


_ THE YEAR’S WORK IN.MUSIC - -

This is the first issue of what will, it is Hoped, bé an annual °
publication of the British Council. The -editor, M. Alan
Frank, Music Editor of the Osford University Press, has. -
_ got together a team of writers, each of whom is an acknow- .-
ledged authority in his chosen field.” The articles -in the.
first half of the work are on special aspects of British -~~~ .
Musie, while the surveys in the second half give an account * - A
of the chief musical evenits of the year. The list of record- & =
ings and the extensive biblography with which the book. . (AN~
concludes make it:a useful work. of rcfcrcnce, and the (N -7
wholc bears adequate testlmony to the present hvely sta..te D
of British Muslc 3
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INTRODUCTION

. ¢\..I.

‘The Year’s Work in Music’ s designed to give an account, in heXform
of a half-dozen ot so articles, of what has heen outstanding @b husical
activity in Great Britain duting the year 1 June 1947 to s May 1948.
There is no significance in these dates: events of impoftance may well
‘have occurred on 31 May 1947 or 1 June 1948. Inthe latter case, the
reader may be assured that the next annual issue of $¥he Year’s Work in -
Music’ will be likely to cover it. In at Jeast one artlelc in the present issue, .
the contributor has rightly reached back 'tolfi;h‘c period preceding our -
“Year’. This is the account by Dyneley Mussey of the B.B.C’s Third
Programme, which was in fact initiated gight months prior to June 1947.
An exceptional contribution is Scott (Goddard’s essay on Ralph Vaughan
Williams. Strictly, this subject didyfiot atisc dircctly from. ‘the year’s
work’. But its appropriateness isvident since the year saw both Vaughan®
Willlams’s seventy-fifth birthday and the first performance of his new
~ (Sixth) Symphony—the t;{({st ‘notable single event of the yeat.

In general, contribufers*have limited themsclves to the stated period.
But it was not part offheir duty to chronicle every important everit in that
period: it was felt{that such a course would have resulted in very dull.
reading. Rathexwit\ms been the intention to gather together a seties of

N Wcl[—_informc&}éi’cended essays which. deal with trends in preference.to
day-to-day I;appenings; which point with pride to many positive achieve--
- ments bfit which are critical where necessaty of our shortcomings (notably
in tHe feld of opera); which draw attention to our problems, such as the
~lack of concert-halls, and of instruments and teachers in the schools;
cssays each of which it is hoped is readable in its own right and W'hich,
taken together, do provide a clear picture of the guite extraordinary
activity to be witnessed in this country’s musical lifc at present. _
For here, as in most countries, the post-war rebuilding of (.:ulturej is
bringing changes, sometimes exciting ones, in its tra'm.} ‘Music i ﬂi}ding
its way into the very hearts of a great many people’s lives. Taste, in the
sense of discrimination, will come,” writes Martin Cooper on p. 57 The
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Local Govertiment Bill newly enacted in 1948 empowers Local Authori-
ties to spend up to a sixpenny rate on cultural activities. How this public
" monky is to be spent, as far as music is concerned, is bound to be reflected
in the pages of the next issue of this publication. Another change: for the
first time Great Britain is to possess a State Opera House *

In the meantitoe, certain municipalities are already supporting regmnal

orchestras. An outstanding example occurred durmg the period under
review. In September 1947 the first concert was given, in Leeds Town
Hall, by the Yorkshire Symphony Ozchestra, a permanent orchestra of
-seventy-five players under a permanent conductor, Maurice Miles, Eight
towns in the arca assist Leeds to subsidise this orchestra, which, gives

only about one hundted concerts per year and therefore ha,s\ athple re- !

heatrsal time. Thus Leeds is now added to the other towng“ih the north

and midlands of England—Manchester, Liverpool, Blrmingham—whjch i

" each possess a first-class orchestra of their own. 0
On the south coast of England, Brighton and. nelghbourmg towns
suppott the Southern Philharmonic Otchestta and Bournemouth its

-recently revived Mumclpal Orchestra. Glasgoyris the base of the Scottish

Orchestra, while in the west and east of @ﬂglmd concerts have been
provided by the Western Pb.dharmomc ‘and the Eastern Symphony
orchestras respectively.

Such reglonal orchestras are mentioncd here, and others could be, since
less attention is given to them i~ “the following pages than is their due.
Space in any one issue is limitédh and if the present one appears rather to
focus on London, that mustuot "be taken as meaning that Great Britain’s

musical activity is congentrated on the capital. A future number of “The

Year’s Work in Musu}’\wﬂl surely redress the balance, as it will similarly
rectify the omissiph.01 scant treatment, of other subjects of importance.
The chronicle ofhtsical work in Great Britain can only be built up over
a period of Ezrs it is hoped that a succession of annual issues will
provide ttheader Wlth a record which will be both comprehensive and _
perrnanent.

s . ArLaN FRANK

Q”

-_— R

* See footnote on p, 38.
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THE THIRD PROGRAMME

BY DYNELEY HUSSEY
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Although its inception lies outside the period covered by these cl\uonicle_s,
the Third Programme of the British Broadcasting Corposation is so
important an addition to the resources of education and’éttertainment in
Great Britain that some account of its establishmed€ arid history seems
in place. It is 2 little difficult, after nearly two yeats\of constant listening
to the Third Programme, to realize what cofiditions were like before
29 September 1946. At that time the activitles: of the B.B.C. comprised
two programmes—the ‘Home Service’ désigned to cover every kind
of interest from news and political distdssion to symphony concert and
music-hall, and the ‘Light Proggdmme’ devoted mainly to popular |
entettainment. . Ny - '
Listeners whose interest lay’in setious music had to be content with
one ot perhaps two symplibey concerts a week, occasional quartct and
song recitals, and an opcra, relayed from a theatre or petformed in a
studio, about once atponth. There were also, here and there, short
musical programmiesy bften containing items of greatinterest, but generally
the programmesplanners had to consider the tastes of the majority of
listeners, and\:r:;’a‘turally the familiar classics tended to predominate even
in the weekly symphony concerts, which are still broadcast in the Home
Service of*Wednesday evenings during a great part of the year. =
: Modeover, owing to the strict necessity of maintaining the time-
‘schédale of the main programmes, it often happened that performances
were faded out before the end—to the great annoyance of the musical
public who resented the mutilation of 4 masterpiece in order that some
vatiety entertainment or the news might begin punctually. :
‘The Thitd Programme was designed to cater for an intelligent public
interest in the best forms of music, art, science and literature in all th.ej_r
manifestations in all countries and all ages—a large programme gmbracm'g
* anything from talks on pre-history to the plays of Sartre a'nd the music
of the most advanced contemporaties. There is no strict tlme-SChedu_Ie,
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so that if an individual programme overruns its allotted period, the next
otic must wait. In the event, this latitude has been used with discretion,
- and the programmes, in which elasticity is maintained by the allowance
of brief intervals, rarely run more than a few minutes late. The six hours
(rednced for a time, owing to the fuel ctisis, to five), from 6 p.m. until
midnight, during which the Third Programme is broadcast every day,
jprovide ample room for cvery variety of interest.

Music is.naturally the greatest beneficiary of the new service, for music
obviously lends itself most teadily to the medium of broadcasting. The
emancipation brought about by freedom from the consideration of
majority views and by an ample amount of programme-time resialted at
first in producing an imptession of mere lavishness and incoherénce. The
musical listener, presented suddenly with such a wealth of intesgsting and
unusual programmes, was apt to overload his mind Wlth confusing
experiences. He might hedr in onc evening a programmeg,ef Bach’s organ
music, a performance of Hindemith’s Ladus Tonalisea, Classical chamber
concert and some otchestral wotks by the Iésser-known romantic
composers. It must be said that the programmesavere at first not always

+ discreetly planned. Therc was one evening wheén a complete performance
of Strauss’s Der Rosenkavalier was immediately followed by Schoenberg’s
Gurreliedsr, both works demanding close ttention over a long time and -
appealing to the same audicnce. OV

It is a mistake, however, to regatdone evening’s events as a fair sample
of the Third Programme’s plan*T'he right way to look at it is over a
period of several weeks. Thefl it is possible to detect the intelligent organi-
zation of what appears, og'any given evening, to be 2 haphazard sequence

-of events. Different aspﬁ:ts of a composet’ work or of a given subject
ot form of music age'eénstantly presented in conjunction. As an example
of this intclligengd\t planning one may mention that in the week during

-which' Tchaikégsky’s Eugere Omegin was performed, there was also a
complemegtary talk on Pushkin’s poem. :

The gttuctural girders of the musical programmes were, from the
beginnlng, the seties of programmes designed to cover the foundations
of{niyisic from the sixteenth centuxy to the present day, and comprising
individual series of concerts devoted to such subjects as early chotal
music, Bach’s cantatas, Haydn’s quartets, Schubert’s songs, and so om
The plan is best appreciated in diagrammatic form, and the schedule
printed on p. 11 of the first quarter’s programmes in these series gives
some idea of the amount of ground covered.

This schedule does not take into account a wide range of Third
Programme broadcasts including important symphony concerts and
operas, both from the studios and from concert-halls and opera-houses
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) ool e 320 2|3 |10 ]17 )l a g |15 | 22
Week Commencing Sept. Oct. | Oet, [ Get. [ Oct, [ Nov. | Nov.|Nov. [Nov.! Dec.| Dee” ! Dee. | Do,
] : 7z
Bach Cantatas 9 13 27 |48 30 1 | &8 “|22, 29
Mozart Pf. Sunatas w21 a0 | 8 | 1|18 2| 5| o |10
Haydn String Omartets 9 16 i [] 13 . 0 |25, 27 13
Schubert Songs a 7,17 22 ' 16 |15,19] 28 | 3,4 | &8
Russian Jongs 10 | 14 | 26 e
Greg Songs 22| 31 : | 19
Pach Partitas 5. 14 @ | |
Deethoven String Quartets : ) .;3, A - , ~
567
Sirteenth-Century Choral Coag . U\
7 Works 30 | 19 9 16 (17, 18,26, 29 - PN -5
The Romantic School ) \
Legser-kuown artists 10,12 ° 5 & 1zl 24 1,6 & Y7, zof
Con'tcmporary Music i7 | " 9,10, 12| 18
1,3 & (15 16)21, 23 2 | 4 |10, 1620, 2325 |87 13, 14, 14[49, 20) 28
i S g
! . L] I —) SR
Music for Worshin 20 ' . NP 1 15 | 22
Seng Cyeles . i S\
British aud Foreign 7,10 | 14 [21,22 T AT 8,10, 10
- i

Searlaktl Sonatis i - W\ | 25| 810

S 3

Tle fignres in the squares show the actual days onawlich performances were given

at home and abroad. The B.B.C. Symphony Orchestra, under its perma-
nent conductor, Sit Adrian Bowlt, ot under guest conductors, has
naturally undertaken the greatest part of the wotk. A regular series of
Saturday symphony concerés was begun when the Third Programme
started, that on the o[s.g;q.ing night being devoted entirely to mmusic
by British composers.\At these concetts, 4 number of modetn works
have been introduéed, including symphonies by Burkhard, Stravinsky,
Eugenc Goossensy/Honegger, Martinu and Vaughan Williams, as well
as rarely heardworks like Bach’s The Art of Fuge, Brahms’s Rinalds, the
‘Fanst and &r}z‘e Sj?mphonjes of Liszt (to whose music in all its forms
special aftention has been paid), Debussy’s Le Martyre de Saint Sebastien,
angdrtlic’complete version with chorus of Ravel’s Daphnis and Cbﬁa’e. . _
Special attention has been paid to the wotk of various individual
composers, Liszt has already been mentioned. Others ir_lcl_udc Berhqz,
Mahler, whose nine symphonies were performed at close u}tervals last
winter, and Stravinsky, whose two latest symphonies___and_ (J.oncfertq for -
Sttings in D wete introduced to British listeners in a series w__hich_ included
also Le Sacre du Printemps, Les Noces and the opera Mavra. R_.lt?hard Strauss
was the subject of 2 number of programmes during his visit to. London
in the autumn of 1947 and himself conducted petformances of tbe
Symphonia Domestica and the Burlesque for pianoforte and orchestra, while
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the exact time at Which the petformance began and make allowance for a
- delay in starting, or the listener would have been mote confused than
 helped." . ' o
' Blusbeard’s Castle was only one of 2 number of interesting and unfamiliar
operas which have been heard in the Third Programme. From Czecho-
 slovakia came Smetana’s Dafibor, an outstanding success which had to be
* repeated, and The Kiss, and Dvotdk’s Rusalka. Mussorgsky’s Boris Godunoy
was given a studio performance in English from the definitive edition
of Paul Lamm, and Glinka’s Ivan Susanin, tecorded in Paris, was another
- Russian opera in the programme, Patis also contributed a perfgtance
of Bizet’s Les Pécheurs de Perles and the singers for a studio bxogdcast of
Debussy’s Pe/léas ez Méfisande. From the Salzburg Festival of\To47 came
a new wotk by the Austrian composer von Einem (Dantor’s Tod),
and from La Scala, Milan, Verdi’s Nabusco and OrellalThere were also
broadcasts of Berlioz’s Les Troyens in French-—a gignal success under -
Sit Thomas Beecham,; of Busoni’s Twrandor and-bf Strauss’s Elektra of
which also Sir Thomas Beecham conducted amdgnificent performance.
Salowie was given duting the Vienna compaigls visit to Covent Garden.
Modern. English works in the programiie)included Delius’s 4 Village
Romeo and Juliet, again under Sir Thomat Beecham’s most sympathetic
direction, and the three operas of Benjiimin Britten, including a relay of the
first performance of Alert Herripgiat Glyndebourne.

- Tt must be noted that since the beginning of 1948 the B.B.C. has had
to apandon ‘outside’ broadeasts of operas from theatres in Great Britain
- in the face of demands from the orchestral players for additional fees in
- zespect of the broadeast which were considered excessive. A special
television broadcast(Of La Bobéme from the Cambridge Theatre given in
April 1948, thoughloutside the terms of reference of this article, deserves
mentién as being-the first televised performance of a complete opera.

The forz;%@f nusic which has specifically benefited more than any other .

from the(establishment of the Third Programme is chamber music,.
comp;\i’sjiag as well as consorts of soloists (stting quartets, etc.), solo and
@u@\§0natas, songs and Lieder, and music composed for string or chamber
- ofehestras. Formerly chamber music was tately heard on the air owing,
apparently, to an ignorant prejudice against it on the part of the average
listener. It may be remarked, however, in this connexion thar a weekly
. programme consisting of short selections of chamber music disguised
) undeif the title of ‘ Music in Miniature” has scoted a remarkable success in
the Light Programme which is designed to make the wider popular appeal.

_ Prom the beginning the Third Programme has abundantly made good
gs Jack of oppottunity of hearing good performances of chamber music.

the first yeat of its existence it had given periormances of two complete
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: A juniot class (zges 8-11) at 2 Necthamptonshire council school practises p
ing in the open ait, Below: Young pedple stand in crowds at a Promenade Conc
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_cycles of Beethoven’s string quattets, all Mozart’s pianofotte sonatas-
and the majority of his quartets, including some oSutside the wsual
tepertory, and his quintets, Haydn’s sonatas and Bach’s partitas, while
a beginning was made with the task of broadcasting all I—Iaydn’s String
quartets and all the keyboard sonatas of Domenico Scatfatti and of
‘Beethoven, the last being entrusted to Solomon who has given excellent
petformances. It has not always proved so wise to entrust a whole series -
© to a single artist. Schubert’s quartets and other chamber works have also
been well represented, while admirable performances of his pianoforte
wotks were given by Clifford Curzon. Liszt’s pianoforie music, including |
the complete Aunées de Pdlerinage, has, like his other compositigfsybeen
amply represented, while recently Chopin’s books of Prehydes” and
Studies have been given complete performances in commetnération of his
visit to England in 1848, the year befote his death. e \3 ;
' Contemporary chamber music has been givep a fqllf shiare of the pro-
gtammes, and the Third Programme had the oppostunity. of giving the.
first performance of William Walton’s String,.Quartet in A minor on -
4 May 1047, the day before its public perforfhance. Other first perform-
ances have included those of works by Vanghan Williams (a new version
of his Double Trio, now arranged as a Partita for strings), Dennis Apivor,
a young Welsh composer of considétable promise, Lennox Betkeley {a
beautiful setting of four poems ofiSt. Teresa for contralto and strings),
and Phyllis Tate, whose Nocagypéy'a setting of a poem by the late Sidney
Keyes for four solo voices andsmall chamber orchestra, made a striking
success. Schoenberg, A b@. Berg, Webern, Milhaud, Poulenc, Janacek,
- and Bartok (all of whosé string quartets were superbly played by the
-Hupgarian String Qudrtet) have been given a sufficient hearing to enable - -
listeners to form ¢heir own judgement upon the value of their several
explotrations Qﬁi.ﬁz)dem_haxmony. Among the younger or unknown
. Continental-gomposers of chamber music who have been introduced to
" s by the\Fhird Programme may be mentioned the Frenchmen, Henrt
_'Duti},lﬁmf and Léo Préger; the Pole, Roman Palester; the Swiss, Frank
Mafoin, “who, though of mature yeats, was hardly known in England;and
young composers from Scandinavia and Amefica. Britisi.l COMPOSCLS
who have contributed important wotks, both vocal and mstrumei_ltﬂ]_:
to the concerts of chamber music include Arthur Bliss, Gerald: Finzi,
‘Michael Tippett and Benjamin Britten. I
- It is impossible to attempt to cover in any detail the enormous range

of songs petformed in the Third Programme, but some of the more
Impottant scties may be mentioned. All of Schubert’s six hundred Lz.e‘der o
~ ate gradually being covered by a large number of singers; both English

and foreign. Schumann, Brahms and Hugo Wolf have been setv ed with
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a_ similar libetality, while th'é lesser masters of Getman song, in particular
Loewe, Franz and the Romantic School generally have not been forgotten,

. Such composers as Matschner, Meyerbeer and Gounod have figured as

song composets and have, thereby, sometimes been rehabilitated in the
opinion of listeners. French song has been well represented by Fautg,
Debussy, Ravel and Poulenc, while attention has been paid to the Scandi-
" navian; Russian, Finnish and Spanish composers. The English composers
have had theit due share in the programme from Dowland and Purcell,
whose eriormous output has been well covered, through Parry and

_ Stanford to the present generation. ~

As we have hinted, not all the performances have been first-rate. Indeed,
it must often be difficult for the B.B.C. to find artists capable of performing
the many unusual wotks included in the Third Programmeéyavho are also
willing and able to devote the requisite time to their studyy This handicap
applies also to a good deal of the music, especially by ‘the clder composers -
with whose style singers and players ate not thérotghly acquainted, in
the orchestral and operatic programmes. It aceounts for the fact that-
‘petformance sometimes falls short of profuise. It is fair, however, to
remember, alongside such failings, rendarkable achievements like the

‘really excellent performance of as .djlfﬁ'cult a2 work as Monteverdi’s

. L’Tncoronazione di Poppara, presentediby the enterprising Morley College

Concetts Society. AN |

Among the chamber orchesttas that have contributed to the pro-
gramme, that directed by, Beyd Neel deserves special mention for the
range and variety, of ity'programmes and the high standard of playing
maintained in its pefformances. Dr. Reginald Jacques’s string oxchestra
has also done goadywork, especially in the petformance of works by

- J. 8. Bach and\hi contemporaries. Among visitors must be mentioned -

Nadia Boulang'ef, the Dutch *Musica Antiqua’, the Belgian ‘Pro Musica .
Antiqua’ ¥hose work has behind it the authotity of Professor Charles
van dc}i’%‘orren, and the French orchestra conducted by Mme Clande
 Crussird, who with many of het players was killed in an 2eroplane accident

- _shéttly after.her visit to London eatly in 1947. All these have extended out

kpowledge of old music and, in the case of Mlle Boulanger, also of the

. contemporary composers. who have studied with her. '

The great masterpieces of choral music, from the eatliest times unt}
the present day, have had their due shate in the programmes. Besides
such inevitable wotks as the Masses of Palestrina and William Byxd, and
of Beethoven and Bach (whose two Passions, Christmas Oratorio and Magnificat
h.ave also been included), we have had the opportunity of hearing set-
tings of the Mass by Coupetin, Schubert, Ethel Smyth, Vaughan Witliams

. and Rossini, whose Pesite Messe Solennelle proved to be a charming and, for -
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all its apparent triviality, a touchingly sincere work, Special attention has
been paid to the music of Schiitz, who is revealed as something mote than
a2 forerunner of Bach, and of Monteverdi, - the pcrforman&e of whose -

Vespors was an outstanding event, while two petformances were given of -
the famous, but bitherto rarely heard, 4o-part motet of Thomas Tallis,
and of the Passion Music of Graun. o :

‘Oratorios by modern composers have included Parry’s Job (in celebra-
tion of his centenary which brought also petformances of two of his
secular cantatas), Elgar, Vaughan Williams, whose Sancta Civitas was
revived after an undeserved neglect, William Walton (Belshayzar's Fegnt)

and Michael Tippett (A Chiid of Onr Time), while among older works .
Handel’s Sa#/ and Josbuz were revived. Among the secular chordl\wprks -

. petformed in Great Britain for the first time were the remarkable version - -
of the Tristan legend by the Swiss composer Frank Martin (Fe\l/in Herbé),
Jeanne &' Arc an Bicher, by his compatriot,: Honegger, gﬁ.d 2 cantata by

Léo Préger, a pupil of Mile Boulanger. Patrick Hadley’s The Hills was
also broadeast at its first performance at one of thie winter Promenade -
Concerts in January 1947 and repeated 2 few mom\xs later. An Ode for 52
Cecilia’s Day by Gerald Finzi was given its figstperformance on the Saint’s
day in November 1947. D S

The eatlier composers of polyphonicwyusic, even down to the end of =
the sixteenth century, were at first treated in somewhat niggardly fashion,

During the first year of its existeaice, Palesttina, Lassus and Victoria.
contributed less than a dozen pigces between them to the Third Programme.
This neglect may have beep~due, in part, to the difficulty of obtaining
really good performanced Xt may be that the programme-planners were
also chary of music which is apt to suffer more than any other in the
ptocess of wireless, frinsmission. It seems to have been felt, too, that,
especially where mbsic of 2 still earlier period is concerned, some explana-
tion of its stylgatd purpose is needed if listeners who ate not already -
acquainted with its idiosyncrasies are to appreciate it. Something was d:cme
towards sglving this problem in the series of Music Anthologies edited
by Alﬂﬂ}é\ﬂjf Lewis, who laid the foundations of the musical policy of t‘he
Third Programme both soundly and with imagination, and in the seties -
Music for Worship edited by Steuart Wilson, now Musical Director of
the B.B.C." : :

- Both the series just mentioned were incomplete in themselves and
tanged here and there over the centuries. On 3 January 1948 a new
weekly programme was started under the title of A History in Sound of
Exropean Music. This immense undertaking, which is designed to cover
the whole course of musical histoty in Western Europe from its Byzantine
ofigins in the Datk Ages to the present day, is the most important single

B . .
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contribution made by the Third Programme to musical education in

Great Britain. Edited by Professor Gerald Abraham, who is supported
by a band of expert musicologists, it sets out to bting to performance,
‘with 2 minimum of lucid commentary necessary for its undetstanding,
the most important music of a given period or form ot country. It will
take something over two years to complete the whole series, the first six
months having covered music up to.the beginning of the seventeenth
- century, The series will be resumed after an interval, during which the
recordings made of the programmes already given will be broadcast for
the benefit of those who want a second heating or who missed the first.

Apart from their educational value, these programmes havé p}oved
interesting and, for the most patt, wortth hearing for their(Oyn sake,
thanks to the varied selection of music made by the different editors, its
admirable performance (which must have involved much.¢ar& in reheatsal)
and the lively way in which the programmes are intsoduced by Alec
Robertson. .

It should not, indeed, be supposed that theNFhitd Programme is all
wotk and no play. It offers what is, in the hgst' sense, entertainment as
well as instruction. A History in Sound of Egicopean Music is an outstanding
example of this procedure. ‘It has been’wetked out’, to quote its editor,
‘by people who believe that the musie of every known period contains a
proportion of living art, well worthilistening to if only we can conquer its
strangeness of idiom.” This Histoty is linked up with the New Oxford
History of Masic which is now B’eﬁag prepared under the editorship of the
Professor of Music at Ox{grd, ]. A. Westrup: the majority of the contri-
butors are common ¢ both projects. Furthermore, the Gramophone
Company plans- tojsstte albums of gramophone records containing a
propottion of themusic used in the broadcasts. These in tutn will serve
as illustrations €0 the text of the New Oxford History of Music. The student
of the futuj;&,}a?ﬂl thus be able to hear as well as to read the music which
the historians discuss. - : :

Entgtainment of a lighter kind is sometimes offered—and there might
bit;lé;'re of such intelligent frivoliies—in such programmes as Cariosities
& Mausic, which have.brought down from the shelves all manner of for-
gotten and amusing oddities. Here one may hear a Turkish rondo for
harmonium by Bizet, ot a solo for the double bass by Dragonetti, or 2
set of songs-of American provenance, inimitably sung by the B.B.C.’s
D_lrector of Music himself, which set out in naive verse the outlines of the
'biographies of the gteat composers—in fact, an elementary histoty of
music in sound! o

It has not beed possible, within the limits of this article, to touch upon
more than a fraction of the music broadcast in the Third Programme.

/N
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Enough has, however, been included to give some idea of its catholicity.
No form of music that can lay claim to artistic respectability is neglected.
Tt has even been attempted to bring an understanding of the music of
Tndia to English listeners. It is an unhappy circumstance that, owing to
the limitations placed upon it by international agreements concerning
the use of wave-lengths, the Third Programme teaches few listeners
outside the British Isles (and not even all listeners within them). For it
may proudly be claimed 2s by far the finest broadeasting setvice of its

kind afforded in any country in the world.
N\

The diagram on p. 11 is reproduced by courtesy of the BB.C.
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Tt was in 1932 that Ralph Vaughan Williams, delivering a'eries of lectures
in the United States, spoke about the future of musicind the importance

of a liberal outlook which would leave freedond fapthe exploring mind of
youth. ‘Let the young adventurer’, he said, {banch out into all known
and unknown directions.” He said that whén he was sixty years of age,
and it shows the breadth of his outlook %’thc great extent of his sympa-
thies. And this was no mere lip service.paid to youth-by a man who had
alteady lost his own. Not only did<¥aughan Williams mean what he said,
but he was ready to show how itgould be done, how an adventurer could
_explore the unknown. He himself was that adventurer, no longer young
_ in yeats, but youthful in spitit and ready for adventure. And so it happens
that when he celebrat¢dyhis seventy-fifth anniversary last year people
wondered not so mtich what new wotk he was going to produce but
- what new ideas theéte would be in that work. For by then those who had
heard much oﬂl}is’ music realized that they would never be able to take
him for gragted; because he has the exploring mind of the young adven-
turer and fhough he may be old in years he has never become set in one
system{f thought. . _

Vagghan Williams has been writing for half a century, During that
tmehe has created music in most of the accepted forms, He has written
- ‘symphonies, operas, chamber music, songs, church music accompanicd
and unaccompanied, secular music likewise, as well as a large amount
of occasional music written to celebrate important national events. He
has become a national symbol, and it is to him that people turn when
music is needed for such events. At first he was a slow worker. He seems
to have found it difficult to express his own personal vision and evidently
it cost him immense labour to discover and then to use fluently

" ¥ The Mary Flexner Lectutes at Bryn Maws College, Pa.
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the type of music which would express his.individual ‘k"’?y Oi—_io,;)kl:ﬂglat_. o

things and thinking about them. Gradually he found the means to express -

what was in him and once that was done he increased the s’pé:éﬂ of creation. .t
- And now in his full maturity he works ceaselessly and “with immense

: I

“mental energy and complete clearness of aim, e R
Vaughan Williams is what may be called an old man. But the number
of 2 man’s years, when that man is a creative artist, means only that he

./.‘!'
.
\\"’ '

-

has already had that number of years in which to produce. Inevitably a =

man’s body mwust have the final word, which one day it will “yiter
- when it breaks. Up to the moment when that happens it is the agé\of an

artist’s spitit that counts. Vaughan Williams’s . spirit is that 'of\a\'}roung

man filled with the wisdom of seventy-five years of experience’ _
Vaughan Williams’s working life coincides with a changg\in the musical

life of Britain. This change happened at about the tughief the century. -

It was a time of profound change in every aspect of Biitish life, in politics,

~ in aesthetics, in all manifestations of literature andyart. In 1goo the old =

Queen Victoria lay dying. King Edward, hei"s;ﬁn; who succeeded her,
had waited long and was already a middie-apédyman. His cast of mind was

very different from that of his mother who had become 2 slave to the

duties of government. It was inevitablethat, when at last he succeeded, 2
change would come over practicaliyi\@very aspect of life in his country,

What had been right for the oldef generation was no longer so for the

younger generation when at Jass it came into power.

- The effect was felt chieﬂg’r’;h political and social life. It was a widely

liberating atmosphere, however, and people who wete young then, as
Vaughan Willilams wa§,)were so far influenced by it as to feel that now.

they had for the firgftime the opportunity for branching out mto new -

directions. For nd2gly years, let us say for the previous two hundred years,-

the people of Britain had become some of the most willing listeners in the -

world. Thig(country had taken Handel to itself, it had welcomed Haydn
at the end\0f the same century in which Handel died in London, and at

‘'the #dinfe/when Vaughan Williams was botn in 1872 Mendelssohn was -
- the 1d@] of the British musical public, Dvotdk an honoured guest, and .

both Berlioz and Wagner musicians whose visits atoused great interest.
The British, we may say then, were good listeners. At the tun of the
century the moment had attived when they were. themselves to become
creative musicians and the public which had crowded to hear Mendels-
soht’s Eljjah and Dvotdk’s Fourth Symphony were now being taught,
though they did not yet know the fact, to listen equally Wﬂlingly to the
work of men such as Vaughan Williatms. o _
Vaughan Williams came of well-placed, intclligent stock. He was born

in the west of England, in a small country village ca;l_lcd Down Ampney, o
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 in.the coutity of Gloucestershire. His father was a clergyman. The boy
.. had ithe ﬁsual,f_education_- of a well-to-do family, first at one of the big
L EngH'sh‘i)upii’¢:_échools, later at the University of Cambridge. By then he
" had already”bégun to study music, and after the usual three yeats at
Cafnbridge he went to the Royal College of Music in London. His teachers
were all British with the exception of Max Bruch under whom he studied
for a few months in Betlin, and Ravel to whom he went, also for a few
months only, in France. By then the new century had started and Vaughan
Williams-had begun to be known as a composer though not at all widely,
He was still feeling his way. (

Great interest was aroused at this time in two forgotten types, of British
music, both of them to become strong influences in Vaughag Williams’s ‘
development., Musicians had become aware of the folk rusic of Great!
Britain-and had started to collect this music and note if.down. They were
only just in time, for the industrial age had practically killed it. Among
these collectors of folk music was the young ¥aughan Williams, and
gradually the idiom of this music found its way'into his own. That kind
of enthusiasm led to research of great v. hye in his later development.
And duting this period research had besfistarted in another direction. It
had long been known that hidden aWway in libraries there was a vast
amount of music, unperformed an@¥ignored, belonging to one of the
richest periods of Britain’s musical history, the Tudor period of the six-
teenth and seventeenth centuriss. Research students now began to work
on this rich deposit and, when the results of their work became known
and heard; the effect Was}}ofound. This was the second great influence in
Vaughan Williams’s musical development. Here again his own personality
was so strong that{bcould accept so powerful an influence and assimilate

. this music as iskad assimilated and sublimated the folk music that had
- resulted frompbis othet main line of explotation* '
The ta&@f‘ these early years in Vaughan Williams’s life is that of a man
_and an drtist whose mind took the less usual turn of going deep before
St Stﬁ\-ftéd to spread wide. This eatly instinct for the intentional rather
Ahdnthe obsessional life set 2 personal standard and gave his creative work
“idividual character from the start, Among the great musicians of out
day Vaughan Williams is an outstanding example of the deeply rooted,
securely founded type,” -
I—Iis: t?ducation having been leisurely and his development slow, it is not
~ surprising that he was already thirty-five before the stream of creation set
in strongly. That was in 1907, and as might have been expected of 2

* The reader who is interested would do well to com G ed
in G i : byl ' pare Vaughan Williams’s unaccompanie
iﬁiiéﬁ E}f Wiffaggﬁ;id\.m @ similar work from the Tudor period, for instance ane of e
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composet of his country and his musical traditions, it was a choral work.
The English have always prided themselves on their choral singing; they
were now about to take pride in the wotk of their own composers of
choral music. o D
Vaughan Williams’s first symphony was finished in 1910 and was in
fact a chotal work, the Sea Symphony. By then he was securely
Jaunched on the career of a composex, and the tale of his life is from then
onwards mainly concerned with the appearance of his works. For some
years he taught at the Royal College of Music in London, handing on to
his pupils the precepts of traditional procedure in the technique of
composition which he had received from his own great teacher Chasles
Villiers Stanford, and giving them as much as any creative attist.atr'give
of the spirit of that complex and personal ast. At about this gite, being
now in the late forties, he became conductor of the Londoa Bach Choir
and later one of the moving spirits of the English.Folk Dance Society.
He now lives in retirement in the small town of Dothing, Surrcy, one
~ of the counties south of London. He has always from those early days
when he went round the country collecting folmusic, taken an active
interest in the musical life of the average manénd woman, whom he looks
on not so much as people who come to{london concerts to hear his
music but as those who make music fot'themselves in their cwn towns
and villages. To this day, fully aciye in body as well as in ‘mind, he
arranges and conducts annual fe§tivals in the neighbourhood of his
country home and goes from{village to village conducting . the. choits
that are to take part and prép\armg them for the performances they ate
to give. He is, in fact, one &k the greatest forces in the music of Britain today.
It happens that one df the relatively smajl number of Vaughan Williams’s
works to have gore ot into the world beyond the confines of his own
country, is the eatly-but already completely individual Fantasia on a Theme
of Thomas Tallis ¥or double string orchestra, It is often played in concert
halls thoug.h}t should be heard also in great churches and cathedrals; the
music isjlﬁtiphonal, one string orchestra answering the other, which-
givesita-dramatic quality that is remarkable when heard in such 5_urr0ur;d— '
ings\If is 2 work of deep feeling. The music s based on a hymn tune by
Tallis, who was a composer of the sixteenth century. Vaughan Williams
iﬂcorporates this four-hundred-year-old meledy -into his own music
wtitten in his contemporaty idiom, and the manner in which he does this
- shows how near he is in spirit to the religious outlook of that time.*

*‘It was 4 time when the Roman rite was giving way before the Protestant; Tallis wrote
music for both. Similarly, Vaughan Williams four centuries latet is found witing an unaccom-
panied Mass in G minor to the Latin text, one of the finest examples of contemporary English
church music and a wotk of universal appeal that could find acceptance 1in other countries
than that in which it was created. Co ' :
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- Frot that time {(ig10} Vaughan Williams, having given more years
to learning his art than any composer among his contemporaries, produced
an increasingly rapid flow of music. Yeat by year the symphonies, operas,
choral works, orchestral and chamber music have appeared, and gradually
the speed of production has increased. 'The first symphony has been meq-
tioned above, a setting of passages from Walt Whitman for chorus,
soloists and orchéstra in four movements called the Sea Symphony, Four
years later (1914) he finished his second symphony, purely orchestral this
time, as all his other symphonies are; this was the London Symphony which
is an evocation of various moods of that city and of its people. Hight
yeats later the third symphony appeared. This he called the Rasforal
Symphony, a title that describes the character of the music andexplains
the change of vision from town to country. But Vaughan (Williams has
always been mote of a countryman than a townsmangsard through a
large amount of his music there blow the airs of thg countryside. .
.- The Fourth Symphony (Fminot) dates from 1935 I*has in it none ofthe |
gentle winds of the countryside, such as were feleja'the Pastoral Symphony,
nor any of the huge but distant storms that gpatfetimes disturb Vaughan
Williams’s native island, though never fogdong. In the Fourth Symphony
there were sounds of menace and warnifigy"People who had become used
to Vaughan Williams’s quict mannersand thought of him as a composet
who would give them calm, countrified music were startled. This harsh
 Fourth Symphony was no distant disturbance. The storms were those
. of the human mind and werg'full of menace. There is no doubt that some
_prophetic instinct caused~the symphony to be what it is, a passionate, *
eloquent warning. Coxéug as it did four years befote the second world
wat, the warning was unnoticed then by many who heard the sym-
phony, Our migds;Were not ready, and so the teason for this harsh,
insistent style ayas’ not clear to us; we were more shocked than pleased.
Within a %?:\YCMS ‘we knew, and at last understood. _' .
' _Dui:it;g\t e war the Fifth Symphony (D major) appeared, People had
-begup,jgb accept Vaughan Williams, by then the oldest British composer,
as-a{man of vision, one who could sense oncoming shapes of human fate
Before they were apparent to the average .man. Ever since the Fourth
Symphony startled -people into watchfulniess, they had been compelled °
to realize that he had the poet’s gift of insight and the philosopher’s gift
of analysis. ‘Those who once said that he had become settled with age,
that his style would not change, W_ere fotced to think again, for théy knew
_by_thcn that be was continnally thinking again, That was evident when -
© . the bittet Fourth Symphony from Befo;:e the war was followed dufing that
very wat by the Fifth, which is serene and exalting music. What was this,.
people asked? Another prophetic vision, evidently: the vision of a possible
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future for mankind if by any fortunate chance the tight turning could be
taken instead of the wrong. The four movements of this symphony, in
character totally unlike those of the Fourth, suggested such 2 possible
tarn of events. The whole symphony and the slow movement in particular
is connected with Bunyan’s Pilgrins Progress and is itself a kind of progress
to some ultimate state of goodness and grace. The symphony is dedicated -
to Sibelius, a composer of whose aesthetic influence Vaughan Williams -
has for long been aware. Musically, the influence from Sibelius to him is so
small as to be negligible. Sibelius has influenced the musicof many British
composers of the present day, but not that of Vaughan Williams. The
aesthetic influence, on the other hand, is great—the example of Sibelins’s -
liberal outlook towards symphonic form, bis daring, the individuality -
of thought there is in his treatment of the symphony and to'a Yésser but -
still important extent the symphonic poem; of this Vaughafh Whlliams has
been awate as a point d'appmi for his own experimentsiin symphonic
development, experiments which have reached extrdoddinary results in
his latest symphony, the Sixth, in E minor. ' o

. Duting this time, the thirty-three-year perio “hich stretches from the -
first symphony to the fifth, a latge array of warks in other styles appeared.
There are the operas, beginning in 1914"Wit'h Hugh the Drover. This is a
story of life in the English countrysidelduring the time when Napoleon -
was threatening to Invade the island? The scene of the action is the ',
southetn part of England near the<ast, 2 landing place which the French
might have chosen had they got-so far. The characters in the opera ate
* the common people of that"ﬁe, such men and women as can be seen

in the novels of Thomas Mardy and in his epic drama, The Dynasts, which . -

deals with the same pefiad. For the music of this opera Vaughan Williams
calls on melodies frbrathe folk music of that district; but the listener must
beware of imagm&g that all the tunes in this opera are folk songs or
folk dances, \By)that time Vaughan Williams bad become profonndly
imbued with ¥olk music and was writing music of his own so near in
spitit a{lﬁlfférm to authentic folk tunes that it was, and has always been,
diffignltndo distinguish between them. In this opera there are many
instatiees of this close connexion between the traditional anonymous
music and the contemporary individual artistic- composition. Hugh the
. Drover is a tale of passion and the music possesses that high temperature
in the scenes between the two chief characters, Hugh -and Mary, which -
- s expected in 2 romantic drama by Puccini but hardly in a work fpzmdcd '
upon a basis of Anglo-Saxon (and British) folk music.. :

This opeta was followed eight years later (1922) by a one-act work*

: ’fit (iis, in fact, 2 section of 2 full-scale opera which Vaughan Willtarns has now pracdcally
shed, o T . S
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hased on an episode from Bunyan’s Pilgrint's Progress and called Th
Shepherds of ihe Delectable Mountains, When this was first heard in England
with Falla’s EJ Retabls, an occasion that brought together two of the
most individual composets of that time, it showed how perfectly adapted
theit very different styles wete to the purposes for which the music was
used; Falla’s keen, spare music for portraying Don Quixote’s unfore-
seen attacks of acute insight, Vaughan Williams’s polyphony a cool, clear-
medium for supporting the voices as they sang of the pilgrim Christian
and his meeting with the shepherds on his way to the Celestial City.
“The next opera (1929) was the three-act Sir Jobn in Love, haSed on
Shakespeare’s Merry Wives of Windsor. This is a Beitish view ef Falstaff.
The music contains signs of all that Vaughan Williams has begginfiuenced
by; and because these influences have had little to do with-Burope since
Bach’s time, thé clements of Sir Jobn in Loeve ate native ifi Osigin, especially
the unrecorded, anonymous past of follt music. This/opera is primarily
of Shakespeare’s own country, a tale nevertheless that years before had
gone abroad and awakened Verdi’s slumbetihg genius. Verdi’s music
had taken his view of Palstaff far beyond Jty. And that being so, one
would imagine that a public in this cdse)far beyond Britain would be
willing to interest itself in an opera aboutthe same Shakespearian character
wiitten by an intimate student of Shakespeare, and a fellow-countryman.
 After Shakespeare, the Bible. ¥atughan Williams’s next stage work was
the ballet Job, first perfotmed By*the Camargo Society in London in 1931
with choreography by Ningtte de Valois* The tale of Satan being per-
mitted by God to try _],ngi’é taith by physical plagues and mental torments
is danced to music thatjs mote tense and muscular than anything Vaughan
- Williams had prod@ced until then. The baliet is based on the late eighteenth-
- century artist William Blake’s Ilustrations of the Book of Job. Blake was
influenced bythe extreme muscular development of Michelangelo’s
_ﬁgurcs and §omething of that has penetrated Vaughan Williams’s music.
. This de@teatic intensity was new then in his music; it was to appeat still
mogelnsistently four years later in the Fourth Symphony.
o~Jo'the year that Job appeared as a ballet (it had already been performed
as’a concert piece) the onec-act Riders fo the Sea was written, a word-for-
word setting of the play by the Irish poet, J. M. Synge. For this Vaughan
Williams uses a small orchestra; the work is of the same nature as Th
S}}spbefds of the Delectable Mountains, intimate opera, suitable for a small
theatre rather than a large opera house. Like the play, which secms
outwardly c_;uiet and unemphatic while beneath that exterior there are
- strong passions of sorrow and love, the music is transparent and out-
watdly simple. The subtlety lics in this very lack of emphasis, in the low

* Job was 2 notable revival at Covent Garden in the spring of 1948.
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temperature of the music which suggests more than it defines, so that the _
passion in the story of the young men drowned on the Irish coast, leaving .
their women to mourn, shines through the music and is made even more
moving and tragic than in the original play. Itis one of Vaughan Williams’s
most mastetly stage works, shott, concise and a remarkable blend of words
and music. The next opera (the last so far) has 2 more modern theme. It is
called The Poisoned Kiss and is a comedy with a fairy-tale atmosphete of the
kind that our grandfathers found so amusing in' the comic operas by
Gilbert and Sullivan. The libretto is the least successful of any used qu
Vaughan Williams and, though there is entrancing music in the opera,
as a whole the work is uneven. . LY
While the operas and symphonies were appeating, a large @lamber of
choral works was being produced. Among them are the fGagst czamples
of Vaughan Williams’s music. As has been noted above, higdirst symphony
was a choral wotk, and within a couple of years ofthat there cameé a |

N

- Fantasia on Christmas Carels in which Vaughan Willams showed how = -

close he was in spirit to the folk music of his coustey and how rematkably
capable he was in the very difficult task of incofperating folk material into
contemporary music without harm to either. His own personal idiom
~ had by then become closely related tq folk music. He had studied that
music, taking down songs and tunes ffom the lips of country people, and
was profoundly moved by it. So ¢lose did he come to it that his own
music became flled with many, rééognizable echoes of folk music, Ever
since then he has written woths such as the short movement for violin
and orchestra called A %@% ) Ascending and the Pastoral Symphony where,
as has already been pointed out, his ofiginal melodies and turns of phrases
ate hardly to be disﬂngtﬁshed from folk music. It was this near relation-
ship to folk music(which made it possible for him convincingly to blend

folk melodies wi;tl?contemporary music in the Fantasia on Christmas Carols,

and in many-other works of a similar kind. \ -
There ig\another aspect of Vaughan Williams’s choral music that is
Signiﬁcgﬁ{_’ His intetest in music as it affects the common man has been
mefitioned easlier. It is for the men and women living in staller com-
munities such as the one in which he himself lives that he likes to work.
He composes music for his neighbouts to sing aad play. In that way there
came into existence the Bewedicifs for soprano solo, chorus and _orchestf:a.
Another aspect of the same desite to give ordinazy people an opportunity
- o make music is in the many noble hymn tunes he bas written. Of his
larger choral works Samcia Civitas is one of the most individual, the
Magrificat one of the most appealing, and Dong Nobis Pacem one of the
most moving. Yo the same yeat as that powerful prayer for peace (19 36)
there appeared a work for chotus, soloists and orchestra called Five Tudor
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 Portraits which showed an equally robust sense of humour: By then -
" Vaughan Williains’s hearets had given up trying to foretell his next move,
His latest music includes the Thanksgiving for Victory (1945) and an un-
accompanied motet Prayer fo the Father of Heaven in memoty of his master,
Hubert Parry. This was petformed for the first time at the Oxford Festival
in May 1948 and thus brings the tale of his music as far as the present
. day. o - : '
“This year has produced remarkable music from him. He is now seventy-
six, a man of great mental and spiritual maturity, an active,, creative
musician with the experimenting mind of an explorer. During the last
decade, for instance, he began to write music for films. Some af\this music
has appeared as suites. But the most notable event of the yeapls the Sixth
- Symphony. It is in four movements, but is played as a“eeinplete entity,
the movements joined by a single held note. Sinicé,' unlike Vaughan
Williaros’s first three symphonies, this symphony 3§ abstract, with no title
and therefore no story behind it, nothing can\be said about it more
than an attempt to describe it in words, whichh¥'in itself an impossibility,
The style of the music is what might besegpected from a man who has
written lyrical music such as the Fifth Symiphony, harsh and urgent music
suchas the Foutth Symphony, and is ndyr living at the height of his powets
during a time when humanity is siting uneasily on the lid of a cauldron
- and trying to keep the lid fromilying into space, taking our humanity
with it. No mature musiciamwriting in these days could be unaware of
these things or keep the setind of them for long out of his music. Vaughan
Williams has already tivi eprophesied, in his Fourth and Fifth symphones.
While no hint has been'given of a ‘programme’ for this Sixth Symphony,
the character apdquality of the music ate such that one is inclined to
suspect that once again he Is gazing into the future. The first movement is
energetic, thelSecond is menacing; the third movement is a scherzo

. that has ag@aiety in it bur an immense urgency, and the fourth movement

is unlikg anything in the whole history and development of symphony.
The'music is partly fugal, the kind of fugato that Milton describes in the
fings about the player whose fingers ‘fled and pursued transverse the
~ tesonant fugue’, This is no player but a creative musician at work, and
the resonance of this calm fugal music is that which resounds within the
“hushed cells of humanity’s innermost being. The whole moventent is
_ slow .and restrained; the playets continually are warned to make no
crescendo. The slow interweaving of lines is' momentarily interrupted
from time to time by huge soft chords on brass or divided strings, after
which the imperturbable progress of the music is resumed. The movement,
and with it the symphony, reaches the edge of silence with the alternation
of two chotds, the one less determinate than the other. And on that the
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symphdny ends with an unresolved question. The rest is silence, a silence
the weight of which can be felt in the appreciable pause between the
dying away of the last chord and the awakening of the audience to
consciousness of the usual activities of existence. It is a symphony created
45 we know by a musician living in the British Isles; the result of a-
long inquity, a slow maturing, a gradual awareness of the problem.of the
rwentieth century and a desire to solve it of to suggest 2 solution. Un-
doubtedly there is a message for humanity in this music, something
addressed not only to Vaughan Williams’s country but to the wotld,
In 2 sense all music is exportable and therefore importable. And trély
all music should be an interchangeable commodity, 2 world cpereacy
available for all. Tt is important that this should be so, that the\f;haﬁ;lcls
should be kept open and the lines of comtmunication freeifor’ the un- -
hindered passage of music, so that the peoples of the world, however far
sepatated, may continually be reminded that many Thugdreds of miles
away some great mind, brilliant in insight and matugsin the slow processes
of thought, has produced a work in this branchyof the humanities, 2
symphony or a song. \\ : I
~ But to be fully savoured the music of 'Qt‘lrier races-and climes must be
understoods it must never sound so strange’at a first hearing that it scems
likely to remain for ever incomprehgetxéible and undegstanding seems t00
great an effort. Thus the export ofia Shan’s music, 2 man of individuality
such as Vaughan Williams, must-at first be controlled in the interests of
others to whom the idiom isChew and therefore may be bewildering. To.
‘begin with, the simplercand Clearer works should be exported and some -
preparatory work might%ell be done to foster attention and undetstanding
by explanation of the wiain characteristics of the music. =~ . :
In one of his léctutes in the United States, Vaughan Williams said that
‘each gencratjeiAvants a new rmusic to satisty its ideals’. It is the opinion
of those whorHave lived with his music for some quarter of a century that
he hims'slif:has supplied his own country with this new rousic. Ar%d thete -
are thOse, the present writet among them, who feel that his music its

schiodsness, its humour, its intermittent severity and its expansive
humanity interprets the struggles and aspirations of beings in many othgr _
countries than his own and may well satisfy the ideals of generations now .
living, regardless of age, race ot faith, As an example there 1S .tlus-_l'ate__:st_
- work of his, the Sixth Symphony, the work of a musician born in Britain,
profoundly moved by the music of his country, having atta}ned_ such
mastery of his medium and such wisdom of insight that his music, though
it would not have been created by anyone but 2 person o_f his birth and -,
upbringing, has a universal application that liberates 1t beyond _.’che .
confines of a single country. fon R TIL
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It is taken for granted in England and Wales* that aImost"m:éry child is

capable of being educated to some degtree of appreciation as a listener to
music, or of attainment as 2 music-maker. In the whelé\range of schools
undet the control of the Ministry of Education, music’is studied in some
fotm or other: whether it thrives or wilts in any'gatticular school depends
almost entirely upon the inspitation of the miusic teaching—or whether
indeed good teaching is available. A brief picture of the education system
of England and Wales may help to explainthe school-chain and its various

The Ministry of Education is ptimarily responsible for the education
of all children in England and Wales who are being taught in State schools.
Although in numbers State editeation claims the majotity of pupils, there
are, in addition, 2 large niimber of independent schools which are not
under the direct co tolof the Ministry of Education. County and
Borough Councils ag&s the local education authorities, and the Ministry
administers its schodls through education officers appointed by the
education comgliftées of these local authotities. These education officers

have wide pg@é"rs, and carry out the policy initiated by the Ministry of '

Education\J
The‘S,!:aﬁ schools are divided into two main categories, those for primary
and thesc for secondary education. Primary schools consist of nursery

schoels, with pupils up to the age of §; infant schools for those of from -
3% 7 years; and junior schools from 7 to 10} years of age. Secondary .

education begins at 10 plus, and consists of three types of schools:

(1) the grammar school, for those children of academic ability who may -
be suitable for university training; (2) the technical school, for children

with ability for training in engincering, skilled trades, commetce, etc.;
and (3) the modern school, which caters for children with a bent for
practical wotk of all kinds, as distinct from scholarship.

*Scotland, which has i in 1 i
present essiy. €N nas Its own independent education sysiem, lies beyond the scope of the
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Music begins in the nursery schools with murscry rhymes and singing
games. This develops on the same lines in the infant schools. In the
juniot school singing takes the chief place, witha beginning made in edx-
training, music teading and sight singing on the sol-fa system. In the
junior school the percussion band is found to provide a valuablc stimulus
to music. Percussion bands are made up of children playing percussion
‘ipstruments, such as small drums, cymbals, tambourines, castancts and
triangles; the music itself is played on the piano or gramophone and the
percussion instruments emphasize the thythm. Charts are used so that
children begin to read thythm from the staff notation. .

In secondary education, music is taught in all grammar schoolsh It
vaties from a very limited activity, mainly concerned with singidg; in the
first year, to a comprehensive musical training, which may~include ear
training, sight reading from the staff notation, harmofiyand theory
of music, history of music and instrumental playing irthe senior forms.
The grammar school with a good tradition in mudie has, generally, a
junior and senior choir, and a junior and seniqj:'&tchcstra. But thete is
an extremely wide range between those ggammar schools which are
musically alive and those which are not. The diffctence is largely due to
the factor already mentioned—the avgi,lgbﬂﬁy of 2 good teacher on the
staff of a school. ' ' N ‘

In the technical schools the mitsic mainly depends upon the time
available after the heavy dematids of technical training have been met.
A voluntary school choir Qj;’thschestra supplies the main activity. ]_n the
modern school there is a’great chance for full development of music, as
this type of school is not handicapped, like the grammar school, by 2 heavy
programme of Scheol and Higher School Certificate examinations.
Here again the ssopply of music teachets is very limited, and until
it can be incfedsed some time must pass before the average seCom-
dary modcm\séhaol- can boast of a ﬁouﬂshing_'musical traditiox}.' The
music tcg-i:lrﬁng will be of a mote practical order than th_at in ‘the
gfamér'school, and it is hoped that instrurnental work will in trme
develop. : _ ) .

One of the most difficult obstacles fot children to overcome in thc_lr
musical training is that of sight-reading; yet if it is not mastcred they will
- never be able to take a full partin musical activities. A strong f_a.rgument
in favour of the development of instrumental music in schqols is that an
otchestral instrument is learnt with the use of staff notation—the two
factors ate inseparable—so that sight—rcadjng in generai }::ccomes casier
and more rewatding. As the ability to sead music at sight is of such great”
value in the musical equipment of a child, a pictute of the present state of
instrumental music in schools may be of interest. L :
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There is no doubt that heads of schools ate realizing more and more
that an orchestra is a highly desitable activity both for the musicl
_development of the children and for the good of the school, Many
education authorities are seeking ways and means to meet the increasing
demand for instrumental facilities in their schools, especially for teachers §
and instruments, Children’s concerts abound, from small intimate concerts
by groups of instrumentalists given in schools, to big orchestral concerts §
for children, Holiday orchestral courses are extremely popular and are,
indeed, over-subscribed. Again, in the healthy revival of thelfestival
movement,* instrumental ensembles play a larger part than(itherto, as
is pointed out below. ' - O
A few years ago the school orchestra flourished only id2 small number
of grammar schools, and in some of the better-kaown independent
schools, where good facilities were available. Intecest’is now spreading,
and school orchestras are coming into being dpNand down the country. |
The grammar schools have made the mostypromising start, but many -
prmaty schools and secondary modern schbdls are awake to possibilities.
- In the year under review the biggest strides have been made in the
class teaching of instruments and ensgnible playing. As an instance of this,
the counties of Worcestershire and Dotset now have violin classes
working in all their secondary seheols. The County Borough of Bourne-
mouth provided its secondaiy schools with violin classes and ’cello
classes soon after the wargand it is now tackling the primary schools. -
Doncaster has achieved &he remarkable feat of introducing violin, viola
and ’cello classes intoall its schools. Middlesex is trying the experiment
of teaching the violift to about twelve hundrted children in the primaty
schools of the gutirity on the violinda method. The violinda is an instru-
- ment of violifyshape, especially designed for the training of vety young
children inJafge classes. It has all the essential details of the violin, but in
addiﬁqaj;%ssesses one or two valuable aids for instruction, so that large -
classesihay be the more casily directed. One of these “aids” is a tuning
deviee, employing steel strings; this goes far to solve one of the worst :
preblems in class tuition for the violin. 'f
- The violin class has now been recognized as the true basis of the school |
otchestra. This is a great step forward, for it is not long since the teacher
of a violin or “cello class was looked upon somewhat askance by the

- *Music festivals have for many years been a fe.a.turc of musical life, A festival may consist
of the gathering of 2 large number of singers and players, drawn perhaps from a whale region,
inchnding ensembles and sololsgs,‘ and ozganized on'a competitive basis; o it may comptise
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prgfessional teacher of individual pupils: it was 'considercd'iiﬁpc')ssible :
to teach a stringed instrument in class with any degree of efficiency.

Thanks to a few pioneers, and to the invaluable work of those who have

devoted all their energies and ability to mastering a technique, the position

of the violin class teachet is now becoming increasingly important. It is

significant that the Royal College and the Royal Academy of Music have,

with enlightened understanding, appointed two of the finest teachets to

their training courses. T -

The shottage of teachers of string class work is indeed the most acute
problem, and the Ministry of Hducation has taken the lead in institutifig
a series of national courses for teachers of stringed instruments, These
courses, lasting a week, are held twice a year at Pulborough jeSussex.
Instruction by expetts in the technique of class teaching fot ¥iolin, viola
and ’cello is given daily, and a background of orchestral playing and
chambet music demands 2 good standard of playing. A-patticularfearure
of these courses is the training of a teachers” orchestsds if prepasation‘fot
the visit of Sir Adrian Boult, who conducts the ﬁgza‘\i\réhearsal and concert
on the last day of the coutses. It is notable thaf. the members of the first
course, held in April 1947, had practically no.sxperience of class teaching
of stringed instruments, whereas most of those who attended a year latet’
had attempted this difficult work. - T -

A most valuable contsibution toshe reaching of instrumental music in
country schools has been made by, the Rural Music Schools, an institution
formed to encourage music q.nqkmusic-makjng in rural communities. This
organization, though nof designed primarily for giving help to schools,
has generously lent itg*teachers and brought to many isolated ‘country
schools the benefit\of’string classes and other instrumental activifies.

A clear indicaion”that education authorities ate alive to the demand
for instrumentalyhtsic is shown by the increasing numbe; of appointments.
of instrumegtal instructors. A number of local education authorities now
have insprﬁi}tdrs on their headquarters staff to carry out the teaching '0_f
Strir}gSjix\r their schools, and the county of Leicestershire has reccnply
appointed an instrumentalist to be Music Organizer, so-giving a Strong
instrumental bias to the music in its schools. Other authorities have a
full-time instramental organizer in charge of a team of instructots. Wales
is very active-minded, and can boast the first technical college to havc
had 2 training centre for children’s violin classes, and an orchestra com-
-~ posed of children and adults. Several of the Welsh grammat schools have
promising school orchestras. Co

Tt should be noted, where school orchestras are concerned, that wind
instruments are only in evidence where schools have already been able
to collect them. The price of wind, instruments is such that they are

c
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-usually quite out of reach of schools. This is not of too sctious consequeng
- .at the morhent, as a great preponderance of strings will always be desirab,
* 'The recorder, which has been pronounced by experts to be a valuabl
introductory instrament to the wood-wind, is being widely wsed, and
serves several useful purposes: it is within reach of all schools, it is a grea
asset to children’s sight-reading, a satisfactory study in itself, and a useful
addition to the school orchestra, In some schools it has become almost
compulsoty, and is often used in conjunction with a violin class.
. Otrchesttal courses in the holidays for children and young peeple are
- incteasing in number and scope. The Sherborne Orchestral Courses, under
the direction of Ernest Read, have now been running for saméjyears, and
have done valuable work in bringing children togethet 0 'make music
These courses are now so popular that four separate okchestras have to
be catered for, to satisfy the different standards of performance. Derby
-and Sussex have recently run week-end coursed for string players, and
Gloucestershire organizes an annual housc-Ea’rty for young instrumen-
‘talists. _ K7, :

Two outstanding attempts have beenimade to raise the standard of
otchestral performance by childten afnd Young people. The Monmouth-
shire County Council instituted, in Jly 1946, a2 summer orchestral course
for the finest talent in Wales between the ages of fourteen and twenty.

~ This orchestra of eighty playérs was hand-picked from the whole of

 Wales and wotked for an intensive week under the direction of Clarenc

Raybould, the strings %nf}wind being trained by two eminent musicians.!

The standard set washighly promising, and co-operation by all the Welsh

educational authotities contributed to 2 remarkable achievement. The
coutse continue§%6 run every summer, and is a further token that Wales,

. 50 known fpgsong, is not exclusively choral in outlook. '

The mest'recent adventute in holiday coutses is the formation of the
Natiogal\Youth Orchestra, an attempt to bring into one orchestra the
finestyoung talent in the British Isles under a distinguished conductot.
/Tl orchestra, composed of young people between the ages of thirteen

\and nineteen, appeated in public at the Bath Assembly in April 1948,
after a week of hard training, It was organized by Miss Ruth Railton
and dirccted by Dr. Reginald Jacques. Outstanding musicians wete
available for training their departments, and for individual coaching.

About eight hundred young people applied for the course and a hundred
wete finally selected to make a fgll symphony orchestra. ‘The standard
much surprised experienced coaches; the keenness shown, in spite of very
h_ar_d and continuous work, revealed that the players had come with
serious purpose and not merely for a holiday. Tt is hoped that this orchestral
course will be held thtee times a year, at Christmas, Baster, and in the
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summer, It is interesting to note that many education authorities co-opetated
in helping the children with grants to attend, - . -
One of the most valuable efforts at introducing instrumental music to
children is being made at Batking. Tt was initiated soon .after the end
~of the war, A string quartet with piano'is engaged, pot only to play at
primary and secondary schools, but to establish close contact with the _
children. This project has had the result that a great number of children
in this area now want to play, and indeed the demand is far greatet than
the facilities available. About two hundred children have been seledfed
from the applicants, and are now being taught in violin classes; ’cello
classes will follow. , SRR 4
Other local education authorities, among them the West \Ridiag of .
Yotkshire, employ teams of instrumentalists, both wind and\strings, to
play in the schools; Buckinghamshire and Kent engagéstring quartets,
and Essex a trio, and the University of Wales hasong been assisting -
schools in this way. Many other authorities are s@ng to promote these
intimate concerts. L/, M S
Last come the big Children’s Concerts O{ig‘i}mted by Sit Robert Mayer
in 1922. When he started these concerts,'nbj:ﬁing of the kind cxistf:d else-
whete; now there Is scarcely a symphongeichestra which is not concerned
in some way with children’s concertstThe London Philharmonic Orches-

tra, for instance, gives twelve annfially, in return for a generous subsidy. . . .
The London Symphony Orchggtea and the Hallé Orchestra are frequenty

heatd, and the seed sown by~Sir Robert Mayer and his musical director,
Sit Malcolm Sargent, is producing an abundant harvest. In big towns, suc_h
a3 Liverpool and Birmingham, excellent use is made of the Phitharmonic
and City OtchestrasiNot only do these orchestras give big concerts for
-massed children,bne'they visit schools in sections of thirty to forty playets
—an extreme%f’xfaluablc undertaking, since the players can be observed
closely by ghis children, who are brought tiearer the music-makers than
in 2 large hall, o _ - : o

Grathophone records and films also play their share, An outstanding
film, 4 Young Person’s Guide to the Orchestra, directed by Muir Matheson,
the music by Benjamin Britten, conducted by S.ir_MaIcalm Sargent, has
been shown throughout the country, both-in cinemas apd schools. This
temarkable attempt to produce both the sight and soun.d of the symphony
orchestra has been most successful and is now within t_he. reach of gll
schools. Choosing a great theme of Purcell, Britten has written 4 set of
vatiations in which each department of the orchestra plays the I_Jrl_napal
part in turn, singling out the individual instruments cleatly in sight a:ind
sound against their background. There is a spoken commentary, and a
set of gramophone records of the music has beern made. :
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. An entirely new series of records is now available called The Instraments

of the Orchestra (His Master’s Voice). In this series each instrument of the
orchestra plays a carefully selected solo with piano accompaniment, the
solo instruments thus standing out cleatly, unobscured by confusing
otchestral colour in the background. Sir. Malcolm Sargent directed the
series and plays all the pianc accompaniments.

Music festivals have heen in full stride, and whereas instrumental
items formerly consisted of numbers of instrumental solos, or occasional
groups of playess, they now include violin classes, chamber music

" groups and orchestras, For instance, school orchestras from Sussex gehools
recently combined to take a full shate in the Secondaty Schoolg™Festival,
Instrumental ‘days’ are growing less rate. The county of Desset gave a
remarkable example of the hold that instrumental playing has4ltready taken
in its schools, by producing an embryo orchestra from each secondary
- school; practically nothing of the kind existed the yéafbefore. Doncaster
recently produccd some children’s string quartetgarits Schools’ Festival.
These music festivals are of the greatest valgc; Standards are set, and
- children and teachets leatn alike. L4 o
'Finally, what of instruments? In genegal, good teachets seem to be able
to find all the instruments they neec{,.,a’n& to go to any length to acquire
them, from inspecting junk shops¢te buying from accredited retailers.
The teacher cither fits the instrémeénts up himself, or sends them to a
professional craftsman. A certdia number of instruments are coming into
' the country, but prices are‘miuch in excess -of value. There is indeed a
serious shortage of smalk iolins and *cellos, and the lack of wind instru-

ments has already bqe}\}ncndoned.

- By far the most.promising development in the manufacture of stringed
instruments is the¢tew violin factory founded at Bridgend, in Wales, by
the Disabled/Pefsons Re-employment Association. Superintended by an
expert cqa&sman, a displaced person from Estonia, thirty disabled men
are nowA tutning out excellent violins, and it is hoped that this new

 indysésy, such as the country has never possessed before, will develop in

%m}?@t‘tancc.' There may be difficulty in fixing an economic ptice for
instruments until the factory gets into full swing, and until plant - is
available. S - '

To conclude: instrumental music in schools has made 2 considetable
stride forward during the year under review, Bearing in mind the prob-
lems of teachers and theif training, the acute shortage of accommodation
necessary for the development of the work, and the difficulty in the supply
of instruments, results are creditable, and the farure is full of promise.
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OPERA |
BY PHILIP HOPE-WALLACE

. -\
Opera, which is a complex art, is never an easy subject to cxan}jﬁi:. Opera
in Britain, little though there is of it in comparison with smany countries
on the Continent, is a subject so complicated that it {reuéntly surprises
even those who think they know the culture of their diwrland thoroughly.
British operatic enterprises present an extremely,eohfused picture com-
posed of enthusiasm and indiffesence, very highlstandards and deplorably
low standards, rare occasions-—such as the tevival of Mozart’s Idomento at
the Universitics both of Oxford and Cambridge, or the concert perform-
ance of Monteverdi’s I Incoronagione di Roppaca by the musicians of Morley
College in London—and a timid and wnimaginative reliance on the stock
tepertory. Indeed, unless one knows something of the histoty of British
musical taste in the last twefity yeats one may well find the picturc:
presented by opera in Bri%’qi.a’lmost incomprehensible. L

A point which it is important to keep clear is that interest in opera is
tompatatively small, and is restricted to a meze fraction of the mus_lcal
public—a state of affairs without patallel in most othet countri(_ﬁs; ’Whef?'
Opeta is seen quit:e\{aturally as an integral-part of the musical‘ life of the
wuntey, Thissidue chiefly to the fact that operais hot a native growth
1 Britain anidvhas in the past been for the greater part an 1mp01.ft, regarded
by many-British musicians with a certain disfavour as exotic and out-
-'landish\.‘,()pera has therefore thrived on the enthusiasm of 2 minority, and
like allproducts of the taste of 2 minosity it has had champions who were
Ptepated to lose fortunes to further “their’ cause. Those who in the past
year have heard petformances, for example, at Glyndebourne, the beagnfu.l '
e opera house owned by Mr. John Christie, standing in thc_groundsl
of his country house in Sussex, must remember that, although thu.e standard
of performance may be the equal of any in the world, the entire under-
taking is to a large extent a labour of love. -

And because one finds onesclf sometimes at the

.opera in London
Surounded by people who are evidently connoisseuts and enthusiasts
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of the first ordet, one must not assutme that opera means much to the
majotity of the population.

1t is only in recent yeats that opera in Britain has received some support
from the State*; it is still not supported by the municipalities of our large
cities. Although many theatres in provincial towns are called *The Opera
House’, it is unlikely that mote than a very few of them have ever staged
an opera, and although the music of many operas may, through the medium
of the wireless and the gramophone, be fairly well known in a popular
way, opera-going Is a very rare experience for most British people.

- Outside London, save fot the respectable, but not always vésd ?tylish,
performances of a touring company, the Carl Rosa Opera Cafnpany, and
occasjonal petformances by enthusiastic amateurs, the oppoettunity to hear
opera is extremely limited. It is true that the new enthasifsm for music
which was one of the cultural phenomena of the war years roused the
cutiosity of many younger people to witness Sopnf:.'opera ‘in the flesh’,
that is to say, propetly staged and not merely itnthe’concert hall; but there
was little opportunity for satisfying that curigsity, since the London opera
houses had to retmain closed for most of the“war, and touring companies

“found the strain of the travelling conditiosts of those difficult days almost

insuppostable. The intetest in opera, 'I}.otentially so great, was largely -
dissipated into ballet and other{depattments of the theatre and the
concett hall, AN

Cutiosity however remainéd and was stimulated by the return to this
country of those armies that'had been stationed in Italy during the later
stages of the war, where our soldiers had heard and enjoyed much opera,
performed with charaetetistic Italian vigour: a delightful surprise to cats
attuned to the degotous traditions of oratorio. The result was that for a
short space affef*the war the opera public was potentially larger than it
had been fofdnany years, perhaps for nearly a century. It was the moment
when, abowe all, 2 new public should have been able to familiarize itself

: with’thb}epertory, explore new wotks and generally cherish and cultivate

A

“receives a grant from the Treasu

theew-found taste. But, alas, such opera as was available was in 4 some-

it exhausted condition; the repertory was miserably small and standards
Wad fallen pitifully low.,

True, it was a public which had itself few standards and one whosel

- indiscriminate applause dismayed the small number of connoisseurs who

temembered something better. But it was a paying public and for the last

*Not direct support but tln-oughorj-:_’m;1 medium of the Arts Council of Great Britain, which

o5 2§ -asury. Of the opera organizations mentioned here, Covent Garden,
Sadler’s Wells and the English Opera Group work in association with the Atts Council. Since
this article was written, it has been announced that Covent Garden Opera Honse has been
acquired by the State : it should not be assumed, however, that this acquisition carries with it
a change of policy. ;
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two years London has enjoyed the luxuty of three opera houses all plﬁyingr '
to reasonably large audiences and—what must surely strike: the -outside
obsetver as lamentably illogical—often all playing the same works. Indeed, -

duting one memorable week, it would have been possible on a given

night to make choice between no fewer than four productions of Rigoketto, .

for at that time a touting company was also visiting the suburbs.

OPERA : B T 39

Such dispersal of cffort and of audiences cannot long continne. Indeed, :

the attendances bave in the last year been declining sadly, and it seems

improbable that the public can be expected to increase much during the =

coming year. However, a decided change in the public’s attitude to opera

must be noted, a change which seems to have come to stay; thagis, 2

“desire to regard opera as a native product, not to rcly ongodcdsional |
imposts; and a desire to build up, if possible, a central tradition of opera -
perfotmed in English, in brief, to continue the tradition,sovvaliantly laid

down and followed by the popular opera house of Sadler’s Wells, in
Notth-East London., When Covent Garden, Londen’s beautiful opera

house, once more opened its doors,* it was therefogs not merely as a stage’

for foreign companies (although hoth Vienaa dnd Naples sent welcome

visitors), but as 2 home of opera in English'to be sung largely by native )

attists or by foreignets who would be\prepated to learn to sing their
roles in English, A complete organization compatable to the opera houses

of the capitals of Europe was to_be developed; ‘ensemble’ was to be -

paramount and no effort or cost was to be spared to achieve a high artistic
standard, scenic as well as mugfeal. First results were not very satisfactory,

as those who were nsed t:{‘the Covent Garden of the pre-war days were.

quick o point out. But’o}ﬂy the glories of those days were recalled, when

performances given ja'the original language could be cast with star singers

of the first magnighde drawn from a dozen capitzil cities. What was for-

gotten was the often deplorable lack of ensemble and, indeed, of rehearsal:.

it was no uneommon thing for a visiting celebrity to atrive by air in the.

afternoon_an, g0 straight into the performance without mote - than the'

scantiestyehearsal. This at least has been avoidedﬁin t.he new otganization
at Cdi?énf Garden; whatever may have bccj;l lackj.r'l_g in style, the Ia_ck Wwas
flot dite to perfunctory preparation. Indeed, the mistake was of 2 different

Sort; over-enthusiasm, inexperience and over-elaboration (Wlth an eye

on the ballet public) were the enemies of first-class petformance. During

the past year we have seen the repertory grow in the most encouraging

way; to such stock favoutites as I/ Trovatore, Tarandot and Carmen bhave -

been added—all in extremely- handsome and. bold productions—such

“difficult” works as Pezer Grimes, Benjamin Britten’s tragic opera, .and,

—_— - —_—

* The first operatic praduction was Garnren, on 14 Januatry 1047
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more recently, the original Mussorgsky version of Boris Godunov. Peter
Grimss, which was produced by the gifted stage-producer Tyrone
Guthrie, achieved nineteen petrformances in the season.

Meanwhile the smaller opera house, Sadler’s Wells, was also slowly-
enlarging its tepertory, but those who had hoped that there would be
co-operation in matters of policy between the two houses were disap-
pointed. Sadler’s Wells went one way, Covent Garden another. During the
past year they have both, for example, mounted new productions of
I} Trovatore. The truth is that interchange of singers is a less practical
policy than it might seem, Covent Garden is a large house, and singing

~ which is adequate at Sadler’s Wells.is lost in the larger auditogiun. Many
good English singers were available, and though there was afi ittexplicable
- neglect of some of the best artists, a very presentable comipany has been
collected, together with what is perhaps the best chofits*Covent Garden
has ever known and an orchestra which, under the“baton of Karl Rankl],
the musical directot, has made much progress frogne rather tentative start,
From Ametica especially, but also from Europey‘came other singers who
were ready to co-operate, some of whom haye proved valuable acquisi-
tions, for example Miss Doris Dotee{\wvho ‘made a very acceptable
Marschallin in Der Rosenkavalier andyho later took over the principal
soprano role in Pefer Grimes. The Ttallan baritone Paolo Silveri, who first -
came to London with the San Catlo company from Naples, has remained
to perfect his English and aiden his style to sing, with considerable
success, the title role of Barif*Godunov. So also has the Viennese soprano,
Elizabeth Schwartzkopff who endeared herself to London audiences and
set a standard with heg Pamina in The Magic Flute. The seal was set on this
policy by the rcviw{tls of Wagner (two cycles of The Ring had in the old days
becn an annual &yent, honoured by the best petformers in the world).
Die Walkdire a0 Die Meistersinger were both given, with reasonable success,
n Englisbéﬁd with the co-operation of Kirsten Flagstad and Hans Hottez.
The reviyal of Tristan, exceptionally, was sung in German,
. .’(\Irilii:ﬁl voices have been raised; the policy is a long-tetm one and many
- failures are likely before it bears fruit, To insist on singing all works in
English limits the repertoty and also Units the number of first-class
foreign stars available; as yet the traditions of native opeta are 50 weak in
this country that British stars are not coming forth in sufficient numbers
to ensute a really high standard. But that the policy is a sound and sensible
. one seems to be generally agreed. A special point in its favout is that the
organization understands that it will never coax rhe British public into a
theatre Wher‘r: thete is slovenly staging and feeble acting. The London
public especially is accustomed to a high standard in these matters, and
Covent Garden now strives in a'way it has nevet done before to emphasize
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the benefits of good production, fine and imaginative scenerjr and well-
sehearsed acting. Fresh talent in the mattet of producing opera has been
encouraged (even over-encoutaged). If some of the productions have
looked a little freakish, none of them has looked shabby. The sets for
- Peter Grimes, by Tanya Moiseivitsch, and for Traviata, by'Sophie Fedoro-
* vitch, were extremely handsome, by any reckoning. . . T
In the meantime Sadler’s Wells has pursued, in 2 more modest way and
without the help of continental artists, a rather similar policy. A good
standard of petformance is the rule; attempts have been made to offer 2
fresh interpretation of two such favourites as Tosca and Fausz, and‘some
new ground has even been broken. The repertory is small copipared to
what it was before the war when Strauss, Wagner, and mifiy Russian
works were given, as well as the standard Ttalian favouritessWolf-Ferrari’s
1 Qnattro Rusteghe (translated into English terms and called The Schoo/ for
Fathers) met with only limited success, but will\be\temembered as a
delightful production. A new one-act comic operaalmost a vaudeville—
byaclever young composer, Antony Hopkinsgset to music almost com-
plete the text of a comic short story, LadpRobesiz, The little score was
largely a joke at the expense of opera in gengral, full of allusions to matters
as far apart as Leoncavallo’s Pagliaecidnd Britten’s Rape of Lacretia, and
full of happy strokes illustrative of; the farcical stage action, but it seems
unlikely to occupy a very impostant place in the repertory and would-
hardly bear much repetition; A Very creditable reprise of Cos Fan "T-m‘z‘e,
donducted by James Robextson (who shares the conducting with Michael
Mudjc), and a strtin ?{ccf::unt of I] Tabarrs, Puccini’s  onc-act grand
guignol, are among th%'c\ompany’s.t:uﬂent successes. o
To complete th{:‘picturc of opera in London some mention must be
made of the entdzprise at the Cambridge Theatre which for the past two
years has been(presenting Italian opera sung in_' Ttalian by mn?cd casts,
composed, .(\{g'lta]_ians (who remain as long as their labour permits allow)
and British artists who have been trained to sing in the Iralian manner,
and cgached by Signor Dino Borgioli to fit into the Ttalian ensemble. This
effierprise, known as the New London Opera Company, and receiving no
State aid, even in the form of remission of taxes, has been largely sustained
by the enthusiasm of a lover of opera, Mr. Jay Pomeroy. It h‘a.s been a
most. valuable addition to the operatic-sccnc—-if only as a remnder lthat
other standards than those obtaining at Covent Garden are POSSlb_le'
Singers such as Signor Stabile in Don Pasquale, Fa{’;ta'ﬁ and I/ _Barbzere |
have given us a taste of quality not found elsewhete in England: and the
¥evival of Dgn Giovanni, in spite of many shottcomings, was pethaps
the best seen in this countzry sitice the pre-wat Glyndebonrne revivals. The
British singers accommodated themselves surpisingly well, and, in shott,

I
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the Cambtidge Theatre did much to vindicate the view (still held by many
opetatic connoisseurs) that opeta should always be sung in the original
language, Signor Alberto Erede has been the chief conductor from the
start and among the productions a shate has been taken by Dr, Carl Ebert
who-—fot the Glyndebourne management—also contributed productions
of The Marriage of Figaro and of Verdi’s Macbeth to the international festival
of the arts at Edinburgh in the autumn of 1947.

* Anadvantage of the system adopted at the Cambridge Theatre was that -
it allowed a far wider scheme of casting than has been possible at Lovent
- Garden, and if 2 not inconsiderable part of the interest in operamay be
said to derive from hearing different stars in the same role and ¢omparing
them, then the advantage as far as the public is concerned layall with the
Cambridge Theatze. A succession of full-blooded Tosca$ and Rigolettos
and a variety of lively exercises in opera buffs have\drawn the public
again and again to something which they can hardly. Hope to understand
wotd for word. At the moment of writing the enterprise has come to an
end, but with good hopes of re-starting in the.dutumn,

Less assured is the future of Glyndebgdrhe, Mr. Christie’s opera. Its
reopening in the summer of 1947—with’a handsome and finely sung
+ performance of Gluck’s Orfee—and the'later appearance of the company

at the festival at Edinburgh raised gteat hopes, but it is realized that suchan

undertzking is a luxury and one ifi'which, in these days, it may be impossible

to indulge. Thc ‘Glyndebouriss i'nanagemcnt was also responsible for a

rather austere revival of 1ISeraglia at the festival held early in the spring in

the beautiful Geotgian ity of Bath: one looks forward to their reappear-
ance at Edinburgh. 'fhé English Opera Group, a small nucleus collected
round the talent of Benjamin Britten and devoted largely to the produc-
tions of his intighdté chamber operas, has toured the country with excellent
petformancesof The Rape of Lacretiz and the comic opera Albert Herring.
It is -alsg\’:géponsible for one of his more recent experiments, 2 very .
clever ead charming revision of T Beggar’s Opera,* that famous ballad
opegaof the cighteenth century, _4%ers Herring was indeed brought, in
shissproduction, to Covent Garden and had a far. greater success in spite
of f%le fsize of the house than might have heen foretold fora work conceived
for intimate performance with a band of hardly two dozen instrumentalists.
The libretto—a transposition into native English terms of a tale by

- Maupassant—was the work, as 50 often in England, of an inexperienced
hand and the whole piece was dramatically somewhat handicapped. But-
- the music contained so much; charm, wit

- - and tendetness and offered so-
| Inany amusing opportunities, that the audience’s attention was easily held

* For the production of this opera t th £
Edward Deat’s edition was uscd.p e Oxford

Festival, mentioned on p. 5o, Professor
o . :
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throughout three acts, The work’s appeal outside England howevet, -
. seems less certaing the basic ]oke for all its French origin, is cssentlaﬂy .
English. But if it is only a step in Britten’s mastery of the att of operatic
charactetization it was one worth taking. It is still to Britten that we must -
look for the long-awaited British operatic masterpiece, though—it is an -
encouraging note on which to end—many other young composers ate -
trying their hand at opeta, and may yet surprise us; not the least of them
is Michael ‘Tippett, whose otiginality in handlmg cantata form may be a
pointer. But the lack of accomphshed librettists is also, one fears, likely to
make itself felt, Opera does not spring out of nothmg, and there hagbeen -
too long in this country a breach between setious music and thz:\dra.ma
which—as these notes may have suggested—is even 10w \onl'y’ very

slowly being healed. : \ .+
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The festival of music is not a new idea in Britain, but dpxﬁi’ﬁg the present
century festivals have increased in aumbet and becomg more vatied in
character. ‘The trend since the close of the second\ World war is still
farther in the same direction: new festivals embodyitig new ideas, pethaps
specializing in certain types of music ot on ghieother hand drawing the
other arts into participation, are springing 0p~Holidays with music have
become the otder of the day. Between thewars the festival habit was no
doubt fostered by combining foreign travel with a pursuit of music: the
delectable places of the earth, such'as Florerice and Salzburg, set out to
attract visitors with music as well as scenery and amenity, British people
went abroad in great numbezs, the older and richer to enjoy art in comfort
and sunshine, the younget and pootet to further their education mote
strenuously, hiking, d'%ﬁing and swimming by day, and crowding
_concest and opera ag . : _

‘Travel is less easpriow and Europe is only beginning to cater again for
foreign music lg¥ers, so the people of Britain have settled down to culti-
vate their oyhlfestivals more assiduously: Musical life here is keener than
tormerly, add, though nothing will ever damp our determination to hear
- the begtthat others can send us from anywhete in the world, we are mote

selfsyfficient than we were. Even in opera, which is our weakest tradition, .
wejhave made a fresh start and strengthened it with our healthy, native
Eaglish ballet to such good putpose that when Scotland stirred in its long
musical sleep last summer and launchéd a new -international festival at
Edinburgh, opera and ballet were both featutes of the programme which
it offered to its patrons. Bath this spring has followed suit, using the same
organization, Glyndebourne, which owed its initiative to one determined
man, Mr. John Christie, and won world-wide fame before the war for its
performances of Mozatt’s operas. The passion for orchestral music greatly
increased during jche wat and won a new audience for itself, so that new
orchestras, of which the Yotkshite Symphony Orchestra is the youngest,
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have sprung up and sufficiently established themselves to underfake.
ambitious festival programmes. The choral festival is a long-standing
feature of our musical life. Among the best known is the National
Eisteddfod of Wales, held annually at a different centre: Wales also has
. branched out latterly beyond national boundaries, with an international’
~ festival of choirs from all countries, held at Llangollen, Few even of the
newer festivals dispense altogether with choral music. Festivals ate indeed
so booming that cautious people with an eye to their economicfoundations
are-beginning to wonder whether we are building too fast for safegpand
permanence. - .
Howevert, festival-going is no new thing with us, and, sincegra8ition is -
so strong a factor in British life, what is once established willustally-carry
on under its own momentum and grow stronger as it grows older. Thus
the Three Choirs Festival, in all the 224 years of its gxlstence, has never
been more prosperous than now. This is the oldestyof our festivals and
gtew out of an annual meeting of the three cath¢dral choirs of Heteford,
Gloucester and Worcester. By the end of the siphteenth century otatorio ’
- petformances had become a feature of the “meeting, and during the .
ninetecnth century the festival settled dhi® its present shape, by which
four or five days are devoted to oratdtios in the naves of the cathedrals,
with a seculdr concert or two in thedown halls of the threc cities whichtake
it in turn to be the centre of the festival, Between the wars what had at _
one time been very largelyra Handel festival became something of an
Elgar festival, with the coriposer himself taking an active part. The Three
Choits Festival was révived, after the interniption of war, at Hereford in
1946. In the year under Yeview it was held at Gloucester with Dr. Herbert.
Sumsion, the cathedral organist, as principal conductor. The arduous
duties of conduching seven or eight full performances of miscellaneous
choral and préhestral works tend now to be more evenly shared at each
festival h&v&ém the threc cathedral organists. This is the latest develop- -
ment ingh organization which has been evolving to meet new c?nfiltpn_s
ﬂugugﬁ two and a quarter centuries but which yet retains its distinctive
_ fharacter; its root and soutce is of course its habitation in the three west-
. country cathedrals. S : '
The Leeds Festival goes back to 18535, when a new town hall was
opened by Queen Victoria. It takes place evety third year and is, like the
 Three Choiss, a predominantly choral festival. Yorkshire has a teputation
for good voices, especially sonorous basses and i_ndefaittlgahle SOPIanos,
and 2 long tradition of choral singing. The Choral Society _of the sn:[allcr
neighbouring town of Huddersfield, which sends a contingent to the
" Leeds Festival Choir, has a history of more than a century and Is nOW
teckoned the finest large choir in the country. The Leeds Festival, which
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“was tevived, after war-time interruption, in Octobet 1947, is not the oldest
of the big provincial festivals, though it ranks as the most ambitious
" because of the high quality of its singing, The Norwich and Norfolk
“Triennial Pestival, also tevived in the autumn of 1947, dates from 1824,
though there had been spotadic festivals before that. Festivals, then, were
an established institution in Britain before Wagner thought of his Festspiele.
But Wagner’s idea of an opera festival spread in continental Europe until,
as ‘we have seen, it reached Glyndebourne in Sussex in 1934; and since the
wat opera has begun to infiltrate into festivals mainly devoted to other
sorts of music. The very latest manifestation of this tendency is a
. festival organized by Benjamin Britten’s associates at Aldebbtgh, the
otiginal of the ‘Borough” whete the action of Peser Grims, 15 “situated,
which in June 1948 has included operatic performances in a vared
‘scheme, 7\

What are the essentials in this idea of a festival-which has proved so
fertile? Concentration is one, the festivity implidd i the word is anothet,
special pains devoted to ensuring a high stagdard of performance is a
third; though, inasmuch as some festivals.4ré“inspired by amateur effost,
this is not an invariable ingredient. A fugther feature, which also is not
invariable, is the introduction of new ¢ompositions. '

Concentration in the past sometﬁheé meant indigestion. At the Leeds
Festival in Victorian times, fordhstance, the morning concert, which was
interrupted by an intetval for Tincheon, really meant 2 motning concett
and 4 short aftetnoon comcert as well, to be followed by another big
performance in the evefing; and this heavy schedule was carried out for
four days on end. Co&ntration of material into a short space of time also
implied mental costeeniration, and it was from this that the idea of the
holiday festivak ’g}cw. A festival is more than a series of concerts, because
the partjci}gato} gives himself wholly up to music for the time being. The
Promena “Concerts in London are sometimes spoken of as London’s
summgr Mestival, but though they are a temarkable concentration of
programmes into cight consecutive weeks they ate not really a festival,
'Tbctafl{se no one takes time off from his daily business to go to them all.
The so-called London Music Festival, a frankly popular event initiated
in the suminer of 1947 at the huge sporting arena of Harringay, in North
:Z_London, is for the same reason a festival only in name, The true festival
isa Who_le-time business while it lasts. It would seem to follow from this
that, just as one swallow does not, according to Atristotle, make a SuMIMeLt,
one concert cannot make a festival, Yet the term may perhaps be allowed
for the annval folk-dance festival in London’s Albert Hall; organized by
the English Folk Dance and Song Society, which was revived again in
January 1948. For hete dancers from all over the country, as well as teams
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from abroad, all bringing their own traditional music, are concentrated
‘1o make an occasion which is certainly festive in spirit. o
It arises natutally from the festivity of the holiday spirit that the younger -
British music festivals ate organized in places which are either holiday
resorts, beautiful cities with architectural glories to provide the setting
for music, ot places of exceptional amenity such as Oxford and Cambridge,
Leeds and Huddersfield ate not pleasute fesosts, though festivals have been
‘held there in the year under review for valid local reasons. Norwich, on
the other hand, is a city of great historical intexest in itself and a pleasant
centre from which to see the surrounding country during a free @fva -
‘truant’s afternoon. Bath, the most beauntiful city in the British Isles ffom
the point of view of plan and unity—a phenomenon indeed in the British
way of life—offers a perfect setting for a festival. One was held for the first
time in April 1948 under the title of The Bath Assembly, a.flame borrowed
from the eighteenth century when Bath itself was built)"in one of the
best periods of English architecture, and became a tésprt of fashion for a
cultured society. Bath was as lucky in its periadyas it is in its natural
situation—a good place in fact for the hom ofra festival in which not
music (including opera) only, but dramaypiipbets and films added their
atttactions to those of the city itself.  \J> -~ . S
Not far from Bath, and with some.®f its period flavour (a somewhat -
later period, however) and some ofits natural advantages, is Cheltenham
in Gloucestershire, where they had the vision and courdge to found 2 new
orchestral festival even before(the war was quite over. Formetly, seaside .
resorts like Bournemouth™and Hastings, which possessed _mmmicipal :
orchestras, offered concefifrated programmes of orchestral music fo make
‘a holiday festival, but ‘their revival has not yet been possible, ar_:ld the
inland resort has $t6lén the initiative in- their place. It has also given 2
special interest to\’:‘tS’progra mmes by COHCCﬂffatiﬂg the inte_rest on modexti
English musid] s Bournemouth used to do. Cheltenham is by no means
an all-English festival, like the expetimental one at Huddersfield in :hf,[ay
1948, bustiodern works of the English school give it a focus of attention -
'Whichfis\‘further assisted by lectures and discussions. It was fitting that
four™todern works, two of them performed for the first time, should be
heard in a Gloucestesshire festival, for Gloucestershite is the cradle of
modern English music: Parry, who started the tevival, was a Gloucester-
shire squire; Holst, oné of the most original minds in English music, who
decisivcly severed the ties which bound our budding Enghsh music to
continental models, was born in Cheltenham; Vaughan Williams, who 1s
the most representative composet this island has ever produced, came out
of 2 Gloucestershire rectory; and if the boundary may be stretched a few
tiles, Blgax, who put us back on the map of Euzops, _was_bor:n at Worcestet,
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and there have been other figures of less fame who have come from |
the West country, too. Cheltenham imported the Hallé Orchestra and jts '
.-conductor, John Barbirolli. They gave four concerts in which were played E
the violin concertos of E. J. Moeran and Benjamin Britten, 2 new oboe E
concerto by Alan Rawsthorne, and a new symphony by a Scottish national. |
ist, Tan Whyte. These works were framed in a setting of standard classics. |

Cheltenham came first in the twelve months under review, at the end '
of June 1947. A few weeks later it was followed by a small festival devoted §
* to Elgar at Malvern, where he had lived during a fruitful period of s life. |
Next came the big new venture at Edinburgh, during the last weck in |
‘August and the first fortnight of September, This was avowedlymodelled
on the Salzbutg Festival, and was sutpsisingly successful, “Surprisingly”
because the British way is normally to let things grow ftom small begin- [
nings tather than to launch something on 2 large seile’teady-made. Our |
‘methods of parturition are not those of Jove, butiin this case something
almost fully grown did spring from the head of M. Rudolf Bing, Glynde- E
boutne’s manager. It was intentionally ary {dternational affair, and had f
little connexion with Scotland except itsNogation. It contained no choral |
music (except one concert from the Glasgow Orpheus Choir, an ¢ cappedia |
body), but it did contain chambet.fnusic (played by Szigeti, Primrose,
- Fournier and Schnabel). Tt contajded also two operas, Figaro and Verdi’s
. Macbeth, which perhaps constisited its distinctive feature. As the festival Jf
takes root it-may be able tp{@equire some quality or character which will
remove the suggestion of abazaar or musical store in which luxury goods
are purveyed. It wasmmsigue de luxe without a doubt. The Colonne
Orchestra came fraty Paris and the Vienna Philharmonic from Austriz,
Six British orchestras participated, one of them, the string orchestra of
Dr. Jacques, being responsible for the only novelties and curiosities of 2.
festival thatWw4s mainly devoted to standard works. T'wo of the orchestras
were Sebttish, and there was some Scottish music to be heard as well as |
Scott\iéhotraditional dancing by men of Highland regiments to be seen in -
"—hQ great forecourt of Edinburgh Castle, Whether nationalism or, on the -
othet hand, intcr’national'opera will provide the root which must now
‘strike into the soil remains to be scen. Pethaps drama might help hete, i
which Scotland is stronger than in music, but there is not much doubt that :
a festival with so many attractions will rapidly consolidate itself and prove
perhap's the new meeting ground for musicians and music lovers of all
countries. : .

Before Edinburgh was over the Three Choirs Festival had begun at
Gloucester. Norwich and Leeds followed within a month, Elgar remains |
to the fore of the Three Choirs, as is fitting, and his masterpiece, T4
Dream of Gerontins, was given both at Gloncester and at Norwich, where
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EMINENT YOUNGER COMPOSERS

William Walton
Michael "Tippett

Alan Rawsthome

Benjamin Brirren



FE:;T’:\EAL SETTINGS
Above: The Imp::rial Gatdens at Cheltenham.

Befow: Tht\aniely curving Royal Crescent, Bath.
) .
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Miss Kathleen Fertier, a contralto singer of the front rank, put the stamp o

of a great petformance upon it. The Aposties and Bach’s §7. Mastéen
Passion were the chief choral works at Gloucester, and BEdmund Rubbsa’s
interesting and distinguished Third Symphony and Vaughan Williams’s
noble Fifth were the chief orchestral works. ' '

The Three Choits Festival is very much a gathering of friends, and:
since it occurs in vacation is 2 great resort of academic musicians. Norwich
-had an even homelier atmosphere; the city is a provincial capital unaffected
by London, and though its choits could not compare with the Yotkshire
singers of Leeds, it was able to give a good account of Verdi’s Reguidry
and of 2 work full of the most likeable English charactetistics, a certdin
solidity and healthy melodiousness, which has suffered an undesesved
cclipse, Parry’s The Pied Piper. Written forty years previgusly for a
Norwich festival, it was revived to celebrate the centenary of the chief
architect of the English revival. Two conductots shated the festival, the
local organist of the cathedral, Dt. Heathcote Stathad, and Sir Malcolm
Sargent, 2 good arrangement combining local pKtr.iotism with external
stimulus, _ : Rl X ST

‘At Leeds Sir Malcolm Sargent shared theduties of conductor with
John Barbirolli, These two men have conrexions with two of the
principal orchestras in the North of England, the Philharmonic of Liver-
pool and the Hallé of Manchester, beth of which, incidentally, had

- appeated at the Edinburgh festivali Excellent choral singing was heatd
in Verdi’s Reguiem, the ChoralSymphony, the B minor Mass, Vaughan
Williams’s A4 Sea Symphony andWilliam Walton’s vivid cantata, Belshazzar's
Feast, and it is for chotal sigging that the visitor makes his pilg}{image'to
Leeds. But the programimes were unenterptising even in their choice -
of masterpieces, andna’novelties were heard, which breaks an honourable
tradition at this festival. o B _

On 22 Novemiher 1947, St. Cecilia’s Day, a newly established fest}vgl,
whose aim is(¥¢" give public recognition to the part played by music in.
national lifehawas held in London. Its principal featuresarc 2 chu::f:h service,
in whigh{the long and honourable tradition c_:f Anglican iit_urgmal tmusic
as sung Tﬁ)y choirs of boys and men is recalled, and 2 choral concert for
which a new ode commissioned from Edmund Blunden, poet, and Gerald
Finzi, composer, tevived a tradition to which Purcell and Handel bLoth
conttibuted. Sir Adrian Boult conducted this concett. _

In the spring of 1948 there were festivals at the universities of Oxford,
and Cambridge. That at Cambridge was given in association with the
B.B.C. and followed more conventional lines than the normal summer
festival piven tricnnially at Cambridge. It commemorated Parry in 2
petformance of The Glories of our Blood and State and honoured its present.

D :
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professot, Patrick Hadley, with a performance of his philosophical choral
rhapsody The Hills. A petformance of Schiitz’s Passion of S¢. Jobn in King’s
College Chape! under the organist, Boris Ord, brought into the scheme
* the work which goes on unceasingly in that magnificent foundation.
Oxford’s festival in May was like that at Cambridge in so far as it
aimed at bringing together all the local institutions for making music and
giving to each a place in the scheme, but Oxford’s was at once larger and
mote concentrated, and it revived the triennial tradition broken by the
wat. It was this time an all-English festival. The main concerts tweke'choral
- and were undertaken by the Oxford Bach Choir under its\conductor
" Dr. Thomas Armstrong, organist of Christ Church. The wotks‘performed
wete Holst’s Hymn of Jesus, Elgar's The Dream of Geroniizs’and Vaughan
Williams’s A Seaz Symphony. Byrd and Parry had wheleprogrammes of
motets devoted to them, two orchestral concerts, were contributed by
visiting orchestras, and the University OpealClub gave an amateut
performance of The Beggar's Opera. RN
A festival similarly devoted wholly to Eaplish music, but in this case
purely orchestral and modern, was givedby the new Yorkshire Symphony
Orchestra undet its conductor, Maqficé Miles, at Huddersficld in May.
_Each of the three programmes condined 2 concerto, Rawsthorne’s vety
~ striking Piano Concerto, Britp;:fﬁs‘ Violin Concerto, and John Ireland’s
Piano Concerto. This was a vetiture of faith since Yorkshire is still loyal
to its choral tradition, anddtielined to regard orchestral music with reserve
and modern music witki:'sg\uspicion. -
Looking back ovéersthe year we see choral music still the mainstay,
though its suprerdagy is being increasingly challenged by the new intesest
in the orchestrdgAve see that organists still carry a great part of English
musical Liﬂ“aﬁn their capable shoulders; and we see opera edging its way in.




THE LONDON CONCERT SCENE

BY MARTIN COOPER -
~

7 ’\. A

The London musical scene is dominated by the lack of scenaryyfor with
music blossoming as never before into a widely diffused €aste, in some -
cases almost an appetite, we have only two main concext balls, one large
and one small, The Albett Hall is an enormous midpineteenth-century
building, circular and with 2 flat domed roof, A¢dustically very bad, -
draughty, and difficult to heat. It is normally the‘sbene of boxing matches,
gigantic choral festivals and the Three Art Bm, and is in no way suited
. to ordinary orchestral concerts, still iess tolthe tecitals of soloists. The
Wigmore Hall is comfortable, central,2nd good for sound, but it is a
chamber music hall only. And so itJg'necessary to make occasional use
of theatres—Drury Lane and Covelit Garden, especially—and to fall back
on gloomy, inconvenient and wncomfortable makeshifts such as the
Central Hall, Westminster, @nd the Kingsway Hall. This by way of 2
prelude and to suggest that if music fourishes in Lonflon At tomst :b.e :
- hardy plant capable ¢fdoing well in dusty soil and without much air
ot light. And yet floiish it does. ' S _ .
Of the leading orchestras the London Philharmonic Orchestra (L.P,Q,) .
has shown itself thé most enterprising, organizing itself ona profit-sharing
basis and ingiw “g a seties of eminent foreign conductors among whom
there have been during the last year Eduard van Beinusm, Victor de Sabata,
Wilheled Purtwﬁngler, Bruno Walter, Carl Schuricht, Setgin Celibidache
and Gedeges Enesco. The Royal Phitharmonic Otchestra. (R.P.O.) is
the formation of Sir Thomas Beecham, who mostly conducts it, and it
has achieved under him a balance and finish, 2 brilliance of tone and a
sense of style which come orﬂy with intensive study undc?r 2 sn}glc ﬁ;st—
class conductor, The B.B.C. Symphony Orchestra, undet Sir Adrian Boult,
is thorough]_y reliable and musician_[}!,_ thou'gh bGth'thlS’ﬁIld the London
Symphony Orchestra (L.S.0.) Tack the brilliance and finish of the R.P.O.
With the excellent Philharmonia Oschestra, the New London Orchestra,.
and the Boyd Neel and the Jacques String Orchestrss, even when two or.
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three of these orchestras ate touting the provinces ot abroad, London '
need never lack for orchestral music.

The dearth of concert halls—and the scarcity of newsprint which pre-
vents many beginners from getting more than the most cursory press
notice—tells most hatdly on solo players and singers. It is certainly true
that many beginners, especially among singers, are all too anxiocus to give
public concerts long before they are qualified to do so. A musical bus-
driver, a new ‘discovery’ much publicized in the press recently, explained -
that he was starting singing lessons right away and that his singing master
promised him that he would be singing in opera within two yeats{perhaps |
sooner. No voice can be properly trained in that time, still less,atty proper
musical education carried theough; and England does not ‘produce the
type of voice whose sheer beanty of tone makes the listenckwilling to pass
over deficiencies of musicianship. If we were well provided with small halls
the position would in that way be wortse, for a great miany unqualified per- |
formers give concerts even under the present diffigult conditions. In fact,

 if sheer lack of space retards a first public appearatice by even a few months
itis probably wholly to the good. . 7"

The musical taste of the London pablie is inevitably refiected in the
programmes of the orchestral concpftis‘fhat ate given, QOccasionally the
B.B.C: gives a public performancedéf a new or unfamiliar work like
Honegger's Jeanne d’ Arc au Bigher last February; or a society like the
Henry Wood Concert Society'makes a bold gestute, as when they gaveus
Mahler’s Eighth Symphong(also in February). But in general the inclusion
of new or unfamiliar wotks in concett programmes is made enormously
expensive by the cés\t\c'if extra rehearsals, and public interest is not yet
sufficicatly advenfurous to make it an economic proposition. Serious
orchestral mugiéds still a new discovery to a latge proportion of concert-
goets, and mhat they most enjoy is a familiar work—a symphony of
concert{;&by Beethoven, Brahms, Tchaikovsky or possibly Sibelius—
condugted by an internationally famous conductor with the maximum
of glastour. For just as our grandparents or great-grandparents were

) Jcgnent to hear Les Huguenots, Faust, Norma ot La Favorita again and agait,
Provided there was a new prima donna or tenor, we tend to be conservative
1n our tastes, slow to enlarge but indefatigable in indulging them, Thus,
forthree favourite pano concertos—Grieg, Tchaikovsky and Rachmaninov
No. z—there secmns to be an inexhaustible appetite, and one of them
has often to be included in a ptogramme containing newer or less familiar
music, simply as a bait. '

Thenatureofthe popularity of the Promenade Concerts—a cheap, popular

+ serics covering a large part of the classical repestory duting cight weeks
in the summet and two in Janvary—is at once a sign of how far the
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general public has advanced from musical ignorance and how far it has
yet to go in forming 2 reliable and discriminating taste. It is unfortunately
considered a social gaffe in England to express anything less than mild
. approval of any work, even supposing the music itself to be worthless and .
the performance deplorable; and it is therefore difficult to judge the fince
gradations of the public’s enthusiasm, More often than net it is an indi-
vidual-—conductor ot soloist—to whom the applause is- directed rather
than to the music. Indeed there are concert-goers who study the form
of their favourite conductor or pianist with all the enthusiasm, if rather
less than the expert knowledge, of the sporting enthusiast. e
Side by side with this preoccupation with the petformer, thekehun-
doubtedly exists a deep and growing intetest in music for its §wn sake,
For many people music has come to take the place in their emiotional life
that has been left achingly empty by their loss, or complete ignorance,
of religious faith; and this undoubtedly accounts for thepopularity of late
" Romantic music, with its /eizmotiv of yearning for teMhattainable, sobet
and chastened in Brahms or tensely emotional in/Lehaikovsky. Big choral
works, too—the Bach Passions and the B mind?gMass, Beethoven’s Missa
Selennis, Brahms’s German Reguiers, and gven Delius’s Mass. of Life—
undoubtedly exercise an additional, nef, strictly musical attraction on
those who have lost the normal sense of§piritual community in a Christian
body and ate, consciously or unconsgidusly, seeking to replace it by some
secular equivalent, This, I thinkyaccounts for the popularity of the festival
~ week of Bach’s music arranged'by Dr. Reginald Jacques in the eatly spring
of 1948 and for the slowiprogress of contemporaty music in the public -
affection, appealing as ifmostly does to the intellect and the refined musical
palate rather than to ¢he’emotions. ' ' S
* Although our ovkgorchesttas, playing the usual classical repettory with
. comparatively fewvariations, obviously provide, as in other capitals, the
- staple musir;a&djet’ TLondon entertains a never-ccasing flow of visitors
throughogt:’;nost of the year. In the autumn of 1947, for example, the
Amsterdam Concertgebouw Orchestra, the Paris Conservatotre Otchestra,
the ¥iehna Philharmonic, and the Tutin Symphony Otchestra, all gave
concerts in London, and one of our own. best provincial orchestras——the
Hallé Orchestra of Manchester—visits London faitly ffe‘i“mﬂ? aﬂ_d
.always receives an enthusiastic welcome. Of individual a.rtlsts_there is
hardly oge of any considerable reputation in his own country who does -
not sooner or later try his fortune in London. In October 1947 alone we
wete able to hear Szigeti, Fournier and Schnabel playing a series of
hin and Thibaud among the violinists;
and Ralph Kirkpatrick, &
Id, the harpsichord; while

Chgmber music programmes; Menuhin and
Micheiangcli and Edwin Fischer as planists,

Comparable virtuzoso in his own chosen fie
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Richard Strauss conducted what virtually amounted to a festival of his own

works extending over several weeks., These wete followed by Heifetz and
Bruno Walter (who tried, T fear in vain, to arouse out interest in Bruckner
by conducting a performance of his T¢ Denn) and Segovia, that great
virtuoso who almost persuades us that the gmtar is a concert instrument,
until he plays the Bach Chaconne. One great artist whose appearance was
hardly noticed in the press was Jenny Tourel, who gave all too few concerts
in July 1947, and has only received slightly more attention this year. Our
teaction to singers is erratic in any case and always tends to faveur the
pretty at the expense of the beautiful, lyrical charm rather than dramatic
truth and vigour. Appreciation of the actual art of smgmg 46 extremely
rare, though there are faithful connoisseurs who see to it that they never
miss one of the rare recitals given by Maggie Teyte, ong of the unfaltermg
- guardians of the old tradition,
For obvious reasons it is easier to be adventurous on the small scale of
chamber ‘music than to risk a serious failugd With a big orchestral
concert. The series of concerts organized by, thie’late Gerald Cooper gave

the London public a umque OppOrtunity. 6f"becoming acquamted with |

the entire chambet music output first of Mozart and then, in a rather looser
-sense, of Bach. These are connoisseiys™ concerts in which the standard
" of performance is almost always lugh without being superlative, and the
empheasis is entirely on the musiciplayed. The Loewenguth and Hungarfan
String Quartets have paid several visits to London and given us examples
of the finest classical quast.et playing, while the Busch Quartet has an
almost sectarian follgwing among the more old-fashioned worshippers
at the shrine of Bee\i

concerts never cease ‘to provide healthy variation from the conventional
repertory-—the(C Cuicerts de mrsigue franeaise and those given by the London
Contemporary Music Centre. French music has a growing following
in Bntan.c%and the former concerts, at which many French artists make
their Loadon débuts, bring the music of contemporary French composets
~andthe lesset known works of the previous generation—Fauré, Debussy,
Rayel and Roussel—before an enthusiastic public who would otherwise
have little chance of hearing them, The’ Contemporary Music Centre

generally. divides its "programmes between 2. “classical’ modern wotk

(Betg, Stravinsky, Schoenberg ot one of the daccepted masters) and new
works which ate often given a first hearing at these concerts. Thus it was
possible to hear. during April an excellent performance by Elizabeth
Hoengen of Schoenberg’s songs from Stefan George’s Das Buch der

bangenden Girten, and at an earlier concert Stravinsky’s Duo Concertant:

for violin and piano was played. Occaslona]ly these concerts bring to

llgh’t Dew names thch may later aclneve a wider reputation. Among the.

oven. Two admirable series of chamber music
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general run of undoubtedly sincere but -often over-intellectualized aand
emotionally callow works which incvitably, perhaps rightly, provide much
of the experimental part of these programmes, a sonata fot clarinet and
*cello by Phyllis ‘Fate, played in December, stood out as an éxtraordinarﬂy
individual and completely successful work in 4 difficult and. unusual
medium; and it will be sutprising if we do not hear more of her.
This brings us to the whole question of new and unusual works, which

~ form the main interest of the critic and the more sophisticated concert-

goet. I have already mentioned Bruckner’s Te Desm and Mahler’s Eighth -
Symphony, works which should undoubtedly have. occasional: peifor}n-
ances but show no signs of finding anything like a permanent plage,in the

British repertory. The question of musical nationality is a vexed'oné, and

there is no doubt that we have all of us said too easily in the past that

there is some music which, like some wine, does not travel. Our neglect *

of Fauré used to be excused on these grounds, but pertinacity in bringing
his music before the public has been rewarded andsbis’ music is probably
more performed in Britain now than in any other'sbuntry except France
(though that is not saying very much}, Sibeliug, {00, who is either ignored
completely or regarded as a minot nationalis domposer 4 Jz Gtieg in many
countries, has been acclaimed in Britaihas a -major composer: and  is
regatded by many competent judgesias the greatest symphonist. since
Becthoven, not excepting Brahmseaz-and here we return to our point -

~ of departure—Bruckner. It is~possible that -a prolonged course of -

Bruckner’s music might bzeak down what advertsing experts would

‘call our strong sales-resistince, Certzinly there is a_ following for -

Mahler, though the Maller of the Kinderfitenkeder, the Lg'éé’er-ex}xe.r Jabrenden

" Gessllen and the Lied fop der Erde rathes than the earlier symphenies, least

of all the inctediblyléonglomerate Eighth. The presence in Britain—and
especially at theheart of our musical life—of 2 large'number of Austrian -
refugees has\éertainly had its effect in bringing about performances of the
music of 'b?{%q these favourite Viennese composers; but I suspect that
ncitheg.has taken very deep roots in our affections; and that both are
coldvated as exotics at present. . . T o ot
IS largely owing to the personal influence and taste of our greatest -
English conductor—Sir Thomas Beecham—that durmg: the last year we
have had something like a tevival of the music of Berlioz. The Reguier,
Harold in Italy, the Te Deww, Symphonie funébre and both parts of Les Trqye{::_
have been given (mostly in broadeast - petformances)- and recently Sir
Adrian Boult has conducted Roméo of Juliette. Nothing.but. mote :frfiq_ueﬂt -
petformances will familizrize audiences with .Berlioz’s.interlxscly\mc.];wdu?.l
idiom and remove the inherited atmosphere -.of:-s.uspiclon-.whl(:h StLH
sutrounds his music, even among the __intcﬂllgei.lt.:'-"ThC once PQPUJ%f
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Wagner seems at present to be at a discount with British audiences, and
the younget generation may well learn to find in Berlioz what their fathers
and grandfathers found in Wagner, but without the literaty and philoso-
phical associations. Another composet who may come to be reassessed by
London concett audiences is Scriabin, whose Pees of Eestasy had a great
success in January when it was played at one of the New Era Concert
Society’s* programmes. It Is obviously his piano works whose disappear-
ance from the repertory is least explainable, and there is scope for an-
cntesprising pianist with determination enough to overcome initja\] lack
of interest, :

‘Honegger’s Jeanne d’ Arc an Bicher, which was new to Lendon, was-
something of a disappointment, 'The combination of thesspoken word
with orchestral music is very tarely successful, and thé, cleverness and

 effectiveness of much of the music did not make up fer'the hybrid nature
of the wotk—half cantata and half radio drama—af, nable the audience
to follow the sophisticated details of the texty\A¥suite from Roussel’s
Bacchus et Ariane, played by the Hallé Orchestra under their conductor
John Barbirolli, renewed the interest perio@ieally aroused by the far too:
rate performances of Roussel’s Third gad.Fourth Symphonies. We hear
his chamber music at the Concerss de oipsigne frangaise, but his orchestral
wortks hardly ever. And yet their sobtiety and toughness, their rthythmic
vitality and astringent quality hrihg them well within the orbit of British
taste, In fact, there is a certain Rinship, I always feel, between Roussel and
out own Walton, whose(Symphony has been petformed on several
occasions duting the last year and seems to grow in favour with both .
connoisseurs and gege}ﬁ public. A noted provincial orchestra, that of the

~ City of Birmingham,tonducted by George Weldon, has made this work
particularly its oWy, and included 2 lucid performance at its London début
in Februa‘.ryt..))?‘ahon’s: String Quartet, performed for the first time in May
1947, shqv@d” the same qualities as the Symphony, but with the mellowing
of a pesdenality mature not only as a musician but as 2 man,

‘Thiesmusical event of this spring has been a new symphony—a sixth,
that'is to say—by Vaughan Williams. In spite of the composet’s age (he
wis born in 1872) there is absolutely nothing in the first three movements
to suggest the work of an old man, except an absolute sureness of effect
and an admirable succinemess of style, both fruits of long experience. The | -
last movement is something of a problem. Wholly piano ot pranissime, in
the composet’s own wotds, ‘the music drifts about contrapuntally with
occasional whiffs of theme . . . and one or two shott episodes’. The slightly

~ *A newly formed organization under the general musical ditection of Richard Austin, the

conductor. s ‘programmes featute Jess familiar orchestral warks, alongside the normal
repertolite, .
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sardonic note characteristic of the first three movements is not whally o

‘absent from the last either, and the symphony inno way suggests the golden
tranquillity, “all passion spent’, of a calm old age. The folk-song element is
almost wholly absent and there is a suggestion of repressed violence,
occasionally rising to the surface, which makes the whole work tense
rather than relaxed and gives passages such as the hammered trumpet -
cimax in the second movement an unmistakably sinister quality, (It
should perhaps be said that the symphony was begun during the war, in
1944, though it was not finished until 1947.) The humour of the scherzo, -
too, has a certain bitterness about it, a quality that has been almost wholly
lacking in Vaughan Williams’s music with the possible exceptiog,ofithe
Fourth Symphony. The whole symphony is a most remarkable{aebicve-
‘ment, intensely musical and yet full of personal character,\@nigmatic
enough to whet the listener’s curiosity for many hearings#nd yet imme- -
diately arresting.* : -0 : e
Concerts in London have now a strong competif‘q} for the intcrest
of the musical public, in the Third Programme of the.B.B.C., which catets
for more adventurous and cutious musical tasfes”as no public concerts
could possibly afford to do. Even so, and withvthe difficalties of accommo-
dation which at present show no signs of beifig relieved, London concert
. life has a vitality which can only be explained by its broad and popular
nature., Concerts are eatly so that shap and office workers can have some-
thing to eat after their work, go Ijq'a'coricert and get home comfortably,
even to the more outlying subgtsbs, by 10.30 or 11. No concert i3 a soc:::al
event, but slowly, and by asptecess of trial and error, music is finding its
way into the very hearts ‘efa great many people’s lives. Taste,-m_ the sense -
of discrimination, will'some: the appetite must first be healthily strong
and may well be slightly coarse. Who, aftér all, expects a schoolboy to
be an epicure? ' ' - S .
P 4

&
~

O

* For anothet view of this symphony, sec pp. 28-9.
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BRITISH COUNCIL
GRAMOPHONE RECORDINGS

BY ALEC ROBERTSON O\

Ny

There ate times when anyone who is at all sensifiye revolfs against the
. mechanical age in which, for better or worse, wetlive. It is then that we
long for candles and clavichords rather thanslectric light and elephantine -
grand pianos; it is then, if we are uniucky enough to have noisy neigh-
bours, that we wish no one had ever invgntéd the radio or the gramophone.
"I found myself recently in such asgactionary and romantic mood, but
it soon passed when my eye fell wpon the many albums of gramophone
records mutely reproaching medtom their shelves. Even, I thought, if my
fingers possessed the greatest skill, these discs, many of them, contained
music that no fingers, hewever skilful, could adequately render, which
the radio can only h\rmg alive for the mormment, but which the semi-
permanent gramophone record enables me to live with, study and make
my own. o (5" '
. Inthe wo;lq of today the gramophone record is, however, more than
2 private \Eieasure; it acts as one of music’s ambassadors and is able, with
- all its defeets, to convey a much more vital and revealing impression of 2
compeset’s music than the printed page ever can do. This is a matter of
corfitnon knowledge. But I doubt if the full implications are yet realized
‘of such valuable missionary wotk as the British Council’s sponsotship
of first-class recordings of British music. To the growing list of representa-
* tive British works five extremely interesting additions have been made
~ in this last year. Thete are two volumes of English Madrigals, covering
- the period of England’s golden age of music; Flor Campi for solo viola,
- orchestra, and chorus by Vaughan Williams, first performed in April 1929,
at the Genevafestival of the International Society for Contemporary Music;
‘Benjainin Britten’s opera, The Rape of Lucretia, first petformed on 12 July
1946, at Glyndebourne, Sussex, the lovely small opera house in the heart
of the English countryside, owned by Mr. John Chtistie; Dies. Nafalis,



BRITISH COUNCIL GRAMOPHONE RECORDINGS . . 59

a cantata for solo soprano and stririg orchestra, by Gerald Finzi, first
.- performed in January rg4o; and the late Walter Leigh’s Congettino for
piano and strings, L R

- Our great composer William Byrd (1543-1623) ends the introduction
. to his Psalmes, Sonets and Songs ( 1588), a collection which includes some of
his madrigals, with these words: . : -
Since singing is 50 good a thing . -
' I'wish all men would leatne to sing.

Now, the extraotdinary output of English madrigals in the shoghspace
of about fifty years shows that men did *learne to sing’, for thesefaadrigals
wete intended not for concert halls, then unknown, but forperformance
either in people’s houses, particularly in the long winteg gvenings, ot, in
the summer, out on the village green and on the spgath lawns of the
Elizabethan country houses. Of the thirty-two mddfigals contained in
these two volumes, ten are sung with one voice onlyte a part, and naturally
these, rather than the ones sung by a larger 'nu,t\nber of voices, convey the
intimacy of madrigal singing in the home{when the music books were
distributed after supper and evetyone Waglexpected to sing correctly at
sight from a book containing only his ‘of her part. (One may reasonably
“doubt whether the singing was always’ as beautiful, or as correct, as that . -
which you can hear on these rec¢ords, in which Botis Oid conducts the
Cambridge University Madrigal Society and a group of solo singess.)
The chatming poems of the madrigals. are full of our native love of the
. countryside, and the sgedt of the fields and the flowers seems almost to
"petfume the music, Wk\have always been lovers of birds, and in these
madtigals you will'mieet the cuckoo and the quail, Philip the Spartow -
with his little cry"dF ¢ Yet, yet, yet, yet’, and the ‘Sweet Suffolk owl” with
his “Te whit, f@whoo’. Shepherds and shepberdesses, of coutse, abc}und,.
with Cupilever neat, but there are also madrigals of serious character
such as i Walter Raleigh’s nioble meditation, written in the Tower
of Losdon on the eve of his execution, What is our Life, splendidly set by
Qflado Gibbons, or Tomkins’s moving Lament for Absalers. There ate -
mas€ive madfigals, in praise of Queen Elizabeth, such as Bennet's '_./.HZ. B
creatures now are merry viinded,and daifity madrigals of the kind called ballets,
" with a “fa la la” refrain, such as Weelkes’s O #e plains: R

" On the phins ' :

Fairy trains e
Were a-treading measures. -
To go through these volumes with the words of t'hé pocms bcfﬂ_fe you
(since the natute of the part writing often makes it impossible to hear
them C]_early) WIH PfDVC_iIldce_d a Voyage Of diSCDVﬁ‘IY NOt Dnly B_.rf:.there
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to be found enchanting melody and thythm, descriptive detail, lively and -
moving exptession, but, often, the surptisingly adventurous harmonies =

of these ‘unruly, capricious, and fantastic’-composers. The choice of

- madrigals wisely includes those already well known here and abroad, such
as Gibbons’s The Silver Swan, and Byrd’s Though Amaryllis dance in green,
but also less known madrigals such as John Ward’s astonishing Oxf from
the Vale, and Francis Pilkington’s Care for thy sonl.

These English madrigals lack one quality which their Italian predecessors |

possessed, and it Is a quality so rarely to be met with in our music that it
is all the mote remarkabie to find it, some three hundred years later, inthe
music of that very English composer, Vaughan Williams, What that
quality is I can most cleatly indicate by saying that each of the'six short
~movements of Flos Campi, his suite for solo viola, small chofus and small
orchestza, is prefaced with quotations from The Song of S qftzfszf:, taken from
the Vulgate and from the Authotized Version of the BibledIn this work “the
most sensual he has written . . . the sensuous beauty of sound is of prime
importance’,* and from the opening melodic arabesques for oboe and
solo viola with their clash of tonalities, dcpictjﬂg}perhaps ‘the lily among
thoms’, to the broad singing tune of the~final movement, the ear is
ravished with lovely sound, Unlike the Fathers of the Church, who gave
the Orlental imagery of the words avmystical interpretation, Vaughan
Williaros finds all the meaning he needs in the human longing of the lover
for the beloved and their union.ifrthe final movement, which is prefaced
by the words ‘Pone me ut signaculum super cor tuum’—* Set me as a scal
upon thine heart’. Through each movement the solo viola, supetbly
" played by William Prirhfese, weaves its rich and datkly glowing way in
pursuit of the beloved, with the wordless chotus of singers painting, as
it were, the humar{’biackground, the longings of all lovers. The sccond
movement, pethaps the loveliest of all, is prefaced with the well-known
words © Jam en{m hiems transiit™—Fot, lo, the winter is past, the tain is
over and ganc; the flowers appear on the earth; the time of the singing
of birdsys tome, and the voice of the turtle [dove] is heard in our land’.
T}msﬂﬂiﬁét opening and very gradual increase in tone to the point where
solg oboe and flute enter, preceded by a long cantabile melody for the viola,
the touches of colour added by harp and celesta, all this paints a delicately

beautiful picture of the coming of spring. It contrasts well with the '

vividly colouted picture of Solomon’s palanquin in procession in No. 4,

with trumpet, drums and cymbals sounding. The fifth movement, the -

most passionate of all, makes another well-matked contrast with the
uttet peace of the last movement, in which instrument after instrument

* The Later Warks of R. Vanghan Willkiams, by Frank Howes. (Oxford University Press.)

sttt
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takes up the viola’s melody of fulfilment. This recotding, with Sir Adrian
Boult, the Philharmonia Orchestra and the B.B.C. chotus, at their best—
and, as 1 have said, William Ptimrose giving 2 grand performance—is, .
I think, the most successful of all those the British Council has so far
sponsored. : ' '
Gerald Finzi’s cantata Dies Natalis inhabits a very different world from
that of Flos Campi and one in which soul and heart and mind, directed
wholly to God, see in everything His handiwork. Thomas ‘Traherne was
a seventeenth-century poet, a country clergyman, who beheld the world

that God has made with the simple faith and vision of a child. He'epuld". '

say, and mean, ‘I was entertained like an angel with the works of God in

their splendour and glory’. Some passages from his Centuries of Meditations

have found their way into anthologies and in particular theiwords of the
first sofig in this cantata, here called Rébapsody (Recitatifo® Stromentato):

‘All things were spotless and pure and glotious. Thecorn was otient and

immortal wheat, which never should be reaped pot"was ever sown.” In

the preceding instrumental Inirads, for striggs}énly, we hear the two
cantabile themes of the first song, and to English cars the composer shows
hiere a distinct musical affinity with Elgag'(tis cven more pronounced in
the last song), and 2 spiritual affinity gkith the Vaughan Williams of the

- Tallis Fantasia. A petit maitre, Finzi shotws great sensibility in the handling

of words and great skill in maingaifling throughout these five pieces the

tranquil beauty and youthful gapture of the lovely words. Joan Cross has:
the right #mbre of voice foxthis music and the Boyd Neel Orchestra play

and accompany most siﬁéitivcly: but some of the stting part-writing is
rather blurred in theMecording, and ¥ recommend a glance at the yocal -

_ score to supply whatIs lacking. ' ' _

. Scenes from.Benjamin Britten’s two-act opera, The Rape of Lueretia,
with a librettonfounded on André Obey’s play Le viol de Lacrice, form the
next of ;h&ritish Council’s recordings on my list, Lawcretia, like Piez‘.er

Grimes, Britten’s previous opera, has been heard ina numbt_tr of fore..lgn _

opgta :fhauscs and has awakened such great interest that this recotding,

which contains most of the music, will be doubly 'v.irelc‘ome._ Ronald

Duncan, the librettist, gives the tragedy, the scene of which is set in Rome

in 500 m.C., a religious emphasis from the start, for the choFu§——a male -

and a female singer-—comment ofn it throughout as Christians. The

- impassioned threnody, sung by five of the chasactets over the body of

Lucretia, slain by her own hand, is followed by a moving 'E_Pﬂog‘ue, tlr%e

whole scene forming one of Britten’s finest pieces of wrlting. Is this

all? Ts it for this beauty was begun?’ the singers of the thrcx:{ody have
asked. And in the Epilogue the chorus reply: ‘It Is not atl. In His Pas]siloln
is our hope, Jesus Christ, Saviour, He is all’ Thlc daring usc of the little -
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thythmic figure to the words ‘He is all’ is only one of Britten’s rematk-
able inventions in this enormously interesting opera. He petforms
mitacles with his small chamber orchestra. Tarquinius’s ride to Rome, -
sung by the male chorus, has a Betlioz-like brilliance, and the lullaby sung
~over Lucretia by the female chorus, in which bass flute and muted hotn
play a large part, is unforgettably beautiful, The trio of women at work
spinning, the orchestral picture of the rape, with the interwoven comments
" of the chotus, the tragic beauty of the music at Lucretia’s entrance to
confess to her husband, these are some of the outstanding pages of the
- most inventive as well as the most tuneful score Britten has composed. -
The performance and the recording (conducted by Reginald Gogdall and -
supervised by the composer) are, on the whole, extremely good.

- 'The last of the wotks to be tecotded under the auspig:eé, of the British
Council, in the period covered, is Walter Leigh’s Con€ertino for Harpsi-
chord (or Piano) and Strings, composed in 1936,2nd in this recording
delightfully played on the piano by Kathleen Lang, with the Boyd Neel

~ String Otchestra under their conductor. Walpet-Leigh was born in rgos
and studied at Cambridge and, under Hindesnith, at Berlin. He was killed
in _aétion in Libya in June 1942. The deatly’ of this most talented young
composer was a great loss to British gusic. He combined learning with -
wit, and musicianship with a populdt Appeal. His works include The Jolly
Raoger, = light opera in the Sullivar tradition, music to plays, and some
beautiful chamber music and-sofigs. The economical and sharply defined
first movement of the Copgettino, its lovely lIyrical slow movement, and
its rhythmically subtle £inel movement will give a very good idea of
Leigh’s talent, On the last side of this recording the Boyd Neel String
Otrchestra give a fing-performance of William Byrd’s Fantasia.

* These five recordings, like their predecessors, will act, as I have said, as
ambassadors: .tp})romdtc both artistic undetstanding of the finest British
_music an‘cngod will between our respective countries, The genetous
appreqia’gon and critical insight with which the previous recordings have
beerywelcomed, a real encouragement to our musical world as a whole;
villsurely be extended no less to this year’s offerings. '

Descriptive notes accompitly the records of the madrigals and the Rape of Lucretia, inchuding,
in the former, the texts, and in the latter, 2 synopsis of the opera, which is published by Hawkes.
Ihe same firm publishes Dies Natakis, while Flos Campi is issued by the Oxford University Press.
The madtigals are sung from E. H, Fellowes’s edition which is published by Stainet and Bell.
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Apawm, Adolphe, Gisele. Ballet Fantasia. [Orchestra] Boosey & Hawkes, 1948, - .

Arwyn, William. Suite of Scottish Dam:es for small orchestra. O.U. P , 1947

ARNoLD, Malcolm. Sonata for mola and p1an0 Lcngn.tck, 1948
Beckus the Dar:dzpmh:. Overturc for full orchestra. Lengmck 1948

Bax, Sir Arnold. The .Bam’} the Dmbmz‘za For mezzo- soprano and orchestra,
Arrangemcnt for wvoice and piano by the composer. Chappell 1948

E;‘erm{y S&gg Words by Robert. Herrick. Chappcll 1947 o
Glorm\(%mmumon Service, For §.A.T.B. and orga.n Chappell 1947
Frve.‘Greek Folk Songs. Arranged for S.AT.B.: Chappe]l 1947.

O\Dame get up and bake your pies. Variations ona Norrh Country Chnst—
\ Jmas carol. For piano solo, Chappell, 1947

Four pieces for flute and piano. Chappell, 1947' S
Red Autumn. For two pianos. Chappell, 1948."
First Symphony, in E flat, for orchestra Chappcll 1947

d for viola
Beerrovewn, Ludwig. Sonata in G mmor, Op. 5, No. 2. Aﬂaﬂgﬁ
and piano by Eronel Tertis. Edited by Donald F. Tovcy Augenet, 1947.
BENJAMIN Arthur, Pastorale, Arioso and - Finale. Plano solo Bcosey &
Hawkes, 1947 -
The Red River Jig. [Orchestra.] Boosey & Hawkes, 194?'
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BerRkELEY, Lennox. Nocturne for orchestra, J. & W. Chester, 1948,
' Six Preludes for piano. J. & W. Chester, 1948.
BERNEﬂs, Lozd. Incidental music from the Ealing Studios Film, Niskols .
Nickleby. [Piano.] Chappell, 1947.
Br.iss, Arthur. Concerto for piano and orchestra. Novello, 1947.
' Five Dances from Checkmate, Novello, 1948.
The Phoenix. March for orchestra, Novello, 1947. Q)
Things To Come. Suite for orchestra, Novello, 1947. O\
Bowen, York, Arabesque for two pianos. Op. 119. O.U.P,, 59:47.“'

Bovcs, William. Rail #o more, ye learned Asses. [Song.] Arraitged by Atchibald
Jacob. O.U.P,, 1947. D :

AN
Bramys, Johannes. Requiem. Bdited by Joha E.West. The English version
- adapted from the Holy Seriptures by Ivoi.ﬁtkins. Novello, 1947.

Sonata in B minor, for violoncello a &:Bi;mo. Op. 38. Arranged for
. viola and piano by Lionel Tertis: Kugener, 1947.

€4

String Quintet in F minor. For ,z:,v’iol'ins, viola and 2 “cellos. Composed
1862. MS. destroyed by the composer. Reconstructed by Sebastian H.
Brown, Stainer & Bell, 1ga7 " '

BRITTEN, Benjamin, A/pers Hﬁ'ﬂifrg. A comic opera in three acts. Op. 3§-
Vocal scote by Hens§y\Boys. Hawkes & Son, 1948.

Fish in the Uﬂr}g@‘im&ﬁ. Song. Words by W. H. Auden. Boosey &
Hawkes, 1947, '

The Holy §, 0(’:}532‘5 of Jobn Donne. Op. 35. High voice and piano. Boosey &
Hawkes,G947.

Tb%&}f of Lacretia. Op. 37. [Three songs.] The Rider. Flower Somg. _
.S'{mq e Song, Tssued separately for voice and piano. Boosey & Hawkes,
Adgay.

Buaéﬁ', William. Quartet for piano and strings. O.U..P., 1948.

Bu¥e, Alan. Lyric Interiuds. Op. 26. For violin solo with piano accompaniment.
. Joseph Williams, 1947.

- The Winter ]a'zfmgy. Cantata, with accompaniment for strihg quintet
and harp ot piano. Voeal score, Joseph Williams, 1947.

Bywrop, William. The Beils. Arranged for two pianos, four hands, by Martin
: - Penny. Q.U.P,, 1948. '

Cuagrin, PFrancis. Concerto for piano znd orchestra. Arrangement by the ”
composet fot two pianos, four hands, Lengnick, 1943.

Tocceata for piano. Lengnick, 1948,
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CocksHOTT, Gerald, Pastoral Interlude on the Hymn Tune Urxzwr.rx{y for.
violoncello and piano. O.U.P., 1948, :
CDOK‘E Arnold, A/l marcia, for clarmct and piano. O. U P v 1047,

CoreLnLT, Arcangelo. Concerto for oboe and strmgs, on Themes of Arc-
angelo Cotelli, by John Barbirolli. Boosey & Hawkes, 1947

DarxToN, Christian, Cantilena, for string orchestra. Lengnick, 1947.

Dounanyt, Ernd. Concerto No. 2inB minot, Op. 42, for piano and orchestra.
Arrangement by the composer for. two pianos. Lenghick; 1948 {%

Sextet in C majot. Op. 37. For piano, v1ol1n, v101a violoneelloy C]thet'
and horn. Lengnick, 1948. PR :

\ W 3

Six Piano Pleces. Op 41, Lengnick, 1947. AN

DUNHILL ‘Thomas. Pastime and Good Company. Suite of plcn;m for orchestra.
Op. 70. O.U.P., 1947

Frnzi, Gerald, Dies Natalis. Cantata for SOprano { o\r‘tenor) solo, and string
orchestra. Words by Thomas Traherne. H kes & Son, 1947. '
Music for Love’s Labour’s Lost, by Wlﬂlam Shakcspearc L Songs
Boosey, 1948. i
An Ode for St. Cecilia’s qu For tenor solo, chorns and orchestra.
Words by Edmund Blunden Boosey & Hawkes, 1947. .~ . -

GER\iAN Sir Edward. Rudyard' K_lp]mg, Just So T;‘orm, set to music by E.
German. Arranged Aax “chorus and orchestra byr Gordon _]acob

Novello, 1947 \\

GrsBs, C. Armstrong, Joun of Are. Five poems by Six Mordaunt Cutzie. Set to
music for goptano voice and piano. Boosey & Hawkes, 1947. .

Hairrison, Ju]{\g} Mass in C, for solo voices, -chotus, organ and orchestra
LCR&{@{G:K 1947.

HAYDN *Fz;anz J. The Opera Overtute. Arrangccl by Anthony Colhns Kc1th_
’Prowse 1948,

HE\! 'HuTcHINSON, Victor, Overinre fo 2 Pantomine. Keith Prowse 1947

Hinpemirs, Paul. Apparehit repew‘zm dies. For mlxed chorus and brass
instruments. Schott, 1947. : .
Symphony in E flat. Schott, 1947 .

HOLST Gustav. ‘The Ballet from Ths Perfm‘ Foal [Orchcstr:a] Novello, 1947 .
Scherzo. [Orchcstra] Hawkcs & Son, 1947. - :
Lyzic Movement for viola and small orchestra. O.U.P., 1948

Houst, Imogen. Folk Songs of the Bﬂtlsh Isles, sclected and get for plano

Hawkes & Son, 1947. .
E
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Horgins, Antony. Five Shott Preludes. Piano. J. & W. Chester, 1948.
TwoFrenchFolk Songs. Atranged by A. Hopkins. J. & W, Chester, 1947
Sonata in D minor. Pianoe solo. J. & W. Chester, 1947.

HumpurEY, Pelham. A Hymne to God the Father. (John Donne.) Edited by
M. Tippett and W. Bergmann, Schott, 1947.

Jacos, Gordon. Concerto for oboe and strings. Piano arrangement by the -
- composet. Joseph Williams, 1948.
- i 4 .
Concerto for bassoon and strings, Piano arrangement by e, com-
‘poser. Joseph Williams, 1948. O\
Konivry, Zoltin, Gyermektancok. Children’s dances. Piano s6lo. Boosey &
© Hawkes, 1947. N
Lang, C. 8, Sonata in I minot, for organ. Novello,. xg{S“..
Luryens, Blizabeth. Nine Bagatelles, for violofcalle and piano. Op. 1.
' Lengnick, r947. N
Six Chamber Concertos. Op. 8. Nos.,tlattd 3. J. & W. Chester, 1947.
String Quartet, No. 2. Op. 5, No, g Lengnick, 1947,
String Trio. Op. 3, No. 6. Vmﬁn, viola, violoncello, Lengnick, 1947.
MEeLLERS, Wilfrid, String Tria. Vi:é:liﬁ; viola and vicloncello, Lengnick, 1948.

Two Motets #n Dz’em“Pa.:}'i, for mixed chotus and optional brass or
optional organ. O.UPY 1948.

MrirrorDp, Robin, East?s(\lvfeditatioﬁs, for organ. Nos. 5 and 6, Q.U.P., 1948.
The 12157 Pwi&z. For four soloists unaccompanied, Lengnick, 1947.
QY :

‘ML, HAUD,‘Da;‘i\iJ'S'.' Suite for violin and piano. Boosey & Hawkes, 1947.

MoEeran, Q—J Concerto for violoncello and orchestra. Novello, 1947,
‘_lﬁh’z}asy Quartet for oboe and strings. J. & W/, Chester, i947.

o ;\',’Rzzbaaf:. [Song.] Words by James Joyce. O.U.P,, 1947

N/ Sinfonietta, Novello, 1947, - '

' L‘IONTCOMER.Y, Bruce. Four Shakesp_ea.re‘ Songs. Novello, 1948,

MovLe-Evans, David. Vienta Rhap sody for orchestra. Joseph Williams,
1 9 48_ . . B ) . :

MozArT, W A, Concetto in A (for clarinet), K.622, arranged by Lionel
Tettis for viola and piano. . & W. Chester, 1948. ' :

Fantasie in F minor (K.608). Arranged for orchestra by Anthony
Collins, Keith Prowse, 1947.
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Oxr, Robin. Threc Chinese Songs "The translations by Arthur Waley, O.UP.)
1947

~ PrrFieLD, Thomas B. ngbt Music. Choral suite for four-, fve- a.nd six-part
voices. Wotds by T. B. Pitfield. Augenet, 1947.

Sonata in A minor for oboe and piano. Augener, 1948.
Sonata in A minot for violin and piano. Francis, Day & Hunter, 1948.
Sonatina for viola and piaﬁo- Cramer, 1947-

Purcerr, Henry, Comus, Suite from the ballet. Arranged for orchestra b?\
Constant Lambert. Boosey & Hawkes, 1947 A
Harmonia Sacra. (Selections.} The figured basses realized by }ien]amin
Britten, The vocal pasts edited by Peter Pears. 3 nos. Boosey 1947.

ReIzENSTEIN, Franz. Cantilene for violoncello and piano. Lengmck 1948,
Concetto for piano and otchestra, Two plazws four hands.
Lengnick, 1948. RN
Three Concett Pieces, for oboe and piano ‘H}wkes & Son, 1947--
Elegy, for violoncello and piano. Lengmck 1948.

Tmpromptu, for piano. Lengmck,,r%s
Intermezzo, for pianc. Lengmck 1948
Sonata in B, for piano. L::ngmck 1948.
Sonata in G sharp, for3 Sidlin apd piano. Lengnick, 1947

RUBB‘RA Edmund. Pﬂma\l\bwmﬁ'& Op. 62. For orchestra. Lengmck 1948
The Morning Wm‘rb Op. 55. Motet for chotus amd ‘ofchestta. Wotds .
by Henty {aughan Lengnick, 1947 :
Three Riahms. Op. 61 For low voice, with piano accompamment
Lengtiy \IJ; 1947 _ _
Seﬂﬂ’oquy Op. 57. Fot solo violoncello and string orchestra, horns. .

& a.nd tympani. Lengnick, 1947. : =
"Sonata in G minor, for violoncello and plano Op. Go. Lengnick, 1947
String Quartet in F minot. Lengnick, 1947

SALTER, Lionel. Scottish Recl, for two pianos. Lcngﬂ_lck 1947+
The Skepherdess. (Song.) Words by Alice Meynell O.U.P., 1947

ScHUEB ERT, Franz. The Swan Song. Translatmn by Richard Capell Augener,1947
Scorr, Anthony. Prelude and Fugue for organ. O.U.P., 1948,

Scorr, Cytil. Theme and variations for two pianos. Elkin, 1947
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SEARLE, Humphrey. Ballade for piano. Op. 1o0. Joseph Williams, 1948,

Concerto in D rminor, for piano and otchestra. Op. 5. Arranged by _
~ the composer for two pianos. Lengnick, 1948,

' Night Muvic, for chambet orchestra. Op. 2. Joseph Williams, 1947,

. Pat Awagy the Flutes. Op. 11. For high voice with accompaniment of -
flute, oboe and string quartet. Lengnick, 1948.

Two Songs of A. E. Housman. Op. 9. Joseph Williams, 1948.

SEIBER, Mityds. Four Greek Folk Songs, English words by Peter Garsoll, |
Vmce and piano. Boosey & Hawkes, 1947. '

SMETANA, Bedtich. The Bartered Bride. Concert version. Ed:ted ahd arranged
b)r Julins Harrison. Boosey & Hawkes, 1947.  \

| STEVE\IS Bernard. Concerto for violin and erchestra. Lengmck 1948,
Eclogue for small orchestra. Lengnick, 1948. \
Trio for violin, violoncello and piano. Lengmck, 1948.
Ricercar, for stting orchestra, Lengnick{1948.
Three Songs, Words by Joha Donne JO.UP., 1947.
STRAUSS, Richard. Oboe concerto. Boqsey & Hawkes, 1947.

STrAVINSKY, Igor. Concerto en re, pour orchestre 4 cordes. Hawkes &
Son, 1947. ' A\

8

Orpheus. Ballet in th_rec Seencs. Baosey & Hawkes, 1948,

THIMAN Er1c H. Three Ghe;ral Songs of Praise. For S.C TR, accompanie&.
' Curwcn 1947, '

TIPPETT Michael. Pmlaa’za al Vespro & Monteverdi, For organ; Schott, 1947.
String Qlartet III Schott, 1948,
Syn@h\ony No. 1. Schott, 1948.

,VAUGHAN WitLisms, Ralph, The Loke 7z the Mountains, Piano solo.
OUP » 1947,

\ IVIJ Sodl, praise the Lord. Hymn. O.U.P. - 1947.
Prayer 1o the Father of Heaven, Motet. O.U.P., 1948.
The Souls of the Righteons. Motet. O U.P.,, 1947.
* Suite for Plpes OU.P., 1947.
Symphony in F minor. O.U.P., 1948.
The Vioice ont of the Whirlwind. Motet. O.U.P, 1947.

WAGNER, Richatd. Quartet Movement, Réconstructed by Gerald Abraham,
O.U.P., 1947. : ' '
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WarToN, William, Sinfonia Cc;nccrtante. Revised version. Reduction for
two pianos by Roy Douglas. O.U.P,, 1947.
String Quartet in A minor. Q.U.P., 1947.
Werissz, Egon. The Leaden Echo and the Goldsn Esko. Cantata for high voice,

violin, clarinet, violoncello and piano. Words by G. M. Hopkins.
Schott, 1947, _
WEsTRUP, ]. A. Divertimento for bassoon, ’cello and piano {or tenot sexo-
phone, “cello and piano, or viola, “cello and piano). Augener, 1948.
Three Shakespeare Songs, with piano accompaniment. Augener 5048, -
Woopn, Thomas. Chanticler. A tale for singing, the words derived fmﬂ The
- Nun's Priest’s Tale of Geoffrey Chaucer, by Nevill Cogh_lll Sct Por voices
alone. Stainer & Bell, 1947. _ N
WoRDSWORTH, William. Cheesecombe Suize, for piano sogckif.cﬁgqick, 1948.
B Concerto in D minor, for piano and orchestraxAtrangement by the
composet for two pianos, four hands. Len%@ck 1948. '
Four Lyrics for Voice and Strmg Quartet\Lcngmc]\, 1948.
Hymn of Dedication, for S.AT.B., with drgan accompamment Words
by G. K. Chesteston. Lenignick, 1947 '
Three Hymn-Tune Preludes fof ergan. Lengnick, 1948
The Image. Vocal setting for *high voice, to the poem by Richard
Hughes. Leéngnick, 1948\~ '
String Quartct Nao: {‘111’]3 flat. Lengnick, 1948.
Four Songs, for b_1gh voice with piano accompamment Lcngmck 1948 '
Ttio in G ;rniqot, for violin, vicla and molonceﬂo Lengnick, 1947
“\','\’“ . : .
\’%“ ’- . ’ ’ . .
Q (B) MUSICAL LITERATURE.
AN : .

\./ ) . . . . . .
\ (Comprising Books and Essays conttibuted to periodicals)
I. WORKS OF REFERENCE

Browm, ‘Eric. Everyman's Dictionary af Music. Pp. 706. Dent 1947 . B
Hinichsen’s Musical ~ Year . Book, 1947—1948 Pp. 543 I—I.i.nrichscn .

Edition, 1947.
Hirsca, Paul, and MEvexr; Kathi. Katalog der Mx;;x)ébswmz‘ére,é Paul H:mb

Band 1V. Pp. xxiil. 695. University Press, Cambridge,
volume of the catalogue of this library, acgaxred by the Brxtz.rb fo.rmm i1 1946.

1947. The last ..



70 THE YEAR'S WORK IN MUSIC _
Mryers, Chatles. Handbook fo Music. Pp. 2o5. Littlebury: Worcester, 1048,

PALMER, Russell. British Musie. An encyclopaedia of Btitish musicians. Fore
wotd by Sir Malcolm Sargent. Pp. 283. Skelton Robinson, 1947,

ScmoLEs, Petcy A. The Oxford Companion to Music. Seventh edition revised,
~ and with appendices. Pp. lix. 1145. Plates 179. O.U.P., 1947.

II. GENERAL THECRY, APPRECIATION, ETC.

CuiNe, James. Performer and Aundiense. A psychological study im\pervousness
and stage fright. Pp. 96. Hall, Oxford, 1947. A\ :
HacGin, B. H. Music for the Man who enjoys Hamler, Pp. <1~z}1’.\Dermis Dobson,
: 1947 K7
HaLrE, Nocl V. Eduation for Music. A skeleton p]a\

s
, 0 +of research into the
development of the study of music as qut of the organized plan of
general education. Pp. 243. O.U.P., 1933

HarRrrIson, Sidney. Music for the Multitndé :ﬁew and revised edition. Pp. 336,
Michael Joseph, 1947. WV

Jacos, Archibald. Musical Haﬁdmﬁ%ﬁé? or, How 20 put music on paper. znd edi-
- tion. Pp. 108. O.UP,, 1941t

. Macrualn, Shaw., Yo aﬂd,‘fb&" Orchesira. A pocket guide. Overture by John
Barbirolli, coda byScott Goddard. Pp. 114, MacDonald & Evans, 1947-

OLpRrOYD, George, Thp ;i"erbrziqﬂe and Spirit of Frgue. Pp. 220, O.U.P., 1948.
ORrrEY, Leslie, J’imif:aiatz‘om of Harmony and Composition. Pp. 137, Pitman, 1948.
SMrra, Chaglpé~T. Masic and Reason. Pp. 158. Watts, 1947. _
) L \W .
Tosin, J\Raymond. How to mnderstand musical Jorm. Pp. 99. Boosey &
0“ W . .
AN

kes, 1948.

\'\ . _ © IIT. HISTORY

() Biography and Criticism
AsrAmAM, Gerald. Sibelius, A symposium, edited by Gerald Abraham.

Pp. 188 plus pp. 28 music examples, Lindsay Dtummond, 1g47.

Selubert. A symposium, edited by Gerald Abraham. Pp. 299 plus pp. 44
music examples. Lindsay Drummond, 1947. ' :

Anp REwWS, Hilda. Wesiminster Refrospect. A memoir of Sir Richard Terry.
Pp. 186. O.U.P., 1948,



BIBLICGRAPHY o o 71
Bowavia, Fettucio. Verdi. Pp. 120, Dennis Dobson, 1947.

Croxuary, T. H. Kierkegaard on Music. In ‘Proceedings of the Royal Musical.
Association’, 1946—7.

Dean, Winton. Ax Usfinished Opera by Bizet [L.e., ‘La Coupe du Roi de Thule’].
In ‘Music and Letters’, October 1947. . '

DemvuTH, Norman. " Albert Roussel. Pp. 1571, Umted Muslc Pubhshcrs, 1947
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