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The environs of both the Place de ’Opera and the Folies-Bergére are unchanged.
The usherettes and waitresses in the Folies were a disappointment dressed in
trouser suits, when one was somehow expecting the girl in the bustle of Mante’s
picture. But the rose-seller at the door of the theatre lent a nostalgic air, and
her beautiful face with its enduring yet wistful expression epitomised Montmartre.

Les Halles, like Covent Garden market, has moved out to the suburbs, and the
City street cries are no longer heard in the early morning, but Paris of the
tone-poem still lives for those willing to exercise a little imagination.

For us there is no hesitation. We shall return for further exploration in Paris
and Grez.

Composer’s Choice.
A Piano Recital by Robert Threlfall

On 25th October last Midlands Branch chairman Dick Kitching threw open his
new Weston Underwood home, near Derby, to members and friends assembled
for the opening meeting of the 1980/1 season which was launched in a most
auspicious manner by a piano recital given by Robert Threlfall entitled ‘Com-
poser’s Choice — piano music by composers of whom Delius might have approved’.
As Robert explained, although Frederick was a composer who had little enough
time to indulge in listening to the music of other composers, it is possible to
draw from the various books on his life a number of reported comments which
indicate a liking for the music of certain composers as against those he did not,
such as Beethoven, Mozart and Haydn. (As an aside it is worth noting that in his
formative Leipzig days a string quartet met at his lodgings each Sunday morning
with Frederick at the piano and the music of the above mentioned was played
on which he at the time commented, ‘It is indeed very enjoyable.” Clearly his
musical development took him on to new tastes in later life as he stated once
to Eric Fenby, “You needn’t ask me to listen to the music of the Immortals.
I can’t abide ’em. I finished with them long ago!”)

The opening item of the recital was Rachmaninov’s arrangement of J S Bach’s
Preludio in E which Robert played with great fluency and feeling. The next
five pieces came from the pen of Grieg, with whom as we know Delius had a
long friendship. On the Mountains recalled Frederick’s own feelings for the
mountains and open spaces, echoing his own pieces Paa Vidderne (On the
heights), The Song of the High Hills and parts of 4 Mass of Life. This was
followed by two Slatter, numbers 5 and 3 dating from 1903, about which
Grieg had said his aim had been to ‘raise these folk tunes to an artistic level
through what may be called conventional harmonisation’. Robert quoted from
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Lionel Carley’s book Delius — the Paris years, recalling an occasion at the
Molards when, with Grieg present and whilst discussing music, Maurice Ravel
went over to his host’s piano and began to play one of Grieg’s Norwegian Dances.
‘Grieg listened with a smile, but then began to show signs of impatience, suddenly
getting up and saying sharply, ‘“No, young man, not like that at all. Much more
rhythm. It’s a folk dance, a peasant dance. You should see the peasants at home,
with the fiddler stamping in time with the music. Play it again!” And while
Ravel played, the little man jumped up and skipped about the room to the
astonishment of the company.’

The two final Grieg pieces were Folksong, fifth of the ‘Lyric Pieces’ Book One,
dating from 1867, and Summer Evening from Book Ten, a title reminiscent of
Delius’s own piece of the same name. Maurice Ravel was the next composer to
be featured as Robert reminded us of Delius’s expressed liking for Daphnis and
Chloe. On a later occasion to the one related above, when both Delius and Ravel
were present, the question was raised as to which influences French music was
especially indebted. The view was expressed that it was Rameau, Couperin, and
Lully, etc., but Delius felt rather differently: ‘Nonsense! Modern French music
is simply Grieg plus the third act of Tristan’, to which Ravel replied, ‘That is
true. We are always unjust to Grieg.” The two Ravel pieces were A la maniére de
Borodin composed in the summer of 1913 and the Minuet from the Sonatina
dating from 190S5.

We then heard Delius’s Irmelin Prelude which, as Robert explained, was not the
prelude to the opera of that name but a short composition for small orchestra
incorporating four fragments of themes from the opera, dictated to Eric Fenby
in 1931, and re-arranged by him for piano. Jelka, in her correspondence, referred
to Delius frequently being heard in the music-room at Grez playing fragments of
an early opera of which he was clearly very fond, this being Irmelin. Chopin
featured next in the recital with the Polonaise No 1 and the famous Barcarolle,
both brilliantly performed, drawing a full-bodied fluency of tone from the
Kitching Bechstein.

After a brief pause ‘as required by the musicians’ union’, Robert launched into
the second half of his programme with an exciting virtuoso performance of two
Albeniz pieces: El Albaicin from the Iberia set of 1906-9 and the famous Tango
in the Godowsky arrangement, prefacing the playing with the comment that Fenby
records a definite Delius preference for the music of the Spaniards — Albeniz,
Granados and de Falla against that of the Russians, Borodin, Mussorgsky and
Rimsky-Korsakov. Robert remarked that Albeniz composed pieces of gradually
increasing difficulty until forced to give up playing himself after which he pro-
duced pieces of great technical difficulty. On being admonished over this,
Albeniz had remarked, ‘Nonsense — all that is required is a little practice!’

The music of Enrique Granados was featured next with a performance of his
well-known Danza Triste, followed by the Rachmaninov arrangement of the
Minuet from Bizet’s L’Arlesienne suite. Delius is recorded as remarking that
Bizet was the greatest of the French composers and would apparently listen in
on the radio to his works — and occasionally to a Strauss waltz which, as Robert
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observed, somehow made Frederick seem much more human. At this point he
introduced a Tausig arrangement of Strauss’s Election Day to which he added a
‘beginning’ and an ‘end’ culled from a single piece of manuscript which had been
shown to Robert while in America by the librarian of the Library of Congress.
Clearly in Liszt’s hand, although untitled Robert identified it as being for this
piece ‘perhaps because Liszt thought Tausig’s introduction too long or too
sudden’.

The programme ended for the benefit of Wagner devotees with Siegmund’s Love
Song arranged by Tausig and Valhalla arranged by Brassin, reminding us of the
influence on Delius of the works of this maestro which he was able to hear at
the Leipzig Opera whilst a student at the Conservatorium there. After a vote of
thanks from our host, Dick Kitching, the assembled company gave Robert a
warm round of applause following which all repaired to partake of the usual
copious quantities of wine and an excellent buffet supper generously provided
by Dick and Wyn. We are indeed fortunate in being able to hear a performance
by such a distinguished Delian as Robert ‘so far North’ as our London friends
call it. (As a geographical postscript, Derby is in the East Midlands.)

On Thursday October 30th Robert Threlfall repeated the programme at the
Holborn Library for the benefit of London members. On this occasion the
instrument was a Steinway grand, before an audience of about forty. Interval
refreshments were kindly provided by Estelle Palmley and Anne Pinder.

Brian Radford.

Noises off

by John White

No-one could have been more delighted at the appearance of the recording of
The Magic Fountain than I and amongst the sympathetic reviews I would single
out that by ‘MM’ in the August ‘Gramophone’. Whilst agreeing with nearly every-
thing he has to say I cannot join him (and other commentators) in admiring
the ‘natural sounds of sea, of shore, or of tropical forest gradually faded out as
the music takes over’.

Just as one piece of music — or extract — can mean different things to different
people, so natural sounds will also arouse memories and associations which will
be unique to the individual and their use can be objectionable both because
they have not been specified by the composer and because they may be mis-
leading or even unwelcome to the listener. To take an example from the begin-
ning of the opera: the gentle sound of the water slapping against the hull of the
becalmed ship revived in my mind the bubbling noise made by the chemical
apparatus in the Alec Guinness film The Man in the White Suit. Nothing in-
appropriate happened in the storm, later in Act 1, but here I have a different
objection. I was lucky enough to be present at the radio recording session and
so heard nothing but the music on that occasion, the sound effects having been
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added later. Musical storms tend to be rather disappointing affairs (I except the
storm in Tapiola) but this was not: it sounded thrilling and certainly not in
need of a little help from Mother Nature. There is, in any case, a fundamental
misunderstanding here: music does not emulate natural sounds, it provides a
‘simile’, in its own language, which will produce in the mind of the listener a
reaction equivalent to that produced by the original. The effect of the opening
of Act 1 of The Valkyrie is psychological; we do not reach out for our umbrellas.
To return to The Magic Fountain there is the further objection that the natural
storm very nearly eclipses the musical one so that more than just the ship is
destroyed.

Matters improve as Solano is washed up on the beach and, mercifully, there are
no seagulls added to the sound of the surf, otherwise one could imagine not
Watawa, but Roy Plomley, emerging from the jungle with eight records and a
bound copy of the ‘Complete Voyages of Christopher Columbus’. And from
here onwards all is well until Watawa and Solano set out for the magic fountain
in Act III. Not that I object to the enchanting sounds of these particular birds
who would, no doubt, delight M. Messiaen (his own ‘Oiseaux Exotiques’, on the
other hand, occasionally sound to me as though they had alighted on a piece of
barbed wire, or were in the act of digesting a particularly muscular worm).
Delius’s orchestra has its bird sounds too, and it is a pity, once again, to super-
impose the literal on the poetic.

Finally, we reach the fountain, and it was a considerable relief to me to hear,
on the recording, sounds truly suggestive of a fountain. When I heard the radio
broadcast, the sound was that of a high velocity hose-pipe so that one could
imagine an alternative ending: the chorus of spirits replaced by a chorus of
firemen (the parts transcribed down an octave, of course) and the lovers dying
in a final conflagration. (The fact that this has nothing to do with the story
would not deter some of our producers.) The opera ends, not with a bang but
a gurgle.

The addition of natural sounds to music has endless possibilities. It would be
an added fillip, in the interests of authenticity, to relay the sounds ‘live’ from
outside the concert hall. Who could resist Jardins sous la pluie aided by a genuine
downpour in St. James’s Park, or Les Jeux d’eaux a la Villa d Este combined
with les jeux d’eaux a Trafalgar Square?

Absolute realism might impose insuperable problems, however. A performance
of Strauss’ Don Quixote with real sheep would require the presence of sheep-
dogs and the shepherd to prevent them from becoming entangled with the
orchestra, and the hosing down of the concert platform after the performance
would be an additional expense. The conductor, however, might find them
less difficult to organise than his players.

As long as sounds can be aurally disentangled from music there is no great
harm done, it has to be admitted. But what of Mr. X, the celebrated contempor-
ary composer: how would we know where the noise ended and the music began?
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(Diana McVeagh, reviewing The Magic Fountain in the first issue of Performance,
is of a similar opinion. To her the fountain’s flow in the last act ‘sounds like
nothing so much as the automatic flush of a gent’s loo’! She asks, ‘Isn’t it
insulting to Delius’s skill and the listeners’ imaginations to impose effects at all?
If the opera is worth playing, then why not trust it.” — Ed.)

Forthcoming Events

February 1st Darmstadt

First night of a new production of A Village Romet and Juliet with fourteen
performances planned until April. No advance details of soloists or conductor.

February 5th at 8 p.m, and 15th at 2 p.m. Zurich

Last two performances this season of the current production of 4 Village Romeo
and Juliet conducted by Sir Charles Mackerras. Details of previous performances
listed in October Journal. Further performances announced for next season.

February 24th at 7 p.m. British Music Information Centre, London
‘The new Delius recordings’ — Delius Society talk given by Lyndon Jenkins.

February 27th at 7.30 p.m. Town Hall, Huddersfield

Vernon Handley conducts the BBC Northern Symphony Orchestra in a concert
of British music: Howell’s Concerto for string orchestra, Delius’s Cello Concerto
(soloist Julian Lloyd Webber), and Walton’s First Symphony.

March 2nd at 7.45 p.m. QEH, London

Three of Delius’s early part-songs (RT IV/I/3, 5 & 6) sung by the ILEA Cockpit
Youth Choir, conductor Peter Collis, in the English version by Lionel Carley.
March 10th at 6.15 p.m. Waterloo Room, RFH, London

Sir Charles Mackerras (conductor of the Zurich Village Romeo) talking to our
Vice President Felix Aprahamian about his life and career, with recorded musical
examples. Tickets £2.

March 25th at 7 p.m. BMIC, London
‘Gerald Finzi and his contemporaries’ — Delius Society talk given by Dr Michael
Salmon to mark the twenty-fifth anniversary of Finzi’s death.

March 28th at 8 p.m. ‘Ravensdale’, Weston Underwood, Derby

A Midlands Branch meeting at which Barrie Iliffe (Head of Music at the British
Council and former manager of the New Philharmonia Orchestra) will talk on
Delius’s Eventyr, a lecture which he has already delivered to London members.
March 30th — April 3rd BBC Radio Three

Delius is ‘This Week’s Composer’.
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April 4th at 8 p.m. St Albans Cathedral

Delius’s Sea Drift (soloist Stephen Varcoe) and The Walk to the Paradise Garden
with Britten’s Spring Symphony. The St Albans Bach Choir and the Hatfield
Philharmonic Orchestra are conducted by Stephen Darlington. Admission by
programme: £4, £3, £2, £1.

April 11th at 7.45 p.m. Civic Hall, Guildford

Vernon Handley conducts the Guildford Philharmonic Orchestra in Delius’s
Violin Concerto (soloist Hugh Bean), and works by Ravel and Rachmaninov.

April 28th at 7 p.m. BMIC, London

‘A Postcard from Spain — a look at Symbolism and Impressionism in Debdssy -
a Delius Society talk given by Derek Cox.

May 2nd Derby
A Midlands Branch meeting at which Lyndon Jenkins will repeat his London
talk on recent Delius recordings. Venue to be arranged.

May 3rd Philadelphia, USA

Delius Society Philadelphia Branch AGM and Dinner, with an all-Finzi com-
memorative concert.

May 10th RFH, London

Norman del Mar conducts Delius’s Paris. Confirmation and further details not
available at present.

May 24th at 7.30 p.m. RFH, London
Delius’s First Cuckoo and Summer Night on the River. Sir Charles Groves
conducts the RPO, with works by Elgar and Tchaikovsky.

June 6th at 3 p.m. Mary Ward House, 5 Tavistock Place, London

Delius Society AGM. The Annual Dinner will be held at the Bloomsbury Centre
Hotel, Coram Street, Russell Square. Further details will be circulated with the
next issue of the Journal.

Readers are referred to the October Journal for notice of other concerts contain-
ing works by Delius on March 24th, April 5th and April 22nd. Members may
also like to make a note of proposed Society talks in London at the BMIC on
September 15, October 21 and November 26 when the possible subjects will be
E J Moeran, Grieg and A E Housman. The BMIC is at 10 Stratford Place (01-499
8567), opposite Bond Street Underground Station. Further details of Society
activities may be obtained from the Programme Secretary — Derek Cox, High-
field, Deanland Road, Balcombe, Sussex RH17 6LX (0444-83294).

The three Delius Society volumes totalling 21 78 rpm records with Sir Thomas
Beecham conducting the London Philharmonic Orchestra are being offered for
sale (the LP transfers are in SHB32). Anyone interested in purchasing the
originals should contact Bob Briggs, 37 Colvestone Crescent, Dalston, London
ES8.
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