, bearded he-men disappeag

upstairs to their various bathrooms. An hour later we appeare

the bar looking like a group of very young French poofs, with baby

pink cheeks and scarlet lips. Our Norwegian guides, who had wa
with us for weeks and been a tower of strength, roared with laug

rushed at us and kissed us. The party went on, Norwegian-
drinking under the table (I've never understood why) until dawn

We returned to England and finished the remaining interior sho
Ealing Studies. A young actor whom I'd never seen before pl

rkedas spared this misery. Noel's play kept me in London while my

htecation shots were being done, and a stand-in had to be used.

st@lenditions were tough in the studio, though, and at moments | was
tempted to think that the perils of the genuine South Pole were less
than the terror of Antarctica in Ealing, W.5.

s at

ayldtk special effects boys had a whale of a time. They sprayed the set

Lieutenant Evans. It was not a large part — in fact if my memongth artificial fog which made us choke and cough. We had to suck

serves me correctly he only had about one close-up, but he mad

e bid#pus-tasting pellets so that our mouths would give off vapour and

an impression in that short space of time | was sure that one daywsd seem to be out of doors in the cold. And the "sastrugi ice"

must become a highly successful actor. His name was Kenneth
| was also lucky to get to know a charming and fascinating man
paints and draws the wild birds that Scott saw on his trip to

Antarctic - Peter Scott, now Sir Peter, was extremely helpful to n
the time of making the picture, and although he was too your

have known his father, the cuttings and letters he put at my dis
were invaluable.

Scott of the Antarctic was chosen for the Royal Film Performan
1949. It was a good film, well-made and well-acted under appa
conditions. But | feel that it we'd been allowed to delve more de
into the characters of the men themselves, it could have been a|
one".

Notes by Stephen Conno
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Mmasisted of hard jagged lumps of plaster which were darned painful
whben we stumbled and fell on them.
the
nerae "snow" was a foamed urea-formaldehyde compound, carried
dgrtm the studio in featherweight slabs, chewed up by machines and
pddalvn by a 22-foot diameter fan, wrapping us in a blizzard with
visibility nil. The flakes got into our eyes and beards, and since we
were supposed to be where man had never trodden before, time was
ceniasted between each take while we sat, perspiring in furs up to our
liegrs, and waited for our footprints to be obliterated. The tractors
epbed in the studio kept breaking down, making everyone short-
gerapered, and to crown it all, the film was made on Technicolor
Monopack. It had to go to Hollywood for processing. Days elapsed
before anybody could be really sure that the right stuff was going into
ckhe can. | left Ealing thankfully".
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Oates (Dereck Bond) is
suffering terribly from his
frostbitten foot but jokingly
tells his comrades that he
used to be considered “a fine
leg for a boot”.

laid, Scott (John Mills)
explains to the expedition the
details of the plan.

“Scott of the Antarctic,”
This scene was taken on
location in Switzerland.
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Scott of the Antartic

A Personal View
by Michael Nelson

Ealing Studios’ Scott of the Antarctic is a film very much of its time -
late 1940s. (It was chosen from the 1948 Royal Film Performance -

sign of ‘official acceptability’). The cynicism and iconoclasm of I3
decades were absent then; a sort of innocence prevailed. Heroic

such as Scott and his comrades were treated respectfully, a
reverentially. Even if the heroes were not perfect and could n
mistakes, they were far from being scorned. Nowadays, by contra:
very concept of ‘the hero’no longer seems viable - every figure who 1
be so described is liable to be shown as having feet of clay. The
judgement one suspects lies somewhere between the two.

John Mills, good actor that he is (and one of the few capable of pl
both officers and other ranks with conviction) gets as much out of S
character as Walter Meade’s and Ivor Montagu’s script (1) and Ch
Frend’s direction permits him to do. That goes, more or less, for the
leading actors (Derek Bond, Harold Warrender, James Robertson J
Reginald Beckwith) (2). Sir John, in a televised interview several y
ago, confessed that he would like to have made Scott a more vuln
and so a more interesting human being. It was not to be. (To be f
course, one can only guess at the tensions that might have og
between the five who finally reached the South Pole, only to perish ¢
return march.)

Although the early domestic scenes are curiously flat (with s
downright poor art direction) the film as a whole may be summarisg

a worthy, visually superb and ultimately moving tribute to a group of

brave men whose failure paradoxically made them into national h
(how very British that is!). But for contemporary viewing conditioned
it were, by doubt it is the technicolour photography and, of course
musical score that are the main points of interest. As to the former,

Guide (8) reflects a thoroughly contemporary view by dubbing it

‘respectable’ and stating that ‘the movie says, with characteristic aplomb,

well done chaps, at least you tried.” More significantly this last review

refers to the musical score effectively upstaging the dialogue; and Perry

also highlights this: ‘The final touch to enhance the picture’s prestige was

the vibrant, atmospheric score by Ralph Vaughan Williams, one of the
{EPMposer’s rare and most successful forays into film music, and a triumph
N rgaling’s musical director, Ernest Irving'.

iter Michael Nelson

igur
m
nake
5L, t

Additional dialogue was the work of Mary Hayley Bell, who
is, of course, Lady Mills.

hig ) One of the secondary rqles was taken by Kennefch More and

ideal a very minor one by Christopher Lee, both then little known.
Although one scene features the Norwegian explorer
Nansen neither his name nor that of the actor portraying

ying him appears in the credits.

“:rtlt ) In addition some hazardous scenes were filmed at Ealing on

other a sound stage covered in fluff’, a form of fake snow. The

ustice, arfcificiality of these scenes, in contrast to the authentic ones,

e slightly detracts from the overall effect.

erabl
air, 243
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A six and a half minute sequence of extracts from the score
(Prologue, Pony March, Penguins, Climbing the Glacier,
Final music), played by The Philharmonia Orchestra
conducted by Ernest Irving and originally released in 1948,
has been included in the compact disc British Film Music

- from the 1940s and 1950s (EMI 7243 8 28844 2 2).

pd 3 Halliwell's Film Guide, 6th Edition, Leslie Halliwell (Paladin

broes Grafton Books, 1988).

the work of Jack Cardiff (later to become a director in his own rig
Osmond Borradaile and Geoffrey Unsworth. Location scenes
actually shot in Norway and Switzerland, with additional footage, m

ambience of a film that it assumes a quite exceptional importance. (|
be added that the sound effects also play their part.)

contributions to the golden age of British film music, that lasted fro
mid 1930s to the mid 1950s yet it is not hard to conclude that only
could have done justice to such an epic subject.

It is instructive to note what sort of rating the film is given by refer

works. Halliwell's Film Guide (5) describes it as ‘the stiff-upper-lip sa

par excellence; inevitable knowledge of the end makes it pretty dow
and the actors can only be sincere; but the snowscapes, most o
artificial, are fine’; George Perry, in his invaluable guide to Ealing Stug
Forever Ealing (6), concludes; that the ‘epic failure’ was told ‘witl
much honesty and accuracy as could be mustered while some
associates were still alive, and John Mills gives an except

performance’; David Quinlain, in British Sound Films The Studio Ye

1928-1959 (7), calls it ‘honest but still inspiring’; while the Time Out F

Journal of the RVW Society
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tf\@s) Forever Ealing, George Perry
{ was (Pavillion/MichaelJoseph, 1981).
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British Sound Films, The Studio Years 1928-1959

eré’)
David Quinlan (B T Batsford, 1984).
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Time Out Film Guide, Seventh Edition 1999
(Penguin Books).
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Letters

We are always pleased to
recieve contributions for this page

Mass in G minor

| am writing to take up with you, albe
with no wish to challenge your right
your own opinion, about th#ass in G
Minor in the review of the Choral Portrg
by Rochester Cathedral Choseg Stephe
Connock’s review in the October is$ue

You find the work "strangely anonymol
and withdrawn" but | feel that it is one

Vaughan Williams’ very greatest works,
can think of no other composer who col
have written a piece that both looks back
the great Tudor masters, Tallis, Byrd &

not couple it with thé>astoral Symphony
Please forgive me for airing m
disagreement so vigorously, but | wouy
hate to see such a marvellous wg
forgotten.

On a more positive note, thank you for t
fascinating articles on Job, another wg
known only to VW specialists.

| close with this thoughtThe Mass in G
it Minor; Job and theSinfonia Antarticaare
oalmost unknown beyond the confines

admirers of VW’s music, but ampl
itillustrate  his genius. They sho
N inventiveness and technical mastery,
well as a range of expression that w
surely unequalled in the 20th Century.
Us
pf Nigel Blore

Billericay

Id
to
nd

I}

from the continent, Palestrina, while at
same time being unmistakably 2
Century,

?Completion of VW’s
kUnﬁnished Work

The recent mention of the desirability

Unfortunately, over the past 30 yearsiestoring the missing page to VW’s secq
Church music has been dumbed down amdbrfolk Rhapsody has jogged my memo
a work which requires intengeon another and wider issue

contemplation and concentration mpaycompletions". The idea of preparin
appeal only to those in sympathy with théperforming editions" of works lef
more traditional style of worship found |nincomplete on the deaths of maj
cathedrals and Oxbridge Chapels. composers has seldom lain dormant si
the various editions of Mozart's Requie
For me, the Mass is a deeply spiritual workvere prepared and given to the pub
and it is astonishing to think that it wasPayne’s version of Elgar’s third is only th
composed by an agnostic and one-timmost recent in a long and (general
atheist. honourable succession of such efforts,
dedicated admirers of the originators.

The Agnus Dejwhich seemed to give ygu
such difficulty has a profound beauty ahdn a great number of such cases,

its ending, though simple in constructio
one of the most sublime endings in
music, not simply VW.

| urge any members who have not

idistening public has proven to apprecig
Isuch efforts. Often the original compose
heirs and families have accepted that i
better that such work be done by those W
awvere familiar with the writers style an

come to know and love this wonderfulgeneral intentions, - rather than leavi
work to obtain a copy of a top recordingincomplete manuscripts open to md
perhaps that on Hyperion, or better stillabusive and casual completions at I3
the spacious and ethereal account by Kingisnes. The passing of the years inevita
College Cambridge under Sir Davjdweakens the possibility of a "compatih
Willcocks. This is a performance which|iscompletion”, as styles of writing and ev
a worthy successor to their gloriousnodes of thought evolve.

P The "final" fugue of Bach'’s ‘Art of Fugue"
y exists in at least three notional completions
Id any one of which must surely, to any
rknusicaly-minded listener, seem more
acceptable than the ghastly suspension in
mid-air which was left to us by the grim
heeaper? It would be a hard-minded purist
rkvho would reject the pleasure and
satisfaction which has been given to us by
completions such as these: Even if they
could never pretend to correspond exactly
to what the composer would have written,
ohad he been granted tie time, a listenable
y and worthy piece of music is surely to be
wpreferred to a nearly-complete collection
ad ‘indications”, inaudible and/or
agisconnected, on manuscript paper? |, at
least feel an undying sense of gratitude for
the labours of the devoted rescuers of such
works.

What then of VW's relicta? According to
Kennedy, two works could be salvaged -
the cello concerto, and Thomas the
Rhymer. | have spoken to Michael
Kennedy about these twice, and am aware
of his opposition to any form of
pfcompletion being attempted. This seems a
ndery great shame, as it has lost the
ryopportunity for a collaborative effort by
otthe three musicians who would have been
gbest equipped to provide us with worthy
performable versions (Douglas, Cooper,
prand Kennedy himself).
hce
nHowever, better late than never. The Elgar
idamily had the good sense to recognize
ehat, if they did not approve a completion
ypf Elgar’s third by a dedicated, capable and
byommitted lover of the sketches, some
other hand would almost certainly make a
"completion” after the situation had
thelipped beyond their control - mid the
teesult might then be much less honourable
r'so Elgar's memory. Those so far still in
isontrol of VW's affairs should equally
heonsider what means may be best for
dgetting the two posthumous works into
hgespectable and useable forms, before time
réears the control from their hands, and
tesome cheapjack version is produced for the
blgake of personal glory or profit, rather than
leout of love and respect.
2N
Ursula’s views would of course be decisive

performance of Allegri'sMiserere and

on any proposed actions - but | would hope

Tallis’s Spem in alium The other pieces Worthwhile, respectful and successfuthe Society might feel it right to seek out
on the CD under review are all very fingperforming editions have been produgednd propose some positive way forward
works, but the Mass is on an altogethesf, e.g., Mahler's tenth tenth (Cooke)with these two major "incomplete" works.

higher plane. Perhaps Hyperion have therince Igor
ideal coupling of works by HerbertGlazunov),
Howells, who will appeal to those who areBalakirev’s

second piano
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(Rimsky-Korsakov andWhat about it?
Taniev’'s second (Blok),
concerfo
inspired by the Mass. Alternatively, why(Liapunov), and Grieg’s second quartgt.

Angus J. Duke
Stratford Upon Avon
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Sinfonic Antarctica explorer and mountaineer who climbede was planning about the LSO. They are

Mt. Everest in 1953, the very year in whickpublished in ‘London Symphony - Portrait

In Sydney the symphony appeared (I heard it theaf an Orchestra’ by Hubert Foss and Noel
No doubt you have already heard thdrom the Halle Orchestra under Sir JohiGoodwin, published in 1954 with a preface
RVW has been prominent in Australia. | Barbirolli in Manchester). Sir Edmund [sby RVW.

now 81 years old, a little slow andwWwhen RVW entered the studio at Abbey
The Sinfonia Antarcticawas played in unsteady in his walk, but of formidableRoad he received ‘tremendous applause

Sydney as part of the Olympic Artsand rugged mien, not unlike RVW himsglfhaving conducted the LSO in a

Festival. The orchestra was the Nevin
Zcaland Symphony under James Judd jand

his old age.

performance of ‘A London Symphony’the
night before. Another lost opportunity for

the quotations were spoken by Sir Edmun@ihe second special feature was tha recording. Humphrey Jennings also
Hillary. It was a bright idea on the part jofcinematic projection onto a giant scregdescribes the rehearsal and performance in
the New Zealanders to use the conquerbehind the orchestra of a film made |ithis notes published in ‘London
of Everest in this role. 1998, edited to fit the music score, by th&ymphony’. Perhaps these extracts could

television company Natural History Newbe printed in a future edition of the RVvW

| am rather glad to recall that | played &Zealand (N1-INZ) which is based inSociety Journal.

small part in the very first performance [oDunedin on the south island and is ong of

this symphony in Australia in 1953. Sirthe world’s largest producers of wildlife For anyone wishing to hear traditional
Eugene Goossens was the conductor of thed associated TV programs. Thainging from a Suffolk Pub a recently

Sydney Symphony and the soloist was theameraman was Mike Single, and his filnteleased CD may also be of interest to
distinguished soprano Margaret Moaref landscapes, seascapes and animd¥W Society members. ‘Good Order!

(who died last week). Margaret, an ¢ldmainly seals and penguins) wadadies and gentlemen please. Traditional
friend, rang me in Brisbane to talk abguinterspersed with historic footage fropsinging and music from The Eel's Foot,
the performance and mentioned thanuch older films and stills from the ScattEastbridge, Suffolk, CD  number

Goossens was not sure how to create| tleea. In itself this was a superb film, but|at/T140CD is issued by Veteran, 44 Old
uncanny atmosphere surrounding themes it was something of a distraction |t&Street, Haughley, Stowmarket, Suffolk,
soprano solo passages. the music, especially as it often showetP14 3NX, tel/fax 01449 673695. Web

| told her to ask Goossens to listen to theusic

music of the filmScott of the Antarctic evocative intensity.

which would solve the problem. | had just

scudding clouds moving swiftly where thesite: www.veteran.co.uk.
itself moved slowly with its (priced at £12.99 including postage)

The recordings were made for the BBC in

imported from London a 78 rpm record [ofThe whole performance was1938/39 by A L Lloyd (who Ilater
the film music and | sent it down to Sydneyenthusiastically received,
where Goossens and Margaret and |theerformance before interval of a new wgrlbook of English Folk Songs’), and later
sound engineers listened carefully andalled Hikoi by New Zealand composgrecordings made for the BBC by E J
learned from it. That first performance wasareth Farr (born 1968) which wasMoeran and used in a programme
immensely successful in spite of thectually a 30-minute concerto forpresented by him, ‘East Anglia Sings'.
acoustic peculiarities of the Sydney Towmercussion and orchestra, written speciallgome of his commentary can be heard on
Hall. (These were pre-opera house daysjor the soloist Evelyn Glennie whosethis CD.

almost incredible virtuosity amazed the

as had | aollaborated with RVW in ‘The Penguin

D J Munro| large audience. But it was the RVW wotkNot all the songs are folk songs, but it
Queensland described by the program note as a "sopndcludes ‘The Dark-eyed Sailor’ which

More on Scott in Sydney
As part of a very wide-ranging Olympjc
Arts Festival running concurrently with the
Olympic Games in Sydney, the visiting
New Zealand Symphony Orchesfra

meticulously conducted by James Jdei_

(who shares its musical directorship wijth

that of the Florida Philharmonic There have been two recent reissues of
Orchestra) performed the Sinforial949 recording of RVW's 6th Symphorny

he Eel's Foot

Antarctica in the Sydney Opera Housg@layed by the London

y
Concert Hall on September 25. It was|a@rchestra under Sir Adrian Boult, gn
excellent performance, but there were fwButton CDBP 9703 and Pearl GEM 01Q7.
special aspects which took it a long wapoth CDs have the original scherzo.

out of normal concert routine.

spectacular® which could becomeRVW collected elsewhere and arranged.
enthusiastically embraced by a newDther songs of interest are the ‘False
audience.

Hearted Knight' sung by ‘Jumbo’
Brightwell who learned his songs from his
Fred Blanks| father ‘Velvet' Brightwell who sings 'The

Sydney| Princess Royal' and ‘Pleasant and
Delightful’. These are the kind of singers
RVW would have encountered when
collecting in Suffolk. The ‘Foggy Dew’ is
also sung on this CD, recorded only a few
thweiles from Aldeburgh!

Michael Goatcher

Symphor Thaxted, Essex

RVW was present at the recording sessipns

The first was that the poetic introduction®n 23 and 24 February. These are
to each movement were spoken by |Sitescribed by the documentary film maker
Edmund Hillary, the New ZealandHumphrey Jennings in his notes for a film

Journal of the RVW Society
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Record Review

Origina| music to Scott of the Antarctic recorded on IS February 1950 and is included in a new Dutton CD to
be reviewed in the June edition of the Journal). The energy and

vitality of Boult's early recording is immediately apparent. The sound
is remarkably clear for its age.

The front and back of the CD booklet refer to 8ieth Symphongs
being in ‘E major’ - an inexplicable error. No matter. | strongly
recommend this CD for the Epilogue 48" Parallel and the Scott
music alone.

Music to Scott of the Antarctic, Philharmonic Orchestra, Ernest
Irving, coupled with film music to Coastal Command (BBC
Northern Orchestra, Mathieson), 49th Parallel (LSO, Mathieson)
The Story of a Flemish Farm (BBC Northern Orchestra,
Mathieson) The Loves of Joanna Godden (Philharmonig
Orchestra and Chorus, Irving) and Symphony No. 6 (LSO,

Boult) on Pearl GEM 0107 Stephen Connock

Norrington cycle continues

VAUGHAN WILLIAMS: A London Symphony (No.2) /
TallisFantasia | Serenade to Music LPO /16 Soloists/ Sir Roger
Norrington Decca 458 357-2 (73".56)

This is a timely re-issu@he Scott of the Antarctéxcerpts are taken
from HMV C3834 of 1949 with the Philharmonia conducted by Ernst
Irving. This recording has appeared on CD before - most recently on
an EMI discBritish Film Music from the 1940s and 195QEMI 8
28844 22) although inexplicablhe Return and Blizzaare omitted
from the EMI re-issue. It is important to preserve this music not least

because it gives us VW's first thoughts prior to t8&fonia| Norrington continues his cycle of the symphonies on Decca in much
Antarctica It also offers us a glimpse of Ernest Irving as condugtdine same style as the others. There is excellent orchestral playing anc
Born in 1878 in Godalming, Irving began his career as a conduiaecorded sound which allow all the nuances of this most richly
on the road in pantomimes and variety shows. He was noted fordnshestrated symphony to be heard. The conductor's enormous
work conducting West End musicals and joined Ealing Studigsattention to the detail of the score, unfortunately to my mind leads to
1937. He remained with the studio until 1952. He composed as| veelbss of passion in the overall performance. Compared with any of
as supervised film music, and his own credits as composer in¢ltietwo Barbirolli or Previn performances currently available on CD,
The Four Just Me(i1939) andrhe Blue Lam1949). His knowledgg this is relatively cool version of this kaleidoscopic symphony. The
and enthusiasm were vital to Vaughan Williams, as was the ¢tbpening "dawn over the city" so reminiscent of Debudsg’'8/er, is
conductor of film music on this CD — Muir Mathieson. Mathiegoponderous, tacking atmosphere and expectation, which is a pity since
(1911-1975) was involved as Musical Director in well over 600 filiie rest of the movement is played with great clarity and ends with a
scores. He was trained at the RCM and joined London Films in 19B2illing climax. The beautiful second movement is played with great
He was running the wartime Ministry of Information film music warleloquence but with a restraint, that left me unmoved. The jaunty
from 1940 in which capacity he became closer to Vaughan Williarssherzo and the monumental finale fare better, the haunting epilogue
His conducting of th&piloguefrom 49" Parallel is superb. This is japlayed with a great sense of mystery.

wonderful piece, different from the more well knoRreludeand is
worth the price of this CD alone. This conductor is a fine exponent of RVW, the other recordings in the
This, with the evocativ®dawn Scene from the Story of a Flemiskeries, so far have been well received, and personally | regard his
Farm (1943) is taken from rare BBC discs. My warm congratulatipmsterpretation ofA Pastoral Symphongs the best available (see

to Pearl for making this lovely music available to us. Other than ttewview RVWSJ no.13). My reservations about the first two
film music, the CD has Boult’s 1949 recording of 8yamphonyWo. | movements of his version of th@ndonpreclude it from the same

6, with the original version of the scherzo. (The revised version|waglorsement. However it is good to know he is to conduct this
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symphony in the concert hall and perhaps may change
interpretation, members may be interested to know that he will
three performances with the Berlin Philharmonic, no less, in 20(

As to the other works on the disc, they are of course, amongst
most well known. The Tallis Fantasia is given a fine if rather aus
performance and there is a glowing reading of the Serenade to
given in the original version for 16 soloists and in this recording
are treated to a very distinguished gathering. There are exce
thought provoking sleeve notes provided by one of our mem
Byron Adams,

Robin Barber

Singing of rare beauty

Merciless Beauty, Two English Folk Songs, Ten Blake Song
Along the field, On Wenlock Edge. John Mark Ainsley (tenor),
Nash Ensemble on Hyperion
CDA 67168

This most welcome CD is
distinguished by quite beautiful
singing from John Mark Ainsley.
His voice has considerable puri
of tone. He sings with very clea
enunciation and has the ability tq
characterise these songs in a viv
and expressive manner, thu
avoiding monotony in works which
can be difficult to bring off. In the
settings of ChaucerMerciless
Beauty he also demonstrates
sense of ecstasy which is s
important in these Rondels.

S

TheTen Blake SongandAlong the fieldoenefit most from Ainsley’s
clarity and beauty of tone. Cruelty haBwanan hearis striking in its
expressiveness arithe Lambavoids all hint of sentiment. From th
Houseman cycle, Ainsley extracts new meaning and finds
colours.The sigh that heaves the grasgesery moving, whilst the
final songWith rue my heart is ladesaptures the poignancy of VW
setting. For both these cycles, this Hyperion disc becomes
choice.

Biempetition is fiercer in OrWenlock Edgewith lan Bostridge
gatstanding in the orchestral version (EMI 5 56762 2) and lan
IPartridge leading the field in the original chamber scoring (EMI
CDM 5 65589 2). John Mark Ainsley’s interpretation is
Videeply felt and beautifully sung and the Nash Ensemble’s
t@@companiment is most expressive. However, nefl@n far from
Mesie and morning or Bredon Hélre as moving as the recommended
\aéternatives, although both songs are rewarding in the inward,
lleftective style Ainsley adopts.

bers,

Those members wishing to investAtong the field or The Ten Blake
Songsshould make this CD their first choice.

Stephen Connock

British Wind Band Classics

Toccata marziale, Flourish for Wind Hand, English Folk Song
Suite, Royal Northern College of Music Wind Orchestra,
Timothy Reynish, (coupled with Holst First and Second Suites,
Fugue a la gigue, Morning Song, Hammersniith) on Chandos
CHAN 9697.

]
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This Chandos recording is important in that it is the first recording of
the English Folk Song Suit® include theSea Songas the second
movement. The Sea Songs were included in the first performance in
1923 but were separated in the 1950s, probably at the behest of the
publishers. It is fascinating to hear VW’s original scheme again,
especially in such a sympathetic recording as this. The work overall
seems to become more substantial, andintermezzoeven more
elegant after the vitality of thBea Songs.

Timothy Reynish, and the Royal Northern College of Music Wind
Orchestra play with real affection and understanding of this music.
Their performance of the Holst works also seems to me ideal,
bringing out the nobility, lyricism and energy of these marvellous
pieces. The Chandos sound is quite simply superb - just sample the
delightful interpolation ofGreensleevesito the third movement of
Holst's Second Suite or the grandeur of VVWpurish for Wind
Band Highly recommended even to those not normally keen on
music for wind band.

Journal of the RVW Society
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THE WIND MUSIC OF RALPH
VAUGHAN WILLIAMS

An article by Tim Reynish to coincide with the issue of hig
recordings of the wind music of Vaughan Williams & Holst on
Chandos CHAN 9697

This the eighth commercial recording
by the Royal Northern College of
Music Wind Orchestra was always
going to be tough, challenging
Frederick Fennell who recorded th
Suite with both Eastman Wind
Ensemble and the Cleveland Winds
also Denis Wick with London Winds,
Dick Ridings with the Coldstream
Guards and Eric Banks with thd
Central Band of the RAF.

Anyone performing Holst, Vaughan Williams and Grainger n
spend hours with the scores and Fennell’s masterly analyses fro
Instrumentalist Magazine, since Fennell has been conducting
writing about these masterpieces for half a century. Fennell hin
will be at the Royal Northern College of Music on Sunday 8th A
at 2.30 pm, talking about his friendship with Vaughan Williams
Holst, and any member of the Society is welcome to attend and
him.

The lack of real research into the music of Vaughan William
curious; Michael Kennedy, the music critic and author, suggests
because VW did not bother to keep track of manuscripts, le
papers and contracts, so that formal research is a nightmare
discouraging our American colleagues. My own researches thre
a few questions which | hope readers might be able to answer.

I am extremely grateful for the research by Professor Gordon T
into this March; the books jointly written by Gordon and his

Alwyn on British Military music and especially "The Trumpets w
Sound", The Story of the Royal Military School of Music, Knel

Hall, published by Parapress in 1996, are required reading by anyone

interested in military music traditions and history.

Nobody seems sure when the premiere of Sea Songs took
Kennedy and others suggest that it might have been at a Fest
Empire in 1923 and we have known for some time that it
included in a concert at Kneller Hall in the autumn of that year:

Recapitulatory Concert
of New works and arrangements for Military Band
WEDNESDAY, 3rd OCTOBER, 1923 COMMENCING
AT 3,30 PM,
7. Suite Vaughan Williams

(&) Seventeen come Sunday

(b) Sea Songs

(c) My bonnie Boy

(d) Folk Songs from Somerset
The Composer’s first work for military band
Conductor: Student S.W. Webber, A.R.C.M

Earlier in the year, on the 4th July, as part of Commandant Co
Somerville’s plans to involve professional musicians in Kneller H
the Director of Music of the Royal College of Music, Sir Hugh All¢
conducted the Toccata and Fugue in C major by Bach. In add
four world premieres (sent in response to the request for ori
compositions written direct for military band, and approved
performance by the Committee of Selection) were given, record

Planets and theFolk Song SuiteincludingSea Songas the second
movement. Why was it dropped, if in the first two documented
performancesSea Songwas played as the second movement of the
Folk Song Suite

Much of the evidence suggests that VW’s original concept was of a
four-movement work. The key is the same, F minor. The
orchestrations published by Boosey & Hawkes are largely the same.
Gordon Turner says that the late David McBain, Director of Music at
Kneller Hall 1954 -1961, suggested that the publishers felt the four
movement work was too long and cumbersome for publication, and
they presumably welcomed the chance of extracting a snappy March
which could be published separately in the QMB series.

One final mystery remains; the original march card parts were issued
with a piano conductor score, published like the Suite in 1924, but in
1991 Boosey & Hawkes issued a full score of a "Corrected Edition".

This has a number of discrepancies, but was the basis for our
recording for Chandos.

Tim Reynish
Royal Northern College of Music
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aiBhnd music including arrangements of Norfolk Rhapsody.
nirelude: 49" Parallel and Linden Lea. The Band of Grenadier
Guards, Lt. Col. P.E. Hills on Emblem EMBL 8001.
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THE BANDL QRS
_THE .m%ﬁ’aumﬁh |

Members of the Society will have conflicting views on VW for brass
band, but this disc recorded by the Band of Grenadier Guards (EMBL
8001) should win plenty of converts. Under the baton of Lt. Col.
Philips Hills, their director of music, the band plays several pieces
originally composed for wind or brass band, as well as arrangements
of other works by Rodney Bashford, Philip Hills and several others.

Inevitably, some pieces work better than oth&eeensleevesounds

too bouncy.Norfolk Rhapsodylacks variety of tone colour, and
Rhosymedrsounds almost comic to begin with. On the other hand
Linden Lea benefits from a fine oboe solo and Rnelude to 49th

Parallel sounds as good as the original.
onel

alfhe original works for brass and wind, includifigccata Marziale

erwritten for the Wembley Exhibition of 1924, and tiwtourishesare
tigiven stylish performances, with the band excelling itself inStba

jigaingsof 1923.

for

cBrrenty-seven minutes constitutes a well-filled disc, and | hope that
aflembers will give this worthwhile enterprise a try — they will not be

a hand-written programme in the Kneller HallProgramme Book
of which would be “recapitulated” in October. As well as
Harrison and Keyser, the band played three movements Ti

Page 26

hdisappointed.
Simon Coombs
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THE
DORKING BACH CHOIR

JUST A THOUGHT

What'’s in a name. Well, quite a bit | wou

WILLIAMS ON
WILLIAMS

d

RVW's admiration of Bach is well-known andcontend. A thought struck me the other day:
he conducted many performances of his wark&hat would VW’s following be if his
at the Leith Hill Musical Festival - notably thefamily name hadn’t been double barrelle

St Matthew Passion. What is less well-kno
is his formation of the Dorking Bach Choir

sing the St John Passion every year front 19
53 in St Martins Church, Dorking. Informatig
about them is not easy to find though they

make quite an impact locally and more widg
(there are reviews of them in the London Pr
in 1953 and 1958). It has, however, bg
possible to establish some facts from forn
performers, their children, from handbills a
from the diary of a tenor who sang in so
performances, as did his sister, and wh
mother was a ‘founder-member’.

RVW's letter of introduction makes it clear th
each of the 30-40 choir members must
useful: "All singers must be good musicia
and have reasonably good voices. Please
this as confidential as | do not want to rece|
applications from anybody unsuitabl
Rehearsals were held at "The White Gates"
Celia Newbery’s "Vaughan Williams i
Dorking" contains recollections of these frg
former choir members.

in other words, what if he was just call
oRalph Williams? Even worse; what if h
4father had decided to call him Fred? The
Niittle doubt that ‘Fred Williams’ hasn't go
Highe ring to it that ‘Ralph Vaughan William
Mhas.
Bss
€Rithough there is no quantifiable proof,
'$Eel sure that composers such as Holst
neinzi suffered from their foreign-soundi
Haames whilst Bliss and Birtwhistle suff
rom names sounding rather trivial. Oth
have names that open themselves to p
hwho was it, | wonder, who termed t
gahrase, ‘Bax to the wall’'?
ns
r@att | suppose we should be grateful
vemall mercies: at least these compo
ehave not names which can ‘lose somethi
aid the pronunciation. On the few occasi
1the Norwegian composer Fartein Vale
Mmusic has featured on Radio Three the p
announcer has invariably pronounced it

D—CD

The first performance was on 19 Febru

Farting Valen!
ry

1947 (Ash Wednesday) and RVW's last on[1gy, tha other side of the coin, could it

February 1953, and it has been possible to fi

out the dates of all performances and man
the names of soloists.

Well-known singers
such as Arthur Cranmer, Gordon Clinton nd

ré?)ssible that a composer such as Brit
would have benefited from the ext
nthusiasm imparted by British patriots?

Eric Greene took part with local soloists, some

of them drawn from the choir. The orchestral
earlier performances did not include woodwi
because of the pitch of the organ, but afte
renovation and tuning to normal concert pit
(in the winter of 1951) woodwind and piarj
were used. Many of the instrumental solois
including Eileen McCarthy, William Cole an
Vera Kantrovich - also played in the Festiy
and St Matthew performances in the Dorki
Halls. There were a few cuts including the g
solo "Chains of Bondage" and Joyce Hoo
describes in "And Choirs Singing" how RV\
said he was sorry she was "not in Act 1".

The choir had a bank account into whi

were paid, and when expenses were dealt
the Treasurer communicated the deficit
RVW who gave him a cheque to ‘square thir

up'.

After the death of RVW Dr Cole (who w3
living at "The White Gates’) conducted tf
performances from 1959-63 and thereaf
until 1972 there were bi-annual ones under E
Greene, Joyce Hooper and Julian Armita
Smith. Now the St John and St Matthe
Passions are sung alternate years by LHMR

Renée Stewar

P
receipts from the collections at performances

df wonder therefore if the name Vaugh
hyVilliams tangibly adds to the aura whig
igeems to surround everything connecteg

ovould seem to be liked by the British rulin
sclasses. And after all, classical music is
d(l would sadly contend) listened to wit

Nglass. They tend to listen more to w
ltReith Otis Edwards delightfully referred
P§h the October 2000 journal as ‘adolescs
Vsex music. Indeed, looking at the iss
from another angle the fact that he was
a member of the establishment is said
Jiave blighted the career of Mr Elgar - w
yas not only a member of the wrong cla|
tRut also suffered from having a Spani
glame M

Perhaps | should go no further before |
sinto deep sociological water.

e
tdrinally, | must say | like the name Vaugh
cridfilliams. After all, if it had been jus
géVilliams’ I'm sure the VW Society would
BWweceive a constant stream of letters ask

. Rob Furneaux

ckthe great man. It's certainly a name th aé

anuch enthusiasm by those of the working

-where a C.D of ‘JAWS’ might be obtained!

H's surprising sometimes to come across
O'[eferences to VW where you don't expect
sthem. | remember sometime back being
gleasantly surprised when | heard on
‘Desert Island Discs’ that one of my
» favourite actors - Brian Blessed - thought
VW to be one of the ‘greats’. He went on
to choose Sinfonia Antarctica as one of
|his seven discs.
nd
gMore recently | was reading the
rpublished diaries of the actor-comedian
r&Kenneth Williams. | was delighted to find
ritat he was an ardent follower of
eclassical music and he often comments
on his love of Brahms and Schumann.
Suddenly in his entry for Januar{y 2972
of came across a reference to Vaughan
eWilliams, but | must say that his
@omments were not quite as
Ngomplimentary as those of Brian Blessed.
'S
O®enneth Williams writes:
as
‘I got a recording of lan Partridge
singing ‘Wenlock Edge’ songs and some
P&ongs of Blake. The setting of the
[®Aousman poems by Vaughan Williams is
@lmost an essay of misunderstanding.
Hardly any of the Housman poems even
comes off as a song: the first impression
Afs one of dirge-like intoning which is
hreminiscent of church singing, and the
eer editing or ‘placing’ of the words,
nd their musical emphasis, is atrocious.
]gAII this is redeemed by the fact that
%artridge soars above this indifference

:Wlth his sheer talent and lyrical ability.

a .
obn 11th January he goes on to write:

;gtPostman brought me a parcel which
hdprned out to be Wenlock Edge!! lan
{partridge has sent me his recital of these
wongs as a giftt  This is a charming
Sé;,esture’.
sh
Who knows; perhaps after such a warm
gesture - and after further listenings - Mr
yefvilliams changed his mind about Mr
Williams.
an Rob Furneaux
L

ing
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Q0K REVIEW

Elgar In Love by Kevin Allen

contributed to this — and Elgar agreed to condgietontiusin
Croydon on 10 November 1931. At the first rehearsal on 7.11.31
he set eyes upon a dark haired and dark eyed lady in the violin
section. She knew his music almost by heart and returned his gaze
with a mixture of admiration and trepidation. So began what Allen
calls ‘one of the great love affairs, though discreet from the
beginning’. Almost 40 years separated the two in age, she was

Published by the author, July 2000. 148 pages £11.85married (albeit separated) and conventional wisdom did not allow

including p & p, from Kevin Allen, 23 Benbow Close, Malvern
Wells, Worcs. WR14 4JJ. (Foreword by Michael Kennedy)

ELGAR
In Love

The title Elgar in Lovemight suggest at first glance a study
Elgar and the ‘Eternal Feminine’ throughout his life, includ
Helen Weaver and Julia Worthington, with Alice Elgar at
centre of the book. Instead this is a warm-hearted, well rese
study of Elgar’s relationship with Vera Hockman from 1931 to
composer’s death in 1934. Vera Hockman may not be famili

— at least publicly — such affairs. At the centre of this enthralling
book is Vera’s own narrative of her meetings with Elgar. She
writes in a refreshingly candid manner, breathless, humorous,
perceptive, ardent and yet touchingly hesitant as she gets closer tc
the great man. She grows in confidence as they find they share ¢
passion for poetry and music. Elgar in turn is touched by this
pretty young woman who understands his music so well. Her
description of Elgar at this time reveals so much more in a few
lines than many other whole biographies. As Vera puts it, ‘one
moment he is so disillusioned and melancholic, the next moment
so mystical and visionary’. The relationship deepens yet time is
running out. As Elgar says to her ‘but | am so old you know and
time is so short’. Music flows again - and Elgar sends Vera
sketches of his Third symphony, including ‘First sketch of VH's
own theme’ - the lyrical second subject of the first movement.
Poignantly, Elgar adds in his letter to Vera ‘will never be
finished?’ A year later, Elgar was to die from cancer away from
Vera who appears not to have seen him at the end or even to hav
attended his funeral.

It is a moving narrative. Vera emerges as a woman of great
empathy close to Elgar’s daughter Carice. She was friendly with
Vaughan Williams and this book contains many fascinating
insights into VW, including his work in the Second World War.
There are also many superb photos, of Elgar, of Vera and of VW.
| could not put the book down until finished and then immediately
re-read it again to linger over fascinating details. | am left with a
sense of what might have been if Elgar’s life had not been ended
by inoperable cancer just three years after he met Vera. | am left,
too, with a sense of gratitude to Vera Hockman - that ‘special
presence and beauty’ as Kevin Allen describes her, whose
empathy with Elgar, as man and musician gave the composer
happiness and zest for life at a time he might have given up hope
of finding love again. This is a book to buy and cherish.

Stephen Connock
of
ng
thearry before Jerusalem
ceBtidies of his Life and Music with Excerpts from his
tHeublished Writings, by Bernard Benoliel. Ashgate Publishing
arLtiol., ISBN 0 85967 9276, 233 pages.

many admirers of Elgar's music. She is mentioned in Jefrold

Northrop Moore’'sSpirit of England(page 49) but there is n
reference to her at all in most other biographies, inclultiggr
OM (Percy Young) oEdward Elgar(Diana McVeagh)

Yet she was of vital importance in rekindling Elgar's musi
creativity, in his last years, and her inspiration directly influen
the remarkabl& hird Symphony

With Alice Elgar’s death in 1920, Elgar became more lonely, g
desperate. His creativity had deserted him. He bec
unpredictable and somewhat irrational. Kevin Allen descr
Elgar at this time with sympathy and objectivity. By 1931 thi

oBernard Benoliel poses a question at the beginning of this
thoughtful and well-researched book: did Parry write anything
worthwhile before the late setting &érusalem® He then sets out
a detailed reassessment of Parry’s works placing these in the
cabntext of his life, particularly the formative early years. Benoliel
céxlalso interested in Parry’s achievements as a writer and music
historian, and devotes around a third of the book to these essays
and books.
ven
affee author describes Parry’s family in such detail that it will be a
besference point for anyone wanting to understand Parry’s complex
ndsackground. His mother died just 12 days after his birth, and his

were looking up — his friendship with George Bernard Shaw
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hsteepmother was to have little time for him. His sister died young,
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PARRY

before

JERUSALEN

i

BERNARD BENOLIEL

b s lide

Srudies and msic

and his brother entered upon a path of ruinous decline. At
there was financial security - his father was a prospe
Gloucestershire landowner and art collector. Parry seems ne
have risked the security of his family for his art. As Benoliel
it: ‘The price of safety was a life that never focussed arg
composition’. Excelling as an academic, public servant

teacher, such activity - indeed, hyper-activity - masked Pa
fundamental inability to put his creative life first. Why? Bern
Benoliel explores the emotional impact of the loss of his mot

his fragile self-confidence surprising in someone so outwar
extrovert, his fears of being alone and his inability to reflect. I—b%

health was another permanent worry - including palpitation
dizziness. He does seem to have prematurely aged alth
photos show him bright eyed and alert.

After an unsuccessful stint as a city underwriter, Parry did not

to music for a profession until he was over 30. Benoliel chays;
Parry’s musical career, including Director of the RCM in 1895,

and his knighthood for this service in 1898. The failure of
operaGuinevere(1885-86) turned Parry towards oratorio, w

conclusion that Parry is a genuinely great composer, the fault is
probably mine. At least this book will send me back to the
symphonies and choral works with renewed interest.

Stephen Connock

THE BEST OF ME;

A GERONTIUS CENTENARY COMPANION

Edited by Geoffrey Hodgkins

Elgar Editions, 1999 362 pp + index, £15.00 hardback.

Last October marked the centenary of the performance of Elgar's
The Dream of Gerontiuand to celebrate this the Elgar Society
have collected thirty four essays and reviews, some culled from
previous issues ofhe Elgar Society Journatogether with new
material, to chart the history of this important choral work -
Elgar's - masterpiece - since 1900.

The first section - "Before Elgar'- contains a useful short
biography of Cardinal Newman, which helps to put the poem in
context. The full text follows, which first, shows those sections of
the poem not set by Elgar and second, the markings made by
General Gordon in his copy, which were circulated after his death.
The composition oThe Drearnis traced in articles that deal with
the places which inspired the composer, the textual differences
between Newman's poem and the words set by Elgar, the form
and layout of the music, together with Dora Powell's memories of
visiting Elgar in the summer of 1900, when he was immersed in
composition.

The Birmingham premiere and other early performances are

covered in the section "The Struggle for Survival" which is the

most fascinating part of the book in that it reproduces some
I’E'ébgﬁtemporary reviews and two accounts of the first performance,
[Btfe from a member of the choir and one from Dora Powell. It is
V&liddr that despite an indifferent performance, the critiick
ultécognlse the work as a masterpiece. All the reasons for that poor
UBfbmiere are set out here - the difficulty in learning Elgar's new
qu,lSIC the death of choir-master and his unsympathetic
rrVr:splacement the heavy workload of the Birmingham Festival
Athoir and Richter's underestimation of the work's complexities,
hqﬁNilliam Bennett, who sang in the choir, considered Elgar should

¥ve been appointed conductor) - but evefh# Dreanmwas not

rformed as Elgar intended, it was seen as 'a work of genius' anc
3;3%{]15 were soon made for subsequent performances.

Vaughan Williams attended the first performance and over fifty
years later recalled for Michael Kennedy ‘'that the choir got
tlI'i’dgbelessly flat at the end of Part I, that Plunkett Greene lost his
ce, that Marie Brema had none to lose, and that Edward Lloyd
sang it like a Stainer anthem in the correct tenor attitude with one

tEﬁot slightly withdrawn...

mixed results. Shaw's damning review of Job is dealt with Biis early history of the work is set out in exemplary detail in

length. Benoliol sees The Lotus Eaters as a genuine maste
andlnvocation to Musi@s a seminal work in the English music
renaissance. The late songs are also highly regarded. The ¢
devoted to the symphonies includes numerous insights
musical illustrations.

'AiegAs Foreman's article, which charts the work's performance
Jhistory up to 1904 and contains detailed accounts of the two
hapisseldorf performances, the American premiere in Chicago in
a3 and a performance in Sydney in December 1903. It also
deals with the works publication history and the performance

Bernard Benoliel has an astonishing grasp of the details of P
life and music. | better understand Parry’s complex personal
a result of reading this book. If | cannot yet accept the aut

Journal of the RVW Society

styles of its early performers: a superb piece of research which is
regsential reading.

ity as

'I

Ofise last sections deal with the critical re-evaluation of the work,
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its recorded legacy and its present status.

Michael Kennedy's penultimate essay "After 100 Years" is ful
significant insights, none more so than his view that today 'sin

admitting that his study of the full score in the British Museum

have lost the key to this music. They sing it, but they do not
it. .There is a danger, after a hundred years, That Dream of
Gerontiusis becoming just another choral work instead of a v
special musical and spiritual experience...' He hopes thesg
pessimistic views' but they are given 'as perhaps w
consideration.'

This fine collection of essays, articles and reviews confirms
work's continuing appeal and its stature within the English ch
tradition and performers, singers and listeners will find muci

them Elgar

influenced his early compositions, including thea Symphony
| Bie memorably conducted the work in Dorking in 1934 and wrote
grshe dying Elgar that 'it will be one of the great moments of my
lik= when | stand with trembling baton to conduct it’. After him
the greatest composer of the next generation, Benjamin Britten

ewas also to conduct it and to this day the work continues to

» faseinate and enthral all those who come within its unique spell.
orth

The book is available to members of the Vaughan Williams
Society at the discounted price of £15.00 plus postage of £1.70
Editions, 20 High Street,

Rickmansworth,
ok rtfordshire WD3 IER. An order form is enclosed.
nto
enjoy here. R.V.W. never lost his admiration for the wqg

rk

K.D.Mitchell

on
which no member will

n

20 February

Tuesday 20 February 2001

RCM CHAMBER EN

vaughan Williams' Quintets

vaughan
first modern performance

)

interval

first performance

first performance

(1903)

by Bernard genoliel at 17.15pm

£7.50 £6.00 concessions, £2.50

Future concert

V :

' llows:
the British Library, London is &S fo

- . - . o
E 1 L] 1
W

)
L \
.

ly
t talk on the ear

' free pre-concer
There will be a

r mus
of a concert of RVW Cchambe

18.15 - 19.50

SEMBLE

piano in D (1898)

String Quintet (1904)

and pianf

music of vaughan williams

students and under 18s.
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SIR JOHN IN LOVE
Friday 29th September 2000 City Hall Newcastle upon Tyne

I have loved this work since 1975 when it was last performe
the North East by the Palatine Opera Company in Durham.
conductor on that occasion was Alan Fearon, the founder
chorus master of the Northern Sinfonia Chorus who so

supported this concert performance of the complete o

young lovers - the opening scene of Act Il which Vaughan
Williams called an “interlude" was another highlight of the
evening. In this scene as in all the others in which he appeared
Christopher Purves brought real characterisation to the part of the
Host of the Garter Inn. All of the soloists were quite splendid and
coped with the considerable difficulties of movement on the City
Hall stage. This was particularly true in the last scene, set in
Windsor Forest, when Falstaff is mocked, the young lovers are
married and the opera ends with general reconciliation.

| look forward most eagerly to the issue of the recording of Sir
John in Love by this remarkable team of performers. Having seen
dsimch a performance as this concert version | cannot understanc
Ty the national opera companies do not mount a fully staged
anaduction of this glorious English music.
ably
era.

Canon Peter Strange

Readers of the RVW Journal will know that this condert

performance is a prelude to the whole work being recorded by
Richard Hickox and his team of soloists together with [the

Northern Sinfonia Orchestra and Chorus in December 2000.| The
conductor, soloists and orchestra have performed the work before

in the "Visions of Albion" season in 1997 at the Barbica

London. This was the first opportunity for supporters of fthe

Northern Sinfonia in the North East to experience the work
the Sinfonia Chorus.

What a wonderful performance and experience it was. Richard
Hickox led his team of seventeen soloists (some doubling up on

minor parts) and the Orchestra and Chorus with convic
sprightliness and sheer exuberance. Sir John was sung by D
Maxwell who brought out both the humour and pathos of
writing - it was perfectly possible to appreciate Fords jealq
that his wife might indeed be in love with Sir John as Don
Maxwell did not present him as a grotesque caricature, but
late middle aged man with an eye for the ladies. The wo
soloists were all excellent. Laura Claycomb and Pamela H
Stephen were splendid as the Merry Wives and Ameral Gu
was delightful as Mistress Quickly. The opening scene of Act
which the three ladies discover Falstaff's deception was one @
highlights of the evening.

Sophie Danetnan and Mark Padmore sang ravishingly ag

in

ith

1

ion,
onald
the
usy
ald
as a
men
elen
nson
lin

f the

Sir John in Love
Vaughan Willlams

Richard Hizkm
1L ]

Fiigay TS Remieinig, 1000 afiG

Rewmiile Cliy Sal, 7 tigm

0500 501

5 the

‘Afternoon tea with
Stephen Connock’

Three Choirs Festival. Hereford.
21st. August 2000.

Stephen’s talk ‘RVW Remembered’ at the Green Dragon
Hotel on the Monday, before the evening concert in the
Cathedral was full, with only spaces for the late arrivals from
that afternoons concert remaining. Tickets had sold out 3
weeks previously. Stephen’s talk was based around his tape
recordings with RVW’s friends and acquaintances. Over ‘tea
and buns’, a hundred plus enthusiasts listened to RVW's
voice on tape from the BBC library. Followed by a few funny

anecdotes, these broke the ice and the audience soon
warmed to Stephen’s talk. Voices from the past recalled
RVW as an ‘attractive bear with Wedgwood hands’ (Simona
Pakenham), ‘the artists friend, a friend to everybody’ (Roy
Henderson), ‘he made you feel an equal’ (Ruth Dyson).

Stephen painted a picture of RVW with words and stories;
such as during a run-through of the fugue for two pianos,
stopping Phyllis Sellick, saying ‘did 1 write that!" Similar
stories certainly increased my understanding of RVW the
man, | trust the same applied to the extremely attentive
audience. Stephen closed with RVW reading part of
Bunyon’s Pilgrim’s Progress. All over, alas, much to quickly,
I was left wanting more!

Ilvor Greatrex
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RVW Crossword No. 6 by Michael Gainsford

News and Notes

Across:

2. RVW'’s comment on music in answer to an American
reporter’s question (3,1,3,2)

7. 6th note of the sol-fa scale, also found in California (2)

8. Four Hymns first performed here (7)

11. The one composed in 1928 was Golden (5)

13. Ravel, RVW’s French friend (3)

14. Wrote the words fdEngland my Englan¢iL941) (6)

15. One of three iThe Poisoned Kisgreally charwomen) (6)

17. Shall not stay Pilgrims might (3)

18. RVW had these at St Barnabas Villas, Lambeth, in 1895 (5)

19. Rearrange the visionary’s head to get a hymnbook -
rearranging vicar (6)

22. 7th note of the sol-fa scale - a drink without end ... (2)

23. They live in the Delectable Mountains (9)

Down:

1. Do halt fleeing!(anag).
Housman settings from 1927 (5, 3, 5)

3. See 4 down (3)

4. Horsemen to the 3 down (opera) (6)

5. Charity fund for musicians (1, I, 1)

6. Wrote the words dfinden Le&a7, 6)

9. Site of pageant in 1934 (7)

10. #xxxxx* for Truth (7)

11. Midnight is this in the middle of three Whitman poems
(set 1925) (5)

12. A Sea Symphorwas first performed here, in 1910 (5)

16. The F minor one (6)

20. From far, from here and mornin@r{ Wenlock Edgg3)

21. One would think a good one would be essential for a
composer, but Beethoven made do without two in later life.
Painters (eg Van Gogh) can do without one. (3)

. A rare performance d?ilgrim’s Journeyis taking place in

Sheffield Cathedral with the Sheffield Orctories Chorug
Part 5. Yorkshire Symphony Orchestra on 10 February 200

The Oboe concertds being performed at the Wiltshire
Music Centre on February 16. The orchestra is the City

London Sinfonia.

Methodist Church on 23rd June, 2001.
(Tickets from 01722 501802).

. On Wenlock Edgés being performed by the De Vaux
String Quartet, with David Halls, (piano) at Salisbury]

. RVW'’s Fourth Symphonys scheduled for 21 February
with the CBSO at the Symphony Hall, Birmingham.

==Y

Next
¥ Fdition:

June
2001

Scott of the
Antarctic
Part 2

ANsSwers
on Page
5

Albion Music Limited

Publications availiable by post:-

The collected poems of Ursula Vaughan Williams

Vaughan Williams and the Vision of Albioy 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.

for immediate delivery.

All cheques should be made out to Albion Music limited and sent to:
Stephen Connock, 65 Marathon House, 200 Marylebone Road London, NW1 5 PL

£15.00 plus £1.65

£15.00 plus £2.55
£20.00 plus £1.75

£ 5.00 plus 50p
£10.00 plus £2.00

£10.00 plus 65p
£ 6.00 plus 50p

Call for
Papers

The October 2001 edition
of the Journal will focus
on RVW in the
Second World War

The deadline for
contributions is
31st August 2001

Where possible could
contributors supply
their article on disk,
along with a printed
copy. This makes the
production of the
Journal much easier,
and reduces the
number of errors, as
it saves the re-typing
of contributions.




