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The Author s

The composers’ biographies have been written by onne‘l i
Salter, who has been a critic with Gramuophone for 30
years and is a musician whose exceptional experience
and range are widely recognised. A harpsichordist,
pianist and conductor, he has made frequent broadcasts,
a number of records and has performed in some 15
countries. He also has a reputation as a musicologist,
with editions of several 17th- and 18th-century works to
his credit. A former editor of Britain's BBC Music
Guides, he was also programme editor of the Edinburgh
Festival in Scotland for five years and of the annual
Promenade Concerts in London's Albert Hall for eight.
He has contributed to many symposia and encyclopedias
(including the Eritannica and the new Grove), and
written three books, of which Gowg 1o ¢ Concert has
sold over 70,000 copies. He long ago lost count of the
number of record sleeve and programme notes he has
written and of song translations he has made. For many
years he held a succession of senior pusts in the BBC,
including those of Head of TV Music, Head of Opera
and finally Assistant Controller of Music,
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Publisher’s Note

The recommended recordings in this book have been
compiled by the editorial team of Grantophoon, The US
catalogue numbers and labels have been added by
Salamander Books Ltd, and every care has been taken
to make sure these numbers are up to date at the time
of going to press. However, American readers are
advised to consult catalogues and their local record
dealer for the latest information.

The record listings show details of soloists (where
appropriate), orchestra and conductor; where other
works are included on the same record, these are given
in italics. The UK catalogue number, date of review in.
Gramophone and label are followed where relevant by
the US number and label; an asterisk denotes that this
information applies to both countries )




S Introduction

]

Nearly all of us acquire a knowledge of the musical
repertory in the most astonishingly haphazard fashion,
picking up works by chance hearings, either on radio or
records or from live performances; and the elements of
surprise and delight in such casual encounters are not to be
minimised. When buying records, we mostly begin with
works that have already caught our fancy, so as to savour
them more fully at our leisure, but after that there comes a
time for more conscious or methodical explorations.
Where to branch out?

Some guidance to the flood of new discs that pours forth
every month can be found in record reviews; but apart
from there being endless duplications, the choice of works
available, though bewilderingly large, is dictated by what

the record companies, and their artists, decide on. Listeners
who have gained pleasure from some work are logical in
wanting to sample others by the same composer (a surer
and more musical method than following the same artist),
and the purpose of the present book is to give an insight
into the career, output and personality (yes, they were real
peaple, not just names in textbooks and catalogues) of 134
compuosers, and to offer recommendations of recordings
of their works, These recommendations have been based
on the opinions of the critics —some of the most experienced
in the world—who write regularly in the monthly
magazine Grumorhone.

It will at once be seen that this is a selective, not a
comprehensive, book. The composers included are known




to interest the majority of music lovers, but to forestall
any outcry at omissions it must be explained that some
composers who merited a place by their status had to be
left out because they were not represented by altogether
recommendable recordings in the current catalogue as at
May 1978 (the date limit adopted here, which obviously is
several months before publication). The appearance of
new and better versions of listed works, the disappearance
of present versions, or the addition of further recom-
mendations, may be monitored by referring to
Gramophone each month, which will keep readers abreast
of the current position.

Inevitably there are bound to be divergences of opinion
over performances (and even over technical quality), and

the very last thing any sensible reviewer wants—or
expects—is to be taken as gospel, so the wisdom of
attempting to establish a “best version” of all works
(which often tells one as much about the critic as about the
performance) is highly questionable. In this book,
accordingly, several versions are frequently listed when
by general consent they are outstanding, and the reader’s
final choice must be a personal one: no significance should
be attached to the order in which recommendations
appear.

Gramophone LS.




THOMAS AUGUSTINE ARNE

(b. London 1710, d. there 1778)

For some reason people persist in speaking of “Dr Arne”,
rather as if there were something special which set him
apart from other composers with honorary degrees. His
father, who had intended him for the law, was opposed to
his studying music; but he took violin lessons surrep-
titiously, taught singing to his sister Susanna (later to
become celebrated as the tragic actress Mrs Cibber, who
took part in the premiére of Handel's Messiah), and by his
early twenties had his first opera produced, with his sister
in the title-role. Other stage works quickly followed, and
in 1738 he was engaged to compose music for an
adaptation at Drury Lane Theatre, London, of Milton’s
Comus. Its melodic charm immediately attracted notice,
and Arne followed this up two years later with a fine
masque to Congreve's Judgment of Paris. At the same
time the masque Alfred was performed in Clivedon, the
Prince of Wales's residence, to celebrate the anniversary

of the accession of a Hanoverian monarch: this concluded
with a patriotic air, Rule Britannia, which has since
become almost a second national anthem in England,
usually sung in a weakened version of the original. Arne’s
songs for revivals of Shakespeare’'s As You Like It and The
Tempest have also become part of the English vocal
heritage (though again often in corrupt forms).

Meanwhile Arne had been busy as an associate of
David Garrick in the management of Drury Lane and as
the composer of innumerable elegant but trifling songs for
the London pleasure gardens at Vauxhall, Ranelagh and
Marylebone. His comedy Thomas and Sally and the
delightful ballad opera Lowve in a village were written for
Covent Garden; but between these he produced there an
experiment—a serious opera in English after the Italian
model, with recitative instead of dialogue. This work,
Artaxerxes, which was far more ornate in style than his
other music, achieved an enormous success which endured
for over half a century.

After the death of Handel » in 1759, the year when
Arne received his doctorate, he turned for the first time to
oratorio, and his dramatic Judith was the first English
oratorio in which a female chorus was employed. His
instrumental works— overtures, concertos and sonatas—
have a continuing freshness and grace, though they are
lightweight beside those of Handel, who overshadowed
him in London for the greater part of his life.

SYMPHONIES 1-4 s SR ]
[J Bournemouth Sinfonietta/ = J— ;
Montgomery/S. Wesley: Sym. in D & g |
CSD3767 (3/76) EMI/HMV =
4041 HNH |
OVERTURES 1-8 K
0 Academy of Ancient Music/Hogwood H
DSL0503 (11/74) L'Oseau-Lyre » 2

@

Left: Arne's doctorate was an 2
-

honorary one from Oxford. g
- &

Below: Arne's 1745 arrangement 8

of the National Anthem.

Right: Caricature of Arne by
Bartolozzi, from the
National Portrait Gallery.
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MALCOLM ARNOLD

(b. Northampton 1921)

The bluff, breezy personality of this composer— who had
several years' invaluable practical experience as a trum-
peter in the London Philharmonic and BBC Symphony
orchestras and also won the Cobbett Composition Prize
and a Mendelssohn Scholarship which allowed him a year
in Italy—is reflected in the exuberance and boisterous
humour of much of his music. Blessed with an enviable
technical facility, he has devoted much of his energy to
writing film scores, which besides their financial return
have brought him an Oscar for Bridge on the River Kwai
and an Ivor Novello award for Inn of the Sixth Happiness;
but he has also composed a very large number of concert
works, many of which are characterised by a directness of
utterance and an unaffected pleasure in providing enter-
tainment. The virtuosity of his instrumentation, combined
with a sparkling wit, may be heard in the overtures Beckus
the Dandipratt (which first made his name) and Tam
O’Shanter, the English dances and Scottish dances, and in
a different medium the Shanties for wind quintet and the
brass quintet. His overt dislike of pomposity has sometimes
led to his being accused of jokiness, though such themes as
the “cream-puff tune” (as it has been called) in the Guitar
Concerto's first movement are disarming; and that he can
be totally serious is evidenced by, for example, the
Concerto for two violins.

MAICOIM ARNOV D
S SYMIBJONY NOS
< PEYTRIOC OVERIUR)
41‘1.'\‘1\‘.le1 ! '.}’\.N IS
¢

e

BRASS QUINTET (1961)
[ Philip Jones Brass Quintet/ Dodgson;
Salzedo; Ewald
ZRG655 (11/70) Decca Argo+
SYMPHONY NO. 5
4 CORNISH DANCES
PETERLOO OVERTURE
[1CBSO/Arnold
ASD2878 (5/73) EMI/HMV
GUITAR CONCERTO
[ Bream, Melos/ Arnold/ Galiani
SB6826 (4/70) RCA
LSC-2487 RCA
3 SHANTIES FOR WIND QUINTET
(1952)
[ London Wind Quintet
SPA396 (8/75) Decca
5326 Argo

Right: Two studies of Malcolm
Arnold in rehearsal.
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CARL PHILIPP EMANUEL BACH

(b. Weimar 1714; d. Hamburg 1788)

In his own day this second son of Johann Sebastian Bach
» achieved a wider renown than his great father, who was
his only teacher in composition and keyboard playing,
and whom he venerated, although in his own style he
reacted against learned counterpoint. From a very early
age he showed remarkable talent, but being left-handed he
was hampered in playing the violin and concentrated
instead on the harpsichord. He studied law for a time, but
then became cembalist to the Crown Prince of Prussia,
who in 1740 succeeded to the throne and is known to
history as Frederick the Great. The monarch was an
enthusiastic flautist, though distinctly conservative and
unadventurous in his tastes, and Carl Philipp had to
accompany him in the same flute concertos several times a
week for 27 years, a job made even more irksome by the
king's poor sense of rhythm, to which Bach’s artistic
conscience would not allow him to pander. His witty but
caustic tongue earned him the displeasure of his master,
who did not care for his music either— though by this time
two sets of keyboard sonatas and a brilliant treatise on
keyboard playing had spread his fame, and Frederick was
certainly aware of his talent. On the death of his godfather
Telemann » in 1767 he at last managed to get away from
Potsdam and succeed him as director of music for the city
of Hamburg — one of the plum appointments in the whole
of Germany. His chief duty (rather as his father's had been
in Leipzig, where he had unsuccessfully applied to follow
him) was to provide and direct the music in the city's
principal churches and to give concerts for the muni-
cipality; and his twenty years'activities there brought him
much honour.

Left: C P E Bach was the most original genius of the family.




Carl Philipp codified the foundations of piano technique
and established the form of the three-movement sonata
and symphony; but beyond that, his music pointed
forward not only to the “storm and stress” of Haydn »
who, like Mozart » and Beethoven », declared an
admiration for him, but even to early romanticism. Far
from being smoothly “galant”, like that of his youngest
brother Johann Christian », some of his music (e.g. the

CONCERTO IN E FLAT FOR
HARPSICHORD, FORTEPIANO AND
STRINGS
O Leonhardt Consort, VCM, Leonhardt,
]. C. Bach, W. F. Bach
AWeé 41210 (6/67) Telefunken
641210 Telefunken
CONCERTO IN C MINOR FOR
HARPSICHORD AND STRINGS,
Wa3/a
OMalcolm., ASNF/Marriner
SDD336 (11/72) Decca Ace of
Diamonds
KEYBOARD WORKS
O (Sonatas: C major, W55/1; D minor,
W57/4. Rondos: C major, W56/1
E major, W57/1; D minor, Wel/4

Fantasias: E flat major, \W58/6.

F major, W59/5)

Dreytus (fortepiano)

2533 327 (1/77) DG Archiv
MAGNIFICAT IN D MINOR, W215
O Palmer, Watts, Tear, Roberts, Choir

of King’s College, Cambridge,

ASMF/Ledger

ZRG853 (3/77) Decca Argos
6 SYMPHONIES, W182
02. ASMF/Marriner

SDD336 (11/72) Decca Ace of

Diamonds
4 SYMPHONIES, W183
01-4. Little Orch. of London/Jones

H71180 (11/72) WEA Nonesuch
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Fantasies) is strikingly, even quirkily, original, capturing
the spirit of the improvisations with which he so impressed
his hearers; it contains dramatic brilliance, expressive
harmonies, bold and unexpected modulations, instru-
mental recitatives and disconcertingly abrupt contrasts of
dynamics and mood that mirrored changing emotionsin a
way no previous composer had ever attempted.

Magn ical




JOHANN CHRISTIAN BACH

(b. Leipzig 1735;d. London 1782)

The youngest son of Johann Sebastian Bach was often
known as the “English Bach” because of his twenty years'
residence in London, where he was a central figure in
musical life; among much else he founded, with his friend
Abel, an important series of concerts which ran for 17
years, and he was associated in the building of the Hanover
Square Rooms (for long the capital’s chief concert hall).
He had been educated first by his father and then by his
elder brother Carl Philipp Emanuel » after which he had
gone to Italy, where he had written church music and been
appointed organist of Milan Cathedral. But the call of the
stage lured him away, and the success of three operas by
him in Turin and Naples led to his being invited to London
in 1762 as composer to the Italian Opera at the King's
Theatre.

The first of his seven operas there greatly pleased the
fashionable audience and ran for nearly three months; as a
result he was appointed music master to Queen Charlotte,
consort of George I1I. Apart from visits to Mannheim and
Paris for further operas, he spent the rest of his life in
London, composing numerous songs, orchestral and
instrumental pieces for his own concerts and for Vauxhall
and the other pleasure gardens. When Mozart » visited
London as a child of eight, Johann Christian befriended
him, treated him with much kindness, and played duets
with the child on his knee. His elegant, Italianate
mellifluous style much influenced the boy, who took
piano sonatas by him as a basis for his own first piano
concertos.

J. C.Bach's short symphonies and concertos are notable
for charm and grace rather than profundity. He popu-
larised the then new pianoforte in London; his playing was
described as “expressive”, but his technique was apparently
limited, so that his keyboard works were “such as ladies
can execute with little trouble”. His use of a double
orchestra in some of the Op.18 symphonies harks back to
a previous generation, but in the main his music points
forward to Mozartian style.

CONCERTI FOR KEYBOARD AND
ORCHESTRA, OP. 7
O Haebler (fortepiano), Vienna Capella
Academica/Melkus
01-3
6500 846 (4/75) Phonogram
Oe
6500 041 (1/74) Phonogram
CONCERTI FOR KEYBOARD AND
ORCHESTRA, OP. 13
O Haebler (fortepiano), Vienna Capella
Academica/Melkus
01,3,6
6500 041 (1/74) Phonogram
02,5
6500 847 (4/75) Phonogram
Da
6500 846 (7/75) Phonogram
KEYBOARD SONATAS, OP. 17
01-4. Haebler (forteprano)
6500 848 (5/75) Phonogram
SYMPHONIES, OP, 3 NOS. 1-6
O ASMF/Marriner
6500 115 (7/72) Phonogram
SYMPHONIES, OP. 18
D Stuttgart CO/Munchinger
01,3,5
SXL6638 (6/74) Decca
02, 4, 6/ Telemann: Don Quixote
SXL6755 (10/76} Decca

Left: A Gainsborough portrait
of Mozart's friend Johann
Christian, the 'English’ Bach.

JOHANN SEBASTIAN BACH
b. Eisenach 1685; d. Leipzig 1750)

The Bach family, which flourished in Thuringia from the
late sixteenth to the early nineteenth century, included so
many musicians that the name became a professional
appellation, and all musicians in that area were known
simply as “Bachs”. The greatest figure of this close-knit
clan, and indeed one of the greatest figures in the whole
history of music, was Johann Sebastian (of whose many
children four became notable composers). Though he
himself achieved a very considerable reputation in central
Germany, both as a brilliant organist and as a composer,
he never had an opportunity to travel further afield like
his cosmopolitan contemporary Handel »; he was kept
tied to posts at provincial courts and churches, where with
incredible energy and industry he created a vast output to
meet the practical needs of the moment.

At the court of Weimar (1708-17), for example, he
composed church cantatas and the bulk of his numerous
organ works. Then, as director of music to Prince Leopold
of Anhalt-Céthen, he wrote orchestral suites, concertos
on the Italian model of Vivaldi » —the fifth of the set of six
dedicated to the Margrave of Brandenburg is the earliest
known concerto to feature a solo keyboard instrument —
and secular instrumental works, in which his noble master
was interested. For the education of his family and pupils
he supplied much harpsichord music (with which he
furthered the equal-temperament system of tuning, as in
the two sets of preludes and fugues in all the major and
minor keys known as the “48"). When, in 1723, he was
appointed Cantor at St Thomas's Church in Leipzig he
immediately set to and with astonishing application wrote
five sets of cantatas for each Sunday and holy-day of the
year; these musical meditations on the text of the Gospel
of the day, shared between solo voices, a chorus which
nearly always provided a final Lutheran hymn, and a
small orchestra of varying constitution, contain a wealth
of expressive devotional music which amply repays
exploration. It was in Leipzig, too, that he created his
monumental settings of the Passion, according to St John

KING'S COLLEGE CHOIR, CAMBRIDGE

ELLY AMELING JANET BAKERIAN PARTRIDGE - JOHN SHIRLEY-QUIRK
ACADEMY OF STMARTIN-IN-THE FIELDS - DAVID WILLCOCKS




Right: Engraving after a por-

trait of ] S Bach painted s
two years before his death.

He is holding a six-part

canon composed in the previous
vear for a learned music

society in Leipzig.
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JOHANN SEBASTIAN BACH

and St Matthew, which gave a new dramatic dimension to
the form. The Mass in B Minor, one of the supreme
masterpieces in the whole literature of music, in its
complete form dates from Bach's Leipzig years, though it
is a composite work, some movements of which were
drawn from earlier compositions. That Bach, a staunch
Lutheran, should have written a Latin Mass (albeit far too
long for liturgical use) is explained by the fact that it was
offered to his Catholic sovereign, the Elector of Saxony.

In his early years Bach had been much influenced by
Buxtehude » (to hear whom he had once walked 200
miles!) and other North German composers in his writing
for organ, but his own achievements for that instrument,
which now form the core of its repertoire, have eclipsed
them: in particular his great and diverse development of
the chorale prelude opened up new horizons. In various
fields he raised music to great heights by his combination
of contrapuntal virtuosity (most conspicuously in the
Musical Offering for Frederick the Great, the Goldberg
Variations written for his pupil Goldberg to play to his

A/

Ee.-
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insomniac patron, and, especially, in the Art of Fugue)
with rhythmic vitality, instrumental inventiveness,
emotional intensity and often amazingly daring harmony
(as in the Chromatic Fantasia). Nevertheless, even in his
lifetime his work was criticised as being far too complex —
he was frequently at loggerheads with church or civic
authorities who did not appreciate his innovations, and
whom he stubbornly resisted —as well as for being old-
fashioned. Indeed, when he applied for the Leipzig post
with which his name is chiefly associated, the authorities
accepted him reluctantly only after two other, more
forward-looking, candidates (one of whom was Telemann
» had withdrawn.

The character of music was radically changing from
the polyphonic—of which style Bach marks the peak —to
the homophonic, which was to reign supreme for the best
part of a century; and during that period Bach's music fell
into an oblivion from which it began to be rescued only
when, in 1829, Mendelssohn » revived the St Matthew
Passion.
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ART OF FUGUE

I Lonel Rogg (organ)
SLS782 (10/09) HNV
S-3766 Angel
Jarr. Marriner/ Davis.
Marriner
6747 104 (10/75) Phonogram
6747 172 Philips

BRANDENBURG CONCERTI (Cpte)

OWurtemberg Chamber, Faerber
TV34044-55 (3/60) Decca Turnabouts

O ASMF/Marriner
6700 045 (9/72) Phonogram«

0 Virtuos: o England/ Davison
CFP40010-1 (10/72) Classecs tor
Pleasure
$313/4 Vanguard

DECO/Leppard
6747 106 (4/70) Phonogram«

O ECO/Britten
SXL6774-5 (8/70) Decca
2225 London

O Bath Festrval CO/Menuhin
ASD327-8 (5/60) EMI/HMV
$-3787 Angel

CANTATA NO. 56. ICH WILL DEN

KREUZSTAB GERNE TRAGEN

CANTATA NO. 82. ICH HABE

CENUG

O Shirley-Quirk, ASMFE/Marriner
SOL280 (5/05) L'Oiseau-Lyre

0O Souzay/ Berlin Bach Soloists/
Winschermann
SAL3767 (3/70) Phonogram

CANTATA NO. 92, ICH HAB IN

GOTTES HERZ UND SINN;

CANTATA NO. 126, ERHALT'UNS,

HERR, BEl DEINEM WORT

O Mathis, Reynolds, Schreser, Fischer-
Dieskau/Munich Bach Ch. and
Orch./Richter
2533 312 (7/76) DG Archiv «

CANTATA 147, HERZ UND MUND

TAT UND LEBEN

0 Ameling, Baker, Partridge, Shirley-
Quirk, Choir of King's College,
Cambridge, ASMF/Willocks/Motets
HQS1254 {5/74) EMI/HMV
S-36804 Angel

CANTATA NO. 211: SCHWEIGT

STILLE, PLAUDERT NICHT (COFFEE)

CANTATA NO. 212: MER HAHN EN

NEUE OBERKEET (PEASANT)

O Hansmann, Equiluz, Egmond, VCN/
Harnoncourt
AF6 41359 (5/73) Selecta/Telefunken
641079 Telefunken

CHORALE PRELUDES

O Hurford {organ)

PHB673 (12/70) Abbey

CHRISTMAS ORATORIO (Cpte.)

O Ameling, Watts, Pears, Krause,
Lubech Kantorei, Stuttgart Chamber
Orch./Munchinger
SET346-8 (12/67) Decca
1386 London

D Anon treble, Esswood, Equiluz,
Nimsgern, Vienna Boys’ Choir,
Chorus Viennensis/ VCM/
Harnoncourt
FKé 35022 (12/75) Selecta/Telefunken~

CHROMATIC FANTASIA AND

FUGUE IN D MINOR, BWV903;

ITALIAN CONCERTO IN F, BWV971;

TOCCATA IN D, BWV912; FRENCH

SUITE NO. 5 IN G, BWV316

O Malcolm
ECS788 (10/76) Decca Eclipse
6197 London

Left: One of the chorale pre-
ludes from Bach’s Orgel-
biichlein, in his own hand.

CONCERTO IN D MINOR FOR 2
VIOLINS, BWV1043
0O Grumiaux, Toyoda/New Philh./
Waart/Vin. and Oboe Cone.; Vivaldi
©500 119 {9/71) Phonograms
O Bean, Sillito, Virtuosi ot England
Davidson/Vin. Cones. in A niinor, F
CFP0244 (8/70)
CONCERTO IN D MINOR FOR
VIOLIN AND OBOE, BWV10600
O Menuhin, Goossens/Bath Festival
Handel, Vivaldi
ASDS00 (11/02) ENI/HMV
0 Grunuaun. Holliger/New Philh
Waart/Double Vin. Conc.; Vivaldi
6500 119 (9/71) Phonogram
O Perlman, Black, ECO/Barenboim/
Vin. Conc. in A minor; Vin. Conc. in
D minor
ASD3076 (0/75) ENII/HNV
ENGLISH SUITES, BWV806-11
O Dreyfus
2533 164-6 (9-76) DG Archivs
O Leonhardt
6709 500 (10/77) Phonogram
FRENCH SUITES NOS. 1-6, BWV812-7
O Gilbert
HMU438 (8/70) Rediffusion/Harmomnia
O Leonhardt
6709 500 (10/77) Phonogram
GOLDBERG VARIATIONS, BWVo83
O Leonhardt
AW6 41198 Selecta/ Telefunken«

HARPSICHORD CONCERTOS

[11-7. Malcolm, Menuhin Festival,
Menuhin
SLS5039 (5/76) HMV

ITALIAN CONCERTO

1 Malcolm/Chromatic Fantasia;
Fantasia in C min.; ote.
SXLP30141 (5/72) ENI/HMV
6197 London

MAGNIFICAT

0O Ameling, van Bork, Watts, Krenn,
Krause, Vienna Acad. Chor,
Stuttgart CO/Munchinger/Cantuta
No. 10
SXLe400 (10/09) Decca
26103 London

NASS IN B MINOR (Cpte.)

0 Ameling, Minton, Watts, Krenn,
Krause, Chorus/Stuttgart CO
Munchinger
SET477-8 (3/71) Decca
1287 London

0 Palmer, Watts, Tear, Rippon, Amor
Artis Chorale/ECO/Somary
VSD71190 (7/75) Pye Vanguard
71190 Vanguard

ORGAN WORKS
Toccata and Fugue in D min.;
Passacaglia in C nmun.; Preludes and
Fugues in A min. and D

0O Chorzempa
6500 214 (2/71) Phonogram«
Toccata and Fugue in D min., Pastoral
in F; Prelude and Fugue in G min.;
In dulci jubilo; Von Himmel hoch;
Nun treut euch, Ich ruf zu dir;
Herzlich tut mich; Valet will ich

O Walcha
2565 002 (4/72) DG Heliodor
Fantasia and Fugue in G min.;
Preludes and Fugues in E tlat, F mun.
and B min.

[0Walcha
138958 (7/63) DG
Fantasia and Fugue in C min.,
BWV537, Fantasia and Fugue in G min,,
BWV542; Passacaglia in C min.,
BWV582, Toccata and Fugue in D
min., BWVse65

[ Rogg
EXP2 (1/65) Peerless Oryx
Prelude and Fugue in D major,
BWV532; Trio Sonata No. 2 in
C min., BWV526; Chorale Prelude, O
Lamm Gottes, BWV656; Pastorale in
F, BWV590

ORogg
EXP51 (8/72) Peerless Oryx

Fantasta and Fugue in G qunor,

BWYV542, Fugue in D major, B\WV577;

Prelude and Fugue in B minor,

BWV544, Toccata and Fugue in F

major, BWV540; Concerto No. 2 in

A\ minor atter Vivaldi, BWV3503
1Kynaston

CFP40241 (11/76) Classics tor Pleasure
3 PARTITAS FOR SOLO VIOLIN; 3
SONATAS FOR SOLO VIOLIN

] Grumiaux

SAL3472-4 (12/09) Phonogram
O Suk

SLS828 (2/72) HINV
ST JOHN PASSION (Cpte.)

O Harper, Hill, Hodgson, 1’ears, Burgess,
Tobin, Thompson, Tear, Shirley
Quirk, Howell, Wandsworth School
Choir, ECO/Britten
SET531-3 (7/72) Decca
13104 London

ST MATTHEW PASSION (Cpte.)

O Pears, Fischer-Dieskau, Berry, Casa,
Gedda, Kraus, Schwarzkopt, Evans,
Ludwig, Brown, Watts/

Hampstead Church Chotr/Philh.

Orch. & Ch./Klemperer

SLS827 (6/72) HMV
O Ameling, Hottgen, Pears, Wunderlich,

Prey, Krause, Blankenburg,

Messthaler, Stuttgart Chamber Orch./

Munchinger

SET288-91 {3/65) Decca
6 SONATAS FOR VIOLIN AND
KEYBOARD
O Metkus, Dreyfus

2708 032 (8/76) DG*

SUITES (Cpte.)

00 ASMF/Marriner
ZRG687-8 (9/71) Decca Argos

DECO/Leppard
6500 067-8 (4/72) Phonogram
7750 035 Philips

© SUITES FOR SOLO CELLO

O Tortelier
SLS798 (3/71) HMV

VIOLIN CONCERTO IN A MINOR,

BWV1041

OMichelucci/I Musici/Cone., in E;
Double Conc.

6580 021 (3/72) Phonogram
[0 Menuhin/Masters Chamber Orch./

Bach: VIn. Concs.

ASD346 (6/60) EMI/HMV

60258 Seraphim
O Perlman/ECO/Barenboim/ Vin. Conc.

n D minor; Vin and Oboe Conc.

ASD3076 (0/75) EMI/HMV

$-37076 Angel
O Sillito/ Virtuosi ot England/Davison/

Conc. in E; Double Conc.

CFP40244 (8/76) Classics for Pleasure
O Melkus/Vienna Capella Academica/

Conc. in E; Double Conc.

2533 075 (11/71) DG Archiv«
VIOLIN CONCERTO IN E, BWV1042
O Menuhin/Orch./Menuhin/ Bach:

Vin. Concs.

ASD346 (6/60) EMI/ZHMV
O Bean/Virtuosi of England/Davison/

Conc. in A minor; Double Conc.

CFP40244 (8/76) Classics for Pleasure
O Melkus/Vienna Academica/Conc. in

A minor; Double Conc.

2533 075 (11/71) DG Archiv




MILY BALAKIREV

(b. Nijni-Novgorod 1837; d. St Petersburg 1910)

He was the animator and mentor of a mid-nineteenth
century group of Russian composers (Cui, Mussorgsky »,
Rimsky-Korsakov » and Borodin ») who became known
as the “kuchka” or “mighty handful” and, inspired by the
example of Glinka », were dedicated to the cause of
musical nationalism. Balakirev, a talented pianist, was
obliged by financial pressures to give up much of his time
to teaching —in which his finicky and dictatorially didactic
temperament found scope—and in 1862 became assistant
director of the newly-founded Free School of Music in St
Petersburg, where he conducted orchestral concerts at
which works by members of his group and such composers
as Berlioz », Schumann » and Liszt » were introduced. In
that same year he spent some time in the Caucasus, where
he was much influenced by exotic Circassian and Georgian
melodic idioms; the first results of this were some songs
and the “oriental fantasy” Islamey, a brilliant and colourful
showpiece for piano demanding great technical virtuosity.

His ceaseless, close supervision of his disciples’ work
—he not only suggested ideas, themes and keys but
constantly interfered in matters of detail, altering or re-
composing passages which dissatisfied him—became
tyrannical, and sooner or later they all fell out with him;

and by his heated championship of musical nationalism
he aroused much opposition. At various times he suffered
from severe depressions {the worst in 1871, when he had a
complete breakdown and became a religious fanatic), so
that work on his compositions was fitful, and his career as
a conductor and, by this time, as director of the Free
School was often interrupted, sometimes for long periods.
In 1883, despite the hostility aroused by his tactlessness,
he was appointed director of the Imperial Court Chapel;
on retiring from this post eleven years later he threw
himself into writing, completing the Symphony in C
major he had begun 30 years earlier— which well exemp-
lifies his powers of invention, his fine craftsmanship and
mastery of structure. He also arranged a collection of
Russian folksongs and composed a number of short piano
pieces and his Lisztian piano sonata, the first movement of
which, most originally, combines fugue with sonata form.
His earlier symphonic poem Thamar is based on a
barbaric legend by Lermontov; one of the melodies in
his Owerture on three Russian themes also appears
in the finale of the Fourth Symphony of Tchaikovsky
», who was a friend of his although not sharing his
ideals.
ISLAMEY — ORIENTAL FANTASY
D Katchen/Rachmaninov: Pro. Conc. 2
SDD181 (10/68) Decca Ace of
Diamonds
STS-15086 London
SYMPHONY NO. 1IN C
[ RPO/Beecham/Borodin
SXLP30171 (10/74) EMY/HMYV
$-60062 Seraphim
THAMAR

[0 SRO/ Ansermet/Glazunov
ECS642 (6/72) Decca Eclipse

Left & right: Mily Balakirev,
who gave the impetus and lead
to the ‘mighty handful’ of
Russian nationalist composers
who included Rimsky-
Korsakov, Borodin, Cui and
Mussorgsky.

GLAZUNOV: THE SEASONS

Pans Conservatoire Orchestra - WOLFF
BALAKIHEV: SYMPHONIC POEM ‘THAMAR'
L'Orchastra de |a Suisse Romande - ANSERMET
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BELA BARTOK
(b. Nagyszentmiklds 1881; d. New York 1945}
Bartok's stature as one of the major figures in the music of
the first half of the twentieth century transcends that
which he earned as the greatest composer Hungary has
produced, though his universality is deeply rooted in his
nationalism. He was an eclectic who was able to absorb
diverse new developments, welding them on to the
classical tradition to forge an individual language which
bridged idioms from Eastern and Western Europe. His
music, for all its intellectual virtuosity, is at the same time
spiritual and intensely emotional, in an unobvious way,
but like much great art does not easily yield up its
treasures at a first encounter.

A frail child, he was brought up by his mother, who
scraped to enable him to study music in Pozsony

(Bratislava), where he fell under the influence of his
slightly older contemporary Déhnanyi », a follower of
Brahms », who was a frequent visitor to Hungary at that
time. As a result, Barték followed Déhnanyi to Budapest,
where he excelled as a pianist but remained unproductive
as a composer until he was galvanised into activity by
hearing a concert of works by Richard Strauss®». This
allegiance however did not last long, and from 1905 he
became immersed in research into genuine Hungarian,
Rumanian and Bulgarian folk music (which had been
neglected in favour of synthetic gipsy styles), and in
company with Kodaly » collected and arranged a vast
amount of this material, whose irregular rhythms and

Below: Béla Barték, Hungary's
greatest composer and one of
the leading musical figures of
the first half of this century.




BELA BARTOK

non-diatonic melodies, which suggested dissonant or
bitonal harmonies to him, left a deep and lasting
impression on his own creative style.

His music met with considerable opposition, and it was
not until 1918, with the success of his brooding but
powerful opera Bluebeard's castle, that he began to attract
attention —though mostly abroad, for in Hungary he was
viewed askance politically; even so, his expressionist
ballet The miraculous mandarin was widely banned
because of its erotic and violent subject. Nevertheless, his
Dance suite was commissioned to commemorate the
fiftieth anniversary of the union of Buda with Pest, and
Bartok himself declared that this marked a watershed in
his development. His progression from Brahms, Liszt »,
Debussy » and Strauss to a tough expressionism was now
to be balanced by a movement through neo-classicism, as
in the First Piano Concerto, to romanticism. The increasing
Nazification of Hungary drove Bartdk to leave his native
country, where he received but grudging recognition, for
the USA, which he had already visited as a pianist. The
strain of making ends meet there, with only a modest two-
year research grant from Columbia University and
constant concert-giving to alleviate his financial straits,
took toll of his never robust health; from 1942 he lived in
dire poverty on virtually nothing but his meagre royalties

o

Saren

|

plus a few commissions, such as for the Concerto for
orchestra and a Viola Concerto he did not live to finish.

Bartdék's works written in America, particularly the
witty Concerto for orchestra and the engaging Third
Piano Concerto, are his most accessible and have become
repertoire classics; but he had been gradually moving
towards a mellower, more direct idiom after the
impressionistic 1936 Music for strings, percussion and
celesta (in which Stravinsky’s » influence is discernible and
which, like the Third Piano Concerto, contains one of
Bartok’s mysteriously beautiful “night music” movements)
—most notably in the 2nd Violin Concerto and the high-
spirited Divertimento for strings which, like all his
orchestral music, is scored with great subtlety. His large
output for piano runs the gamut from his percussive,
dissonant concert works to the simplicities of his folk-
inspired children's pieces (as in the Mikrokosmos col-
lection); but without doubt his greatest legacy is the six
string quartets, the most masterly contributions to the
medium between Beethoven » and Shostakovich ».
Highly charged emotionally, and extremely exacting to
play, they illustrate Bart6k's stylistic progress—but Nos 3
and 4, the most austere, uncompromising and experi-
mental, are best left until his more accessible works have
been fully digested.

BLUEBEARD'S CASTLE
O Ludwig, Berry/LSO/Kertesz
SET311 (5/66) Decca
1158 London
O Troyanos, Nimsgern/BBC SO/Boulez
76518 (9/76) CBS
M-34217 Columbia
CONCERTO FOR ORCHESTRA
O LSO/Solti/Dance Suite
SXL6212 (12/65) Decca
6784 London
[ Boston SO/Kubelik
2530 479 (6/75) DG+
O LPO/Pritchard
CFP176 (12/71) Classics for Pleasure
DANCE SUITE
OLSO/Solti/Concerto
SXL6212 (12/65) Decca
6784 London
DIVERTIMENTO FOR STRINGS
OMoscow CO/Barshai/ Vivaldi
SDD417 (7/74) Decca Ace of Diamonds
STS 15364 London

> = i O ASMF/Marriner/Music for
— . — Vo) =z = = “a . A = strings, percussion and celesta
s frz ;# T £ A eSO -7 7 ZRG657 (2/70) Decca Argox
IS U4 ’.2; i, 54> YL% ‘72.&.7.“ , THE MIRACULOUS MANDARIN—
e A =i i BALLET
o - ‘ol é‘ Fal O Suite: SWDR Orch./Reinhardt/ The
R 4 O R o8 o Wooden Prince
= ')Z/g Yl é*pﬁ.‘;-:/m\?&§ pat i TV34086S (12/67) Decca Turnabout
= = 34086 Turnabout
N F A é; ’-_-} O Suite: LSO/Solti/ Music for Strings
Ly B Ay 3 oy - 5XL6111 (11/64) Decca
-, 5 Rl
.7,;3,,7’,"."}'2 ",’F‘VB}' BT ANAGA PR ATl 6783 London
w5 S & == [0 BBC SO/ Dorati/Prokofiev
| ';If R A ;f\ O < ’{?. o g 6582 011 (2/76) Phonogram
e e o yy i Lo ybp, CNATIPR, By MIKROKOSMOS VOL. 6; OUT OF
TebEIL YR . 4 ]%7 Liw Q&‘?ﬁj f_',‘fg?z;f 7 h;? g ';ngﬂ Y pTEEYY DOORS—VOLS. 1 & 2; SONATINA
3 ~ = </ & £ OBishop
N = : = 6500 013 (9/70) Phonogram
— = MUSIC FOR STRINGS, PERCUSSION
AND CELESTA
Go OBBC SO/Boulez/Stravinsky: Firebird
=l - é\ =0 e = — 0 72652 (9/68) CBS Classics
e T  S—n NI, N A T e = it MS-7206 Columbia
vyietubet $Ripr % j\‘“b'f 5 ? = yh b)’.@?l‘ \’ﬂh\'\?’ Nridrn g o7 0 ASMF/Marriner/
ey i ) ~ i el ZA e 5 sl
2 ~ ~ o N RY S e Ak Divertimento
— { ZRG657 (2/70) Decca Argo
s e T - = . PIANO CONCERTOS NOS. 1-3;
§o97'¢\u?‘7‘5¢k 7R: t'\‘fbb g Ry '7?1 Ny ‘ﬁff?kh 7 ﬁ'7 wdY Ry v RHAPSODY FOR PIANO AND
A 5 Pl £ 43 [ S A BT S m o N2 7 ORCHESTRA
!" T N T N (D N [ alied o O Anda/Berlin RSO/ Fricsay
. 1 —— = N SIRAGy hty 2 |- 3653 2726 005 (4/73) DG
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PIANO CONCERTO NO. 1IN A

0O Bishop-Kovacevich/LSO/C. Davis,
Cane. 3
9500 043 (7/70) Phonogram=

PIANO CONCERTO NO. 3INE
Katchen/LSO/Kertesz/ Ravel
SXL6209 (9/06) Decca

Ranki/Budapest PO/ Ferencsik

Viola Conc

SLPX11421 (3/70) Hungaroton,
Selecta

Bishop-Kovacevich/LSO/C. Davis
Corne. 1

9500 043 (7/76) Phonogram

QUARTETS 1-0

] Hungarian Quartet

2733 001 (10/74) DG Privilege

CBS Classics
D3S-717 Columbia
RUMANIAN FOLKDANCES
11 Musici/ Britten: Simple Sym.; Barber
Adagio; Respighi: Ancient Airs and
Dances— Suite 3
6580 045 (6/73) Phonogram
SONATA FOR 2 PIANOS AND
PERCUSSION
1Eden, Tamir, Holland, Fry/Poulenc:
Dble. Pro. Son.
SXL6357 {10/68) Decca
6583 London
VIOLIN CONCERTO NO. 2
O Perlman, LSO/ Previn
ASD3014 {10/74) EMI/HNV
S$-37014 Angel
0 Chung/LPQ/Solti
SXLée802 (4/78) Decca
THE WOODEN PRINCE—BALLET
[ Suite: SWDR Orch./Reinhardt./
Mandarin
TV340865 (12/67) Decca Turnabout«

Right: Bartok's researches shed
a completely new light on the
true nature of Hungarian folk
music.

Far left: The beginning of the
second movement (Marcia) of
Bartok's 6th String Quartet
{composed in 1939).
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ARNOLD BAX

(b. London 1883; d. Cork 1953)

The “Celtic twilight"” atmosphere which pervades much of
Bax’s music has misled some people into thinking of him
as an Irish composer; but this was not the case, although
he was strongly drawn to Ireland and its literature.
Indeed, he himself published literary works under an Irish
pseudonym, and his first orchestral piece, the charming In
the faery hills, was based on a work by W. B. Yeats. A
modest and diffident figure who shunned the public
limelight, he was in private a quick thinker, a witty
conversationalist, and brilliant pianist with a quite ex-
ceptional skill in sight-reading even the most complicated
orchestral score at the piano. His enormous facility —his
output in all fields, except opera, which he never
attempted, was very large indeed —ironically dwindled
after his appointment as Master of the King's Music in
1942 (he had been knighted five years previously); but
another facet of his abundant invention is to be seen in the
luxuriant texture and sensuous colouring of his music.
This complexity of decoration has in fact sometimes
proved a stumbling-block to his wider appreciation,
though beneath the rich chromatic arabesques his thinking
is fundamentally diatonic: similarly, his music often
appears to be impressionistically rhapsodic, but its form is
usually quite clear.

Bax described himself as “a brazen romantic, by which I
mean that my music is the expression of emotional states”,
and his idiom remained remarkably constant and recognis-
able throughout the forty years of his composing

PIANO WORKS
0 Burlesque; Gopack; May night in the
Ukraine; Romance; Sleepy head;
Sonata No. 4 in G major: Loveridge
RCS26 (8/65) Lyrita
SYMPHONY NO. 2
OLPO/
SRCS54 (6/71) Lyrita
SYMPHONY NO. 5 IN C SHARP
MINOR
OLrO/Leppard
SRCSS8 (5/72) Lyrita
TINTAGEL: THE GARDEN OF
FAND; NORTHERN BALLAD NO. 1;
MEDITERRANEAN
BOLPO/Boult
SRCSe2 (10/72) Lyrita
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Inset right: Armold Bax, the ‘brazen
romantic’, at the age of 40, when
he was working on his Second
Symphony.

Right: The honours which fell
on Bax ironically coincided with
a marked decline in his hitherto
voluminous output.

22

career—deeply poetic and nostalgic, with occasional
outbursts of almost aggressive energy. Behind many of his
works lies a literary programme, though only rarely was
this explicitly stated, as in The garden of Fand (a legend of
the sea); others, such as November woods, The tale the
pine-trees knew and the Debussyan Tintagel, his best-
known work, may be described as mood-pictures.

Bax’s splendid choral works, such as Mater ora filium
and This worldes joie, and his many distinguished songs
have recently been much neglected, as has his voluminous
chamber music, which includes such undisputed master-
pieces as the nonet and the sonata for viola and piano. The
first of his three string quartets, like the third of his four
piano sonatas, incidentally shows to what extent Bax
could re-create the contours of Irish folksong. He wrote a
quantity of short piano pieces besides the sonatas (which
are more epic in character); but his reputation nowadays
rests more on his orchestral music, particularly the seven
symphonies, all written after 1920, which though seem-
ingly diffuse at a first hearing are firmly cast in a three-
movement mould. In these, where Bax's thought is at its
most passionate and intense, there is frequent thematic
inter-relationship between movements. The symphonies
however differ widely in mood: the Second is imagina-
tively introspective, the Third ultimately achieves serenity
after stress, and the Fifth (perhaps his finest and most
direct-speaking), emerges triumphantly from the
shadows.




LUDWIG VAN BEETHOVEN

(b. Bonn 1770; d. Vienna 1827)

While the standing and popularity of most other com-
posers wax or wane in successive generations, Beethoven's
towering stature has always claimed the allegiance both of
musicians—who have recognised in him a creative spirit
of genius who vastly expanded the form, vocabulary and
emotional range of music, and epitomised the new age of
liberal idealism after the French Revolution—and of the
musical public, in whose hearts his stirring, subjective,
passionately affirmative works have won an unshakeable
place. Two generations of his family, which was of
Flemish origin, had been in the service of the Elector of
Cologne— his grandfather as kapellmeister, his father as a
tenor singer—and it was therefore natural that, after his
worthless father had attempted to exploit him as a child
prodigy, he also should enter the Elector’'s employ, as
harpsichordist, court organist, and subsequently viola-
player in the opera orchestra. His brilliance at keyboard
improvisation attracted the attention of various aristo-
crats, who helped him in his struggles to maintain his
younger brothers and drunken father (who had been
dismissed); and when his father died their introductions
and support were invaluable to the young Beethoven
when, in 1792, he moved to Vienna for good to study
and to make his livelihood as pianist, teacher and com-
poser.

There were many striking contradictions in Beethoven.
Though ill-favoured, unkempt, blunt, conspicuously
lacking in the social graces, and an ardent egalitarian, he
enjoyed the company of numerous noble families (to
whom the bulk of his music is dedicated) and frustratedly
fell in love with several young ladies far above him in
station. He was quick-tempered, aggressively self-assured
and proud, but his vitality and genius won him many
devoted friends. He rebelled against the old system of
patronage, making his living as a freelance, and detested
Napoleon for betraying republican principles and accept-
ing the crown as Emperor (which caused him to slash out
the original dedication to Napoleon of the Eroica Sym-
phony), yvet only a generous annuity from three noble
patrons stopped him accepting the post of court kapell-
meister to the French puppet kingdom in Westphalia.
Despite the high-minded tone he adopted (for example
expressing abhorrence of the “frivolity” of Mozart's comic
operas) he had no scruples about cheating his publishers.
He was a poor manager, and lived alone in squalor even
when financially most successful; but a powerful factor
in his distrust of people and prickly self-reliance was
the deafness which began to afflict him before the age
of 30.

He realised, with an anguish that brought him close to
suicide, that this was incurable, and had to give up all
thoughts of performing; but by 1819 he was totally deaf
and could communicate with others only through a note-
pad. What is truly remarkable is that his greatest master-
pieces all come from this period. The sense of isolation and
constriction, allied to his natural impatience and rebel-
liousness against curbs, often impelled him to make
demands on voices and instruments then (and sometimes
even now) considered excessive —the high tessitura of the
chorus sopranos in the Missa Solemnis, the gambolling of

Right: An impressiyn by J. D. Bshm of Beethoven out walking.




LUDWIG VAN BEETHOVEN

Top right: The interior of the
Beethoven house in Bonn,
showing the last pianoforte
which belonged to him.

Right: Some of the many ear-
trumpets with which Beethoven
vainly attempted to cope with
his total deafness.

Centre: The Vienna memorial to
Beethoven, friend of aristocrats
but an ardent republican at
heart,




the double-basses in the scherzo of the Fifth Symphony,
the jagged and desperately striving sonorities of the
Grosse Fuge for string quartet, the Olympian thunder of
the Appassionata and Hammerklavier piano sonatas are
examples; it also made possible the metaphysical depths of
his so-called “third period” late works, which seemed
incomprehensible to most of his contemporaries. In some
of their slow movements, such as those of the Ninth
Symphony, the A minor string quartet and the Op.111
piano sonata, he attained a transcendental tranquillity
which lies at the bounds of human experience.

The social idealism which informs much of his music is
evident from his choice of subjects, which centre on the
theme of liberty: Fidelio, his only opera—which underwent
many vicissitudes—is a broadside aginst political oppres-
sion, and a celebration of courageous wifely devotion;
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BAGATELLES
01-24. Brendel

TV34077S (2/67) Decca Turnabouts
01-24. Bishop-Kovacevich

6500 930 (1/76) Phonogram
CONCERTO IN D FOR VIOLIN AND
ORCHESTRA

OIM. Price, Ludwig, Ochman, Talvela,
Vienna State Opera Chorus, VPO/
Bohm
2707 080 (0/75) DG*

O Janowitz, Ludwig, Wunderlich, Berry/
Vienna Singverein/Berlin PO/Karajan
2726 048 (11/76) DG

O Suk/NFO/Boult
ASD2667 (3/71) EMI/HMV
$-353 Vanguard
O D. Oistrakh, Philh./Cluytens
SXLP30168 (11/74) EMI/HMV
0 Grumiaux/ Concertgebouw/Davis
6500 775 (3/75) Phonograms
O Krebbers/Concertgebouw/Haitink
6580 115 (2/76) Phonogram
O1. Oistrakh/VSO/D. Oistrakh
GL25005 {10/7¢) RCA Gold Seal
CONCERTO IN C FOR VIOLIN,
CELLO, PIANO AND ORCHESTRA
O Beaux Arts Trio/LPO/Haitink
9500 382 (4/78) Phonogram
OD. Qistrakh, Rostropovich, Richter,
Berlin PO/Karajan
ASD2582 (9/70) EMI/HMV
$-36727 Angel
EROICA VARIATIONS
O CurzonySchubert
SXL6523 (1/72) Decca
6727 London
[ Brendel
TV34251DS (3/71) Decca Turnabout
FIDELIO
O Cpte. Ludwig, Vickers, Hallstein,
Unger, Frick, Berry, Crass, Chorus,
Philh./Klemperer
SLS5006 (5/75) HMV
5-3625 Angel
MASSINC
0 Ameling, Baker, Altmeyer, Rintzler,
NP Chorus, NPO/Giulini
ASD2661 {6/71) EMI/HMV
$-36775 Angel
O Palmer, Watts, Tear, Keyte, St.John's
College/ ASME/Guest
ZRG739 (5/74) Decca Argos
MISSA SOLEMNIS
O Soderstrom, Hoffgen, Kmentt,
Talvela, NP Chorus, NPO/Klemperer
SL5922 (7/66) HMV
$-3679 Angel

2707 030 DG
PIANO CONCERTOS (Cpte.)
O Ashkenazy/Chicago SO/Solti
SXLG6594-7 (9/73) Decca
2404 London
0O Bishop-Kovacevich/BBC SO and
LSO/Davis
6747 104 (10/75) Phonogramsx
[ Brendel/LPO/Haitink
6767 002 (11/77) Phonogram=
PIANO CONCERTO NO.1INC
MAJOR
O Kempff/Berlin PO/1Leitner
138774 (6/62) DG
OKatchen/LSO/Gamba/Choral
Fantasia
STS-15211 London
SDD227 (4/70) Decca Ace of Diamonds
O Ashkenazy/Chicago SO/Solti/
Sonata 8
SXLe651 (2/76) Decca
6853 London
0O Arrau/Concertgebouw/Haitink/
Sonata 6
6580 122 (4/76) Phonogram
PIANO CONCERTO NO. 2 IN BFLAT
MAJOR
D Kempif/Berlin PO/1Leitner/Conc. 4
138775 (9/62) DG
O Katchen/LSO/Gamba/Conc. 4
SDD228 {4/70) Decca Ace of Diamonds
S$TS-15212 London
0O Bishop-Kovacevich/BBC SO/Davis/
Conc. 4
6500 975 {2/76) Phonogram
0 Ashkenazy/Chicago SO/Solti/Son.
21
SXL6652 (1/76) Decca
6854 London
PIANO CONCERTO NO. 3IN C
MINOR
O Kemptt/Berlin PO/Leitner
138776 (7/62) DG

Goethe's Egimont, to which he wrote incidental music, is a
drama of struggle against tyranny; a theme associated
with the heroic Prometheus in an early ballet of his
reappears in a set of piano variations and again for the
finale of the Eroica Symphony; and the choral finale of the
Ninth Symphony is a setting of Schiller's “Ode to Joy”, a
hymn to the brotherhood, and freedom, of man.
Beethoven wrestled not only with concepts which lay far
beyond the experience of his great predecessors Haydn »
(with whom he had as a youth taken some abortive
lessons) and Mozart », but with his actual material: he was
‘a slow worker, and his habit was to jot down ideas in
sketchbooks he always carried with him, to mull them
over in his mind, and constantly to reshape and polish
them until the original thought, often naive or banal,
emerged as something striking and significant,
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0 Bishop-Kovacevich, BBC SO/Davis/
Pathetique Son,
6500 315 (1/73) Phonogram

0 Ashkenazy/Chicago SO/Solti/Son. 26
S$XL6711 (11/75) Decca
6855 London

0 Arrau/Concertgebouw/Haitink
6580 078 (6/76) Phonogram«

O A. Fischer/Bavarian State Orch./
Fricsay/Mozart: Rondos
2548 238 (8/76) DG Heliodor

PIANO CONCERTO NO. 4 ING

MAJOR

O Kempft/Berlin PO/Leitner/Conc. 2
138775 (9/62) DG

O Gilels/Philharmonia/Ludwig/Mozart:
Vin. Cone. 3

O Serkin/ Moonlight and Appassionata
Sons.
72148 (2/64) CBS
MS-6481 Columbia
O Arrau/Moonlight; Appassionata
6599 308 (5/74) Phonogram«
(] Ashkenazy/ Waldstein; Les Adieux
SXL6706 (5/75) Decca
6921 London
O Brendel/Sonatas 18 & 19
a500 077 (12/76) Phonogram«
PIANO SONATA NO. 14 INC
SHARP MINOR, OP. 27 NO. 2
(MOONLIGHT)
O Barenboim/Pathetique; Appassionata
HQS1076 (3/67) EMI/HMV
O Arraw/Pathetique; Appassionata
SXLP3008¢ (10/67) EMI/HMV 6599 308 (5/74) Phonograms
O Katchen/1LSO/Gamba/Conc. 2 PIANO SONATA NO. 17 IN D
SDD228 (4/70) Decca Ace of Diamonds MINOR, OP. 31 NO. 2 (TEMPEST)
0J Richter-Hasser/Philh. Orch./Kertesz O Bishop-Kovacevich/Sonata No. 18
CFP155 (12/73) Classics for Pleasure 6500 392 (3/74) Phonograms
O Ashkenazy, Chicago SO/Solti/ PIANO SONATA NO. 21 IN C, OP.
Leonore Overture No. 3 53 (WALDSTEIN)
SXL6654 (5/75) Decca O Gilels/Sonata No. 28
6856 London 2530 253 (11/72) DG
O Pollini/VPO/Bohm O Ashkenazy/Pathetique; Les Adieux
2530 791 (3/77) DG+ SXL6706 (5/75) Decca
PIANO CONCERTO NO. 5 IN EFLAT (O Brendel/Op. 110
MAJOR (‘EMPEROR’) 6500 762 (11/75) Phonogram
0 Kempff/Berlin PO/Leitner PIANO SONATA NO. 23 INF
138777 (5/62) DG MINOR, OP. 57 (APPASSIONATA)
O Curzon/VPO/Knappertsbuch O Gilels/Sonata No. 6
SPA334 (7/74) Decca 2530 406 (5/74) DG+
O Lill/Scottish National/Gibson O Arraw/Pathetique; Moonlight
CFP40087 (10/74) Classics for Pleasure 6599 308 (5/74) Phonogram«
O Arraw/Concertgebouw/Haitink O Serkin/Pathetique; Moonlight
6580 094 (12/74) Phonogram 72148 (2/64) CBS
6570 086 Philips Festivo MS-6481 Columbia
O Ashkenazy/Chicago SO/Solti/Egmont [ Rubinstein/Son. in C, Op. 2 No. 3

Ov. SB6633 (6/60) RCA
SXL6655 (5/75) Decca LSC 2812 RCA
6857 London O Ashkenazy/Sonata No. 7

PIANO QUINTET IN E FLAT, OF. 16 SXLe603 (10/73) Decca
O Panhoffer/Vienna Octet 6821 London
SDD256 (10/70) Decca Ace of Diamonds PIANO SONATA NO. 24 in F#
PIANO SONATA NO. 8 IN C MINOR, OP. 78
MINOR, OP. 13 (PATHETIQUE) 0O Arraw/Sonata No. 29
O Rubinstein/Moonlight and Les Adieux 6580 104 (11/75) Phonogram
Sons. 6833 145 Philips
SB6537 (6/63) RCA
LSC-2654 RCA
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LUDWIG VAN BEETHOVEN

His nine symphonies, his concertos (five for piano, one
for violin—arguably the greatest in violin literature), his
16 string quartets and 32 piano sonatas, and his ten
sonatas for violin and five for cello form the core of their
respective repertoires and are constantly being recorded.
The chamber music ranges from the relaxed directness of
the early Rondino for wind and the Septet, through the
masterly mid-period "“Rasumovsky” quartets and the
“Archduke” piano trio (each named for its dedicatee), to
the profundities of the Op.131 and 132 quartets. Of the
symphonies the most popular are No. 5, which progresses

PIANO SONATA NO. 25 IN G, OP.79 PIANO SONATA NO. 29 IN B FLAT,
0O Gilels/Sonatas Nos. 26-27 OP. 106 (HAMMERKLAVIER)
2530 589 (12/75) DG+ O Brendel/ Sonata, Op. 78
PIANO SONATA NO. 26 IN E FLAT, 6500 764 (6/75) Phonograms
OP. 81a (LES ADIEUX) [ Brendel
O Barenboim/Op. 49 No. 1; Op. 111 TV34112DS (1/70) Decca Turnabout
HQS1088 (6/67) EMI/HMV 34392 Turnabout
O Brendel/Piano Conc. No. 3 O Arrau/Sonata No. 24
TV34207S (5/68) Decca Turnabout 6580 104 (11/75) Phonogram
[0 Ashkenazy/Pathetique; Waldstein 6833 145 Philips
SXL6706 (5/75) Decca PIANO SONATA NO. 30 INE, OP. 109
O Gilels/Sonatas Nos. 25, 27 O Kempff/Sonata No. 29
2530 589 (12/75) DG+ 138 944 (3/68) DG
PIANO SONATA NO. 27 INE 0 Pollini/Sonata No. 31
MINOR, OP. 90 2530 645 (5/76) DG+
O Gilels/Sonatas Nos. 25-26 O Brendel/Sonatas 6 & 27
2530 589 (12/75) DG+ 9500 076 (11/76) Phonograms
O Brendel/Sonatas 6 & 30 PIANO SONATA NO. 31 IN A FLAT,
9500 076 (11/76) Phonogramsx OP. 110
PIANO SONATA NO. 28 IN A, OP.101 O Kempff/Op. 111
O Gilels/Sonata No. 21 138 845 (3/68) DG
2530 253 (11/72) DG+ 0 Ashkenazy/Sonata No. 32
SXL6630 (8/74) Decca
6843 London
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from dark drama to blazing triumph; the large-scale No. 3,
the Eroica, already mentioned; No. 6, the Pastoral, which
shows the composer’s delight in nature and includes a
programmatic element, although he insisted that it was
“more the expression of feeling than depiction”; and the
mighty No. 9, one of the world's loftiest works of art. With
his individual combination of heroism, boisterous humour
(as in his scherzos, a form he made very much his own),
poetic lyricism (as in the slow movement of the Violin
Concerto) and noble aspiration, Beethoven remains one

of the giants of music.

O Bishop-Kovacevich/Op. 111
6500 764 (6/75) Phonogram
O Brendel/Sonata No.21
6500 762 (11/75) Phonogram
O Pollini/Sonata No. 30
2530 645 (5/76) DG*
PIANO SONATA NO. 32 IN C
MINOR, OP. 111
O Barenboim/Op. 49 No. 1; Les Adieux
HQS$1088 (6/67) EMI/HMV
0O Kempt/Op. 110
138 945 (3/68) DG
O Brendel/Appassionata
6500 138 (6/71) Phonograms
0 Ashkenazy/Op. 110
SXL6630 (8/74) Decca
6843 London
OBishop-Kovacevich/Op. 110
6500 764 (6/75) Phonogramx
PIANO TRIO NO. 6 IN B FLAT
OP. 97 (ARCHDUKE)
O Szeryng, Fournier, Kempff
2530 147 (4/72) DG*

SEPTET IN E FLAT, OP. 20
O Vienna Octet
SDD200 (8/69) Decca Ace of Diamonds
ST5-15361 London
O Melos Ens/Duo in C
HQS1286 (2/73) EMI/HMV
SONATAS FOR CELLO AND PIANO
(Cpte.)
O Chuchre, Panenka/ Variations for
cello and piano
MS1091-3 (1/73) Supraphon
STRING QUARTETS
0 Cpte. Hungarian Quartet
SLS857 (9/73) HMV
STRING QUARTETS, OP. 18
0O Amadeus Quartet
2733 002 (11/74) DG Privilege
OJuilliard Quartet
77362 (12/76) CBS
STRING QUARTET IN F, OP. 18 NO. 1
O Quartetto Italiano/Op. 18 No. 3
6500 181 (2/73) Phonogram
O Gabrieli Quartet/Op. 18 No. 2
SDD478 (4/76) Decca Ace of Diamonds
S$TS-15398 London
STRING QUARTET IN G, OP. 18 NO. 2
0O Quartetto ltaliano/Op. 18 No. 4
6500 646 (6/76) Phonogram
[ Gabrieli Quartet/Op. 18 No. 1
SDD478 (4/76) Decca Ace of Diamonds
STS5-15398 London
STRING QUARTET IN D, OP. 18 NO. 3
0O Quartetto Italiano/Op. 18 No. 1
6500 181 (2/73) Phonogram
STRING QUARTET IN C MINOR,
OP. 18 NO. 4
O Quartetto ltaliano/Op. 18 No. 2
6500 646 (6/76) Phonogram
STRING QUARTETS, OP. 59 NOS. 1-
3; OP. 74; OP. 95
O Vegh Quartet
EXé 35041 (8/76) Selecta/Telefunkens«
STRING QUARTET IN F, OP. 59 NO.1
O Hungarian Quartet
HQS51159 (8/68) EMI/HMV
STRING QUARTET IN E MINOR, OP.
59 NO. 2
DO Hungarian Quartet
HQS51160 (8/68) EMI/HMV
STRING QUARTET IN C, OP. 59,
NO. 3
OHungarian Quartet/Op. 74
HQS1161 (8/68) EMI/HMV
STRING QUARTET IN E FLAT, OP. 74
O Quartetto Italiano/Op. 95
6500 180 (10/72) Phonogram
OWeller Quartet/Op. 95
SDD309 (1/72) Decca Ace of Diamonds
STRING QUARTET IN F MINOR,
QP. 95
O Hungarian Quartet/Op. 59 No. 2
HQS1160 (8/68) EMI/HMV
0 Quartetto Italiano/Op. 74
6500 180 (10/72) Phonogram«
OWeller Quartet/Op. 74
SDD309 (1/72) Decca Ace of Diamonds
STRING QUARTETS, OP. 127, 130,
131, 132, 135; GROSSE FUGE
O Vegh Quartet
FK6 35040 (10/74) Selecta/Telefunkenx
STRING QUARTET IN E FLAT,
OP. 127
O Quartetto Italiano/Op. 135
SAL3703 (4/69) Phonogram



STRING QUARTET IN B FLAT,
OP. 130
0 Quartetto Italiano/Grosse Fuge
SAL3780 (4/70) Phonogram
STRING QUARTET IN C SHARP
MINOR, OP. 131
00 Quartetto Italiano
SAL3790 (4/70) Phonogram
STRING QUARTET IN A MINOR,
OP. 132
O Quartetto Italiano
SAL3638 (9/68) Phonogram
STRING QUARTET IN F, OP. 135
O Quartetto Italiano/Op. 127
SAL3703 (4/69) Phonogram
SYMPHONIES NOS. 1-9 AND
OVERTURES
O Philh/Klemperer
SLS788 (5/70) HMV
SH-3619 Angel
O Chicago SO/Solti
11BB188-96 (9/75) Decca
CS-P9 London
O Leipzig Gewandhaus/Masur
6747 135 (9/75) Phonogram
DO Berlin PO/Karajan
2740172 (10/77) DG*
SYMPHONIES NOS. 1-9
O VPO/Bohm
2740 115 (11/72) DG
SYMPHONY NO. 1IN C
O Berlin PO/Karajan/Sym. 2
2531 001 (4/77) DG
OBerlin PO/Jochum/Sym. 8
2538 074 (12/71) DG Privilege
O ASMF/Marriner/Sym. 2
6500 113 (5/72) Phonogram+
O Bavarian RSO/Jochum/Sym. 8
2548 224 (4/76) DG Heliodor
SYMPHONY NO. 2 IND
O Berlin PO/Karajan/Sym. 1
2531 001 (4/77) DG
3300 456 DG
DO Berlin PO/Cluytens/Egmont Ov.
CFP193 (5/72) Classics for Pleasure
O ASMF/Marriner/Sym. 1
6500 113 (5/72) Phonogram»
SYMPHONIES NOS. 3, 5 AND 7
O Philh/Klemperer/Quertures; Grosse
Fuge
SLS873 (5/74) HMV
SYMPHONY NO. 3 IN E FLAT
(EROICA)
O Berlin PO/Karajan
2531003 (4/77) DG
D VPO/Schmidt-Isserstedt
JB6 (1/78) Decca
OBPO/Cluytens
CFP203 (8/72) Classics for Pleasure
O VPO/Bohm
2530 437 (9/74) DG*
ONYPO/Bernstein
61902 (11/77) CBS
O Concertgebouw/Jochum
6580 137 (11/76) Phonogram
6570 088 Philips Festivo
SYMPHONY NO. 4 IN B FLAT
D VPO/Schmidt-Isserstedt/ Consecration
of the House
JB7 (1/78) Decca Jubilee
D Berlin PO/Karajan
2531 004 (4/78) DG
O Berlin PO/Cluytens/Ouvertures
CFP40001 (12/72) Classics for Pleasure
SYMPHONY NO. 5 IN C MINOR
O Berlin PO/Karajan
2531 005 (4/78) DG
OVPO/C. Kleiber
2530 516 (6/75) DG*
OBerlin PO/Cluytens/Sym. No. 8
CFP40007 (12/72) Classics for Pleasure
D Bavarian RSO/Jochum/Fidelio Ov.
2548 255 (1/77) DG Heliodor
SYMPHONY NO. 6 IN F (PASTORAL)
OVPO/Bohm
2530 142 (2/72) DG
DO NPO/Giulini
ASD2535 (3/70) EMI/HMV
536684 Angel
O Berlirt PO/Cluytens
CFP40017 (2/73) Classics for Pleasure
OBerlin PO/Maazel
2548 205 (11/75) DG Heliodor

BEETHOVEN

SYMPHONY NO.7 IN A

ORPO/Davis
SXLP20038 (6/62) EMI/HMV
537027 Angel

O Berlin PO/Karajan
2531 007 (4/78) DG

0O VPO/Schmidt-Isserstedt/Leonore 3
JB4 (9/77) Decca Jubilee

O Berlin PO/Cluytens
CFP40018 (3/73) Classics for Pleasure

O Chicago SO/Solti/Coriolan Ov.
SXL6764 (6/76) Decca

O VPO/Kleiber
2530 706 (9/76) DG*

SYMPHONY NO.8 INF

O Berlin PO/Karajan/Sym. 9
2707 109 (3/77) DG

O VPO/Abbado/Schubert
SXL6418 (1/73) Decca

O Berlin PO/Cluytens/Sym. No. 5
CFP40007 (12/72) Classics for Fleasure

O VPO/Schmidt-Isserstedt/Sym. 5
JBS (9/77) Decca Jubilee

O Berlin PO/Jochum/Sym. 1
2548 224 (4/76) DG Heliodor

SYMPHONY NO. 9 IN D MINOR

(CHORAL)

OTomova-Sintov, Baltsa, Schreier,
van Dam, Vienna Singverein, Berlin
PO/Karajan
2707 109 (3/77) DG

O Lorengar, Minton, Burrows, Talvela,
Chicago SO/Solti
6BB121-2 {11/72) Decca

O Sutherland, Horne, King, Talvela, V.
St. Op. Chor., VPO/Schmidt-Isserstedt
JB1 (9/77) Decca Jubilee

O Brouwenstein, Meyer, Gedda,
Guthrie, St. Hedwig's Cath. Choir,
Berlin PO/Cluytens
CFP40019 (8/73) Classics for Pleasure
$-60079 Seraphim

DO Sutherland, Procter, Dermota, Van
Mill, Chorus, SRO/ Ansermet
SPA328 (3/75) Decca

THIRTY-THREE VARIATIONS ON A

WALTZ OF DIABELLI

O Brendel
TV341395 (7/68) Decca Turnaboutx

O Bishop-Kovacevich
SAL3676 (1/69) Phonogram

VIOLIN SONATAS NOS. 1-10

DO Perlman, Ashkenazy
D92 D5 (3/78) Decca

VIOLIN SONATA NO. 5 INF, OP. 24

{SPRING)

D Grumiaux/Arrau/Sonata 1
9500 055 (5/76) Phonogram

O Perlman/Ashkenazy/Sonata 4
SXL6736 (7/76) Decca
2501 London

VIOLIN SONATA NO. 9 IN A, OP. 47

(KREUTZER)

OPerlman/Ashkenazy/Sonata 2
SXL6632 (2/75) Decca
6845 London

Above right: Beethoven oblit-
erated the dedication to
Bonaparte of the ‘Eroica’.

Right: Beethoven was swarthy
and short in stature.




VINCENZO BELLINI

(b. Catania 1801; d. nr. Paris 1835)

Bellini’s gentle, uncomplicated, exquisitely lyrical music
was the exact counterpart of this sensitive young Sicilian's
nature. Though he lacked the ebullience and sparkle of his
slightly older contemporaries Rossini » and Donizetti »,
and certainly did not possess their rapidity and fluency of
composition, his operas (he wrote little else) are by no
means always languishing or devoid of drama, nor is his
harmony always as conventional as is sometimes
imagined. His melodies have a sensuously romantic cast,
but behind them lies a Mozartian purity, and they were
admired by Chopin » and—of all unlikely people—
Wagner . The fact that Bellini's works call for, and offer
unrivalled opportunities to, star singers has meant that,
economics being what they are, they are more frequently
encountered on records than in the theatre. In particular
his very high tenor parts, which were written for Rubini,
present a formidable challenge today.

An Italian nobleman paid for him to study at the Naples
Conservatory; and while there he had the good fortune
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that his first opera, performed by fellow-students, was
heard by the very influential Barbaia, manager of several
opera-houses, including the great San Carlo in Naples and
La Scala in Milan. The young composer was offered a
commission for a work for Naples, and when this made a
good impression he was invited to write Il Pirata for
Milan: with its graceful and uncluttered writing for the
voice (a reaction against the over-florid style then
prevailing) it proved a great success and quickly made its
way to other European cities. In 1831 his two masterpieces
were both produced in Milan—La Sonnambula and
Norma, the former a sentimental, idyllic showpiece for a
lyric soprano, the latter more weighty, combining pathos
with grandeur. On Rossini's recommendation he was
invited to compose [ Puritani, a quasi-historical opera, for
Paris: itis burdened by a poor libretto (which, like hisrival
Donizetti's Lucia di Lammermoor of the same year,
contains a “‘mad scene” for the heroine), but Bellini's
orchestration has some deft touches, and the work’s more
extended scope suggests a development which was
unfortunately nipped in the bud when he died at 33.

CONCERTINO FOR OBOE AND

STRINGS IN E FLAT

C Lord/ ASMF/Marriner/Concert
SOL277 (4/05) L'Oiseau-Lyre

O Holliger, Bamberg SO/Maag/Saliene;
Cimarosa; Donizetti
139152 (11/66) DG*

NORMA

2 Caballe, Cossotto, Domingo,
Raimondi, Ambrosian Op.
Chorus/LPO/Cillario
SERS5658-60 (11/75) RCA
LSC-6202 RCA

1L PIRATA

[ Caballe, Marti, Cappuccilli, Raimondi/
Rome RO/Gavazzeni
SLS953 (9/71) HMV
S-3772 Angel

LA SONNAMBULA

O Sutherland, Monti, Corena/Maggio
Musicaléi orentino/Bonynge
SET239-41 (2/63) Decca
1365 London
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Left: Vincenzo Bellini, one of
the many composers whose
developing careers were
tragically and prematurely cut
short. Yet in his one decade
of production, four or

five of his ten operas became
famous throughout Europe
and were welcomed as vehicles
by the greatest singers

of the period.




ALBAN BERG

(b. Vienna 1885; d. there 1935)

Berg's is certainly the most approachable, and possibly the
most likely to endure, of all the music written by the pupils
of Schoenberg » or even by their revered master himself
(to whom Berg dedicated three of his best works). As a
boy from a cultivated Viennese family he had already
written a large quantity of highly emotional, almost
neurotic, songs which reveal his sensitivity to literary
quality, before meeting Schoenberg and enthusiastically
following his comprehensively thorough and strict tuition
for six years. He discarded his youthful efforts and
acknowledged as his first mature compositions the Seven
early songs, which were influenced by Mahler », and the
Piano Sonata. The works of the next few years—the
String Quartet, the Altenberg songs and the Three
Orchestral Pieces—reveal an increasingly dramatic con-
tent, mostly of broodingly melancholy mood; then there
was a long period of gestation until the completion in 1921
of Wozzeck, one of the outstanding landmarks in
twentieth-century opera. Its psychopathic subject is aptly
reflected in its expressionist style and atonal idiom (it
should be remembered that Schoenberg’s theories of
dodecaphony, basing a work on a “tone-row” of “twelve
notes related only to each other”, found expression for the
first time only in 1923, so that Wozzeck is not a 12-tone
work but freely atonal —although the powerful orchestral
interlude in the last act is firmly in D minor). It utilises
Schoenberg's Sprechstimme (speech-song) techniques,
and structurally each of its fifteen scenes is cast in a
definite formal mould—scherzo, rondo, fantasia and

VIOLIN CONCERTO
O Suk/Czech PO/ Ancerl/Bach: Cantata

CHAMBER CONCERTO
O Kozina, Straus/Prague CE/Pesek

Stravinsky: Symphonies of Wind No. 60

Instruments 50804 (8/08) Rediffusion/Supraphon

50679 (10/67) Rediffusion/Supraphon [ Menuhin/BBC SO/Boulez/Bartok:
LULU Rhapsaodies

ASD2449 (3/69) EMI/HMV
WOZZECK
DO Lear, Fischer-Dieskau, Wunderlich,
Melchert, Stolze, Kohn/Berlin
Op/Bohm
2707 023 (12/65) DG

O Lear, Johnson, Dicks, Driscoll,
Fischer-Dieskau/Berlin Op/Bohm
2709 029 (7/68) DG+
LYRIC SUITE FOR STRING QUARTET
[0 Alban Berg Qt/String Quartet
AS6 41301 (12/74) Selecta/ Teletunken-
STRING QUARTET, OP. 3
C Alban Berg Qt/Luyric Suite
AS6 41301 (12/74) Selecta/Teletunken+ Right: Alban Berg.

fugue, and so on. Unpromising as all this may seem, in fact
the opera is imbued with a deep compassion for the
wretched and an imaginative lyric intensity which never
fail to move listeners.

Berg had to wait four years for Wozzeck to be produced
on the stage (Berlin 1925), but it then caused a furore and
made the composer world-famous. After it he turned
again to chamber music: the Chamber concerto for piano,
violin and 13 wind instruments, and the Lyric suite for
string quartet—both illustrating, as had the orchestration
of Wozzeck, his remarkable ear for sonorities; and it was
in part of the latter that for the first time he used the 12-
tone technique to which he was then always to adhere. His
procedures however were less rigid and abstract than
Schoenberg's, and far less austere than those of his fellow-
pupil Webern. A strong vein of romanticism is conspicuous
almost throughout his music, and it is this humanity
which makes it more accessible to the ordinary listener; in
his supreme masterpiece, the 1935 Violin Concerto—
written, unusually for him, very rapidly, under the
compulsion of a vivid sense of tragedy at the untimely
death of an 18-year-old girl—the basic "“row” contains
consonant tonal elements which make possible the
introduction of a Carinthian folksong and, to over-
whelming emotional effect, a Bach chorale. The sheer
beauty and rapt sense of poetry of this concerto,
which reconciles dodecaphony with traditional tonality,
make it the ideal work from which to approach Berg's
music.




LENNOX BERKELEY

{b. Oxford 1903)

The facile description of Berkeley’s music as “Gallic”
which has dogged him throughout his career has blinded
many and prevented them seeing the serious core beneath
the elegant, fastidious surface. Yet he is of partly French
descent and studied the language, which he speaks like a
native, at Oxford; if the term “Gallic” is taken as short-
hand for those qualities of lucidity, restraint and refine-
ment which characterise the finest French composers, the
description is apt enough. The fact that Berkeley, on the
recommendation of Ravel », began his musical studies in
Paris under Nadia Boulanger, absorbing from her a
Stravinsky-flavoured piquancy (akin to that of Poulenc
», to whose memory he later dedicated his Ronsard
sonnets), gave his work an initial slant which set it apart
from that of most of his English contemporaries.

He first attracted attention in the early 1940s with his
transparent-textured Serenade for strings, First Sym-
phony and Divertimento for chamber orchestra: these
were followed by such chamber works as the Violin
Sonatina, String Trio, Viola Sonata and Piano Sonata (he
has always written graceful and polished music for this
instrument, including two concertos and one for two
pianos). Apart from the witty one-act farce A dinner
engagement, his operas have not held the stage; but his
songs attain distinction, with a sympathetic feeling for the
voice and great sensibility towards the poetic stimuli.
Religious texts have called forth his deepest responses, and
the mystical Four poems of St Teresa of Avila and the
finely-moulded Stabat Mater for six solo voices and 12
instruments are outstanding in this regard; the later large-
scale Magnificat represents a rapprochement with the
English festival choral tradition.

Berkeley has been particularly prolific in the chamber
music field, to which he has made valuable contributions.
He was knighted in 1974.

CONCERTO FOR 2 PIANOS AND
ORCHESTRA
[ Beckett, McDonald/LPO/Del Mar/
Symphony No. 1
SRCS80 (11/75) Lyrita
4017 HNH

Below: A recent picture of
Sir Lennox Berkeley.
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PARTITA; DIVERTIMENTO IN B
FLAT; SERENADE FOR STRINGS;
SINFONIA CONCERTANTE (Exc)
O LPO/Berkeley
SRCS74 (9/75) Lyrita
4 RONSARD SONNETS
[J Pears/London Sinforietta/Berkeley/
Bedford; Lutoslawski
HEAD3 (5/74) Decca Headline
SEXTET FOR CLARINET, HORN AND
STRING QUARTET
O Music Group of London/Sonating;
A. Bush
ZRG749 (10/74) Decca Argo
SONATINA FOR VIOLIN AND
PIANO
[1Bean, Parkhouse/Sextet; A. Bush
ZRG749 (10/74) Decca Argo
SYMPHONY NO. 1
O LPO/Del Mar/Concerto
SRCS80 (11/75) Decca Argo
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Above: Berlioz at the age of 57 (from an early photograph).

BEATRICE ET BENEDICT
[ Cantelo, Veasey, Watts, Mitchinson,

Cameron, Shirley-Quirk/St Anthony

Singers/1LSO/Davis
SOL256-7 (2/63) L'Oiseau-Lyre-
BENVENUTO CELLINI
O Eda-Pierre, Gedda, Massard, Soyer,
Herincx, Cuenod, Bastin/Covent
Garden Chorus & Orch/Davis
6707 019 (3/73) Phonogram
LA DAMNATION DE FAUST
[ Veasey, Gedda, Bastin, Ambrosian
Singers, Wandsworth School Boys
Choir, LSO/Davis
6703 042 (1/74) Phonogram+
L'ENFANCE DU CHRIST—
ORATORIO

O Pears, Fleet, Frost, Rouleau, Morison,

Cameron, St. Anthony Singers,
Goldsbrough Orch./Davis
SOL60032-3 (7/61) L'Onseau-Lyre

GRANDE MESSE DES MORTS

(Requiem)

[0 Dowd, Wandsworth School Boys’
Choir, 15O and Chorus/Davis
6700 019 (9/70) Phonogram+

[ Tear/CBSO and Chorus/Fremaux
SLS 982 (9/75) HMV
S-3814 Angel

HAROLD IN ITALY, OP. 18
O Menuhin/Philh./C. Davis

ASD537 (8/63) EMI/HMV

$-36123 Angel
O Mclnnes/French Nat. Orch./

Bernstein

ASD3389 (11/77) EMI/HMV

S$-37413 Angel
LES NUITS D'ETE—SONG CYCLE
[1Baker, NPO/Barbwrolly/ Ravel:

Scheherazade

ASD2444 (2/69) EMI/HMV

5-36505 Angel
ORCHESTRAL WORKS: ROMAN
CARNIVAL OVERTURE; HAMLET—
FUNERAL MARCH; DAMNATION DE
FAUST —ORCHESTRAL PIECES;
BENVENUTO CELLINI—-OVERTURE;
LES TROYENS—ROYAL HUNT AND
STORM
O CBSO/Fremaux

ASD3080 (8/75) EMI/HMV
OVERTURES; LE RO LEAR; LES
FRANCS-JUGES; ROMAN
CARNIVAL; WAVERLEY; LE
CORSAIRE
[I1.SO/Davis

SAL3573 (10/60) Phonogram

835367 Philips




HECTOR BERLIOZ

(b. La Céte-St André, nr. Grenoble, 1803; d. Paris 1869)

“They tell me”, said the King of Prussia amiably, “that you
are the composer who writes for 500 musicians”. “Your
Majesty has been misinformed”, quipped Berlioz, “I
sometimes write for only 450”. On the strength of a
handful of works, the image of the composer who wrote
monumentally for extravagant forces lives on: his Requiem
calls for four brass bands besides a colossal orchestra,
including eight sets of timpani, and a large chorus, the Te
Deum for a triple chorus with orchestra, the Symphonie
funébre et triomphale for massed military bands. But all
these were conceived for public ceremonies on a grand
scale, the last-named for open-air performance; and
though Berlioz could build up apocalyptic climaxes (for
example in the Tuba mirum and Judex crederis of the
Requiem), he often scored with restraint. Undeniably his
leanings were towards the grandiose: his Symphonie
fantastique, a revolutionary work in which for the first
time a composer’s fantasised private life was translated
into orchestral terms, using to that end the structural
device of an idée fixe, was given a long and barely
coherent sequel, Lélio, for narrator, chorus and orchestra;
his greatest opera, Les Troyens, inspired by his love of
Virgil and of Shakespeare, takes five hours to perform—
giving anti-Berliozians (conveniently forgetting the case
of Wagner »)an excuse for not attempting it. On the other
hand, the whole oratorio L'Enfance du Christ is of a
delicacy and transparency which led to the accusation
that he had changed his style (“No”, retorted Berlioz,
“only the subject has changed"); and the song-cycle Les
Nuits d’été shows him at his most exquisitely poetic.
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OVERTURES: LE CARNAVAL
ROMAIN; BEATRICE ET BENEDICT;
LE CORSAIRE; BENVENUTO CELLINJ;
LES FRANCS-JUGES
OLSO/Previn

ASD3212 (6/76) EMI/HMV

$-37170 Angel

Above: Theme from Berlioz's
Harold in Italy.

ROMEO AND JULIET SYMPHONY
OKern, Tear, Shirley-Quirk, Alldis
Choir, L.SO/Davis
6700 032 (12/68) Phonogram
839716/7 Philips
Orch. sections only
O Chicago SO/Giulini
ASD2606 (12/70) EMI/HMV
5$-36038 Angel
O LSO/Davis
6580 052 (1/73) Phonogram
SYMPHONIE FANTASTIQUE, OP. 14
OLSO/Boulez
72704 (2/69) CBS
M-30587 Columbia
O French Nat. Orch./Bernstein
ASD3397 (11/77) EMI/HMV
O Concertgebouw/Davis
6500 774 (3/75) Phonograms
O Berlin PO/Karajan
2530 597 (3/76) DG+

O Sydney SO/Otterloo
GL25012 (10/76) RCA Gold Seal

O French Nat. RO/Martinon
ASD3263 (10/76) EMI/HMV
$-37138 Angel

SYMPHONIE FUNEBRE ET

TRIOMPHALE

O LSO/Davis/Hamlet Funeral March
SAL3788 (3/70) Phonogram
802913 Philips

TE DEUM

[ Tagliavini, Wandsworth School Boys'
Choir, LSO and Chorus/Davis
SAL3724 (7/69) Phonogram
839790 Philips

LES TROYENS

O Veasey, Vickers, Lindholm, Glossop,
Bainbridge, Soyer, Howells, Thau,
Davis/Covent Garden Opera Chorus
& Orch./Davis
6709 002 (5/70) Phonogram+

Two contradictions lie at the heart of this eccentric and
flamboyant personality (who not altogether surprisingly
struck the genteel and correct Mendelssohn » as a
talentless poseur). He was the archetypal Romantic self-
dramatising artist: the Symphonie fantastique was an
attempt publicly to pillory a Shakespearian actress who
had rejected his love (but with whom he was later to
contract a disastrous marriage); he seriously set out to
shoot another girl who had jilted him; and he eagerly
identified himself with the picturesque Byronic central
figure of the quasi viola concerto Harold in Italy
commissioned by Paganini » and with the brooding Faust
of his frenetic half-cantata, half-opera La Damnation de
Faust. Yet side by side with his desire for sensationalism
was a passionate love of classicism in its broadest
sense—the music of Gluck » and the works of Shake-
speare, on whom he repeatedly drew (the opera Beatrice
and Benedict, the Romeo and Juliet “dramatic symphony”,
the King Lear overture and La mort d'Ophélie for voice
and orchestra). He had received a somewhat sketchy
musical education—which helps to account for his
unorthodox, but effective, harmony and his often curi-
ously loose structure—and had little instrumental talent
(he could play only the guitar and the flute); yet he had an
unparallelled genius for orchestration, of which nearly all
his work can furnish examples of startling originality and
beauty. He wrote a Traité d'instrumentation which is a
classic textbook on the subject; he was also a trenchant
and witty music critic whose Memoirs and Evenings in the
orchestra make compulsive reading.

Above: Berlioz conducting (as
seen by Gustave Doré).




LEONARD BERNSTEIN

(b. Lawrence, Mass., 1918)

Like most energetic individuals of abundantly varied gifts,
Berstein has not been without his detractors, who view his
versatility with a suspicion not untinged with envy.
Certainly his range is prodigious: apart from composing,
he is phenomenally successful as a conductor (an inter-
national career which was launched, in the best showbiz
tradition, by his standing in for the indisposed Bruno
Walter on a coast-to-coast broadcast), was for some years
a university professor of music and has always been an
excellent pianist, besides being highly articulate as a
“communicator” (both lecturer and writer). Conservative
distrusts are deepened by the facts that much of the
popularisation he has undertaken has been through the
mass-medium of television and that his own music not
only constantly crosses the tracks between the concert-
hall and the Broadway/Hollywood scene but has won
huge acclaim, and rich financial rewards, from the latter.
The truth is that Bernstein’s facility and technical

brilliance as a composer are the results of a sound
grounding and a naturally quick intelligence: as one
fellow-composer has somewhat wistfully put it, “there
seems to be nothing he cannot do”. His first major work
(contemporary with his leap to fame as a conductor) was
his Jeremiah Symphony, whose last movement is an
emotional setting, in Hebrew, for mezzo-soprano of a
passage from the Lamentations: he was later to return to
Jewish inspirations in his Third Symphony (in memory of
President Kennedy), the Chichester Psalms, and the 1974
Jerome Robbins ballet The Dybbuk. Except for the last of
these, in which the influence of Stravinsky » is dominant,
Bernstein's “serious” music—which also includes the
ballet Fancy free, a Second Sympheny (for piano and
orchestra) based on Auden’s “Age of Anxiety’) a Serenade
for violin and orchestra, the one-act chamber opera
CHICHESTER PSALMS
[ King's College Choir, Cambridge/

Britten: Choral works

ASD3035 (12/74) EMI/HMV

S-37119 Angel
MASS
D Titus/choirs, bands and orchestra/

Bernstein

77256 (4/72) CBS
SYMPHONY NO. 1 (JEREMIAH))
[ Merriman/St Louis SO/Bernstein/

Facsimile

SMA7002 (12/75) RCA
WEST SIDE STORY
D Original Broadway cast

31491 (4/74) CBS

§-32603 Columbia
O Original film soundtrack

70006 CBS
WEST SIDE STORY—DANCES; ON
THE WATERFRONT —SYMPHONIC
SUITE
ONYPO/Bernstein

61096 (9/69) CBS Classics

MS-6251 Columbia

Trouble in Tahiti, the full-scale sparkling theatre piece
Candide, and a highly controversial theatrical Mass in
more than questionable taste—is extremely eclectic in
idiom, embracing Copland »-like American “outdoor”
elements and jazz (even, in the Mass, pop), and served up
with great vitality. There are times when his material only
just bears the weight of the structure built upon it, and
certainly he is apt to wear his heart very much on his
sleeve; but his natural self-assurance carries him through.
His rhythmic vivacity and orchestral virtuosity are even
more to the fore in his entertainment music— the musicals
On the town, Wonderful town and especially West Side
Story (a smash hit with the most sophisticated and
brilliant score in the entire genre), and the Oscar-winning
film On the waterfront.

Bottom: Like Mahler, Bernstein
is a conductor-composer.

Below: Bernstein's conducting
is characterised by fervour.




FRANZ BERWALD

(b. Stockholm 1796; d. there 1868)

Rarely heard in the concert-hall, and neglected in his
native country almost until the beginning of the present
century, Berwald's music has made its headway in the
world principally through the medium of records; and he
is now recognised not only as the outstanding Swedish
composer of the nineteenth century and his country’s first
symphonist but as a writer of great freshness, individuality
and skill. A member of a large family of musicians, he
followed the example of his father and uncle by becoming
a violinist in the Royal Orchestra (of which a cousin was
appointed conductor in succession to Franz's teacher, and
which his younger brother was later to lead). At the same
time he was editing a musical journal and writing his first
compositions, but receiving little encouragement he
decided to seek his fortune abroad. In Berlin he could not
get two operas he wrote there performed, and turned aside
from music to design remedial medical appliances and to
direct an orthopaedic institute for six years. He then went
to Vienna, Paris and Salzburg, writing operas and

symphonies, applied unsuccessfully for various musical
posts in Sweden, and, greatly disappointed, again left the
musical scene for a decade to manage a glass factory and
undertake other commercial enterprises (meanwhile writ-
ing numerous newspaper articles). Not until 1864 did he
receive the recognition of being elected a member of the
Academy of Music, and only in the very last year of his life
did he, for a brief period, hold an appointment as
professor of composition at the Stockholm Conservatory.

It was undoubtedly the originality of his style that
hindered his acceptance for so long—indeed, his best
orchestral work, the Sinfonie Singuliére, had to wait 60
years for performance; but today his chamber music and
symphonies charm by their unusual melodic contours,
their wit, their daring harmonies and modulations
(sometimes recalling Schubert »), their Weberian romanti-
cism, their unexpected instrumentation (rather akin to
that of Berlioz »), and not least their unconventional
form. The early Septet shares with the vigorous Sinfonie
Singuliére of 1845 a plan which has the scherzo enclosed
within the slow movement; and this is carried further in
the almost Chinese-box construction of the String Quartet
in E flat, where this slow-scherzo-slow sandwich is itself
inserted into the first movement. His A minor Quartet,
like some of his other works, contains a chromaticism
which links Berwald with Spohr ». (In his European
travels he may well have come across music of the
composers just mentioned.) The two delightful piano
quintets, the second dedicated to Liszt » who had praised
it, are each conceived as a whole, the component sections
divided only by changes of key signature; and both draw
material from orchestral tone-poems which this unlucky
but un-discouraged composer never had the chance to
hear played.

PIANO QUINTET NO. 2 IN A
O Vienna Philharmonic Quintet

SYMPHONY NO. 3 IN D
SYMPHONY NO. 4 INE FLAT
OLSO/Ehrling

SXLé374 (11/78) Decca

e
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Left: Berwald received almost
nothing but discouragement
for nearly 60 years, and twice
abandoned music altogether
to work in industry and com-
merce; yet he is now re-
cognised as Sweden's leading
19th-century composer.
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GEORGES BIZET

(b. Paris 1838; d. nr. there 1875)

If Fate has a more cruel trick than to withhold her favours
from an artist throughout his career, it is to make lavish
promises in his youth only to dash them in maturity. At
the outset Fate certainly smiled on Bizet: born into a
musical family which encouraged his leanings, he entered
the Paris Conservatoire, by special dispensation, at the
age of nine, rapidly became an excellent pianist and score-
reader, and won prizes in all directions. He started to
compose from the age of 12, and a month after his 17th
birthday completed a Symphony in C (much influenced
by Rossini » and his teacher Gounod ») whose high spirits,
sparkling colouring and classical clarity are altogether
delightful —it nevertheless was put aside by the young
musician, left unconsidered in a pile of manuscripts after
his death, and first performed 80 years after its com-
position! The following year he was joint winner of a prize
for a one-act operetta, Le Docteur Miracle, offered by
Offenbach », and then won the prestigious Prix de Rome,
enabling him to spend three happy years in the Roman
capital.

Nevertheless he became a prey to self-questioning and
doubts, and was of an excitable, ironic temperament
which took reverses badly. His career, centred on the
theatre, met with little but disappointments. The Pearl
Fishers, a lyrical opera set in the Orient, but with a
conventional plot, was coolly received, and a later exotic
subject, Djamileh, was a total failure; the production of
Don Rodrigue was indefinitely shelved when the Paris
Opéra was burnt down; and several other opera projects
were started but left unfinished. Even The fair maid of
Perth (ineptly based on Scott), though much praised,
attained less than twenty performances, owing to a run
of illness in the cast and financial difficulties in the
management. Yet Bizet's characterisation, melodic
invention and orchestral skill are frequently striking; and
these qualities are even more in evidence in his
atmospheric incidental score to Daudet's L'Arlésienne,
which is a model of its kind both dramatically and
musically. With Bizet's usual ill fortune, however,
audiences and the literary set alike resented the music to
the play, and the music critics ignored it.

There had been a Spanish vogue in Paris even before
Napoleon III took a Spanish bride, and Bizet probably
had this in mind when he began work on Carmen. It was
repeatedly held up by casting difficulties, by the shocked
objections of the directors of the Opéra-Comique to the
heroine’s immorality and, particularly, to her murder on
stage, and by the uncooperative attitude of the orchestra
and chorus, who declared parts of it impossible to
perform; and even when it was eventually produced the
realism of this vivid masterpiece provoked a cold
reaction from the public and the press, which led to the
management having to give away tickets, while the
music, unbelievably, was variously labelled colourless,
undramatic and lacking in melody. (Carmen is usually
performed today with the original spoken dialogue
replaced by recitatives, written by Bizet's friend Guiraud,
which weaken the story-line.) Acutely depressed by his
lack of success, Bizet became obsessed with thoughts of
death, and died of a throat infection three months after the
premiére of Carmen without the slightest premonition
that it was to prove one of the most beloved mainstays of
the operatic repertoire throughout the world.
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Above: Bizet about the time of the composition of Carmen.

L'ARLESIENNE

DO Suites 1 & 2 RPO/Beecham/Carmen

HQS1108 (12/67) EMI/HMV

D Suite 1. New Philh/Munch/Carmen
SDD492 (9/76) Decca Ace of Diamonds

21023 London

CARMEN

0O Cpte. Price, Freni, Corelli, Merrill,
Vienna State Opera Chorus,
VPO/Karajan
SER5600-2 (11/71) RCA
LSC-6199 RCA

O Cpte. De Los Angeles, Micheau,
Gedda, Blanc, Chorus/French
National Radio Orch./Beecham
S1.85021 (2/76) HMV
S$-3613 Angel

O Cpte. Troyanos, Te Kanawa,
Domingo, van Dam/Alldis
Choir/LPO/Solti
D11D3 (10/76) Decca
13115 London

BIZET

O Suites 1 & 2. New. Philh./Munich/
L'Arlesienne
SDD 492 (9/76) Decca Ace of Diamonds
O Suite 1, French Nat. Radio
Orch./Beecham/L’Arlesienne
HQS1108 (12/67) EMI/HMV
JEUX D'ENFANTS —SUITE
O Scottish National/Gibson/Ravel: Ma
Mere; Saint-Saens: Carnival
CFP40086 (6/75) Classics for Pleasure
O Paris Cons./Martinon/Ibert; Saint-
Saens
ECS782 (8/76) Decca Eclipse
STS-15093 London
SYMPHONY IN C
ONYPO/Bernstein/ Prokofiev; Dukas
61071 (5/69) CBS Classics
MS-7159 Columbia
C0ASMF/Marriner/Prokofiev
ZRG719 {12/73) Decca/Argos
D Paris Orch/Barenboim/Jolie fille; Patrie
ASD3277 (10/76) EMI/HMV
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ARTHUR BLISS

(b. London 1891, d. there 1975)

The not uncommon progression from enfant terrible to
respected pillar of the Establishment could scarcely be
better exemplified than by the case of Bliss. After an
orthodox training which was cut short by the 1914-18
war, in which he served with distinction, he first made his
name with works of a vigorously experimental nature
such as Madam Noy and Rout (in which a soprano voice is
used as an instrument along with the other ten in the
ensemble)—both of which featured in early festivals of
the International Society for Contemporary Music—and
with the satirical Conversations for quintet. For the last 22
years of his life he held the post of Master of the Queen'’s
Music, having been knighted three years previously, in
1950.

In fact his early iconoclastic phase was short-lived, for
already by his 1922 Colour Symphony he had moved
towards a broad, openly romantic style (diatonic but
with pungent sub-Stravinskian dissonances) in which a
certain grandiloquence was apparent—a trait even more
marked later in the Piano Concerto written for the 1939
New York World Fair. Following the Colour Symphony
he seemed to find pleasure in closer-knit construction,
and produced some chamber works which were both

lively and deeply poetic, notably the Oboe Quartet
(1927) and Clarinet Quintet (1931), the exquisite idyllic
Pastoral for chorus and orchestra, the Serenade for
baritone and orchestra, and a large-scale symphony for
orator, chorus and orchestra, Morning heroes, which
served to lay the ghosts of his war years. All these last
three works selected texts drawn from a variety of
sources. By common consent Bliss’s finest orchestral
composition, highly characteristic in its muscular, sturdy
extroversion, is the Music for strings (written for the 1935
Salzburg Festival), which is in the line of descent from
Elgar's » Introduction and Allegro. In the same year his
score for the film Things to come won wide popularity.
This was to mark the beginning of a series of compositions
for specific ends: the Kenilworth suite as a National Brass
Band Festival test piece, the dramatic Checkmate for the
Vic-Wells Ballet, the piano concerto already mentioned,
and two further ballets—Miracle in the Gorbals and
Adam Zero. He later wrote two operas— The Olympians
for Covent Garden and Tobias and the Angel for BBC
Television—though these proved too conservative in
idiom to satisfy the younger generation which by then
had overtaken him.

o BEiss: Muske fur Mrhigs
B Ilanclis: Concertn for Stelng Orebestey

Londun Phitharmonle Orchiestea
Nir Adrisn Bouli

(A) COLOUR SYMPHONY
O LSO/Bliss/Elgar: Falstaff
ECS625 (7/71) Decca Eclipse
HYMN TO APOLLO
O LSO/Bliss
SRCS55 (8/71) Lyrita
MORNING HEROES
O Westbrook (orator) Liv. Phil.
Choir/RLPO/Groves
SAN365 (3/75) EMI/HMV Angel
MUSIC FOR STRINGS
O LPO/Boult/Howells: Cancerto
ASD3020
PASTORAL (LIE STREWN THE
WHITE FLOCKS)
OMichelow/London CO/Morris,
Knot of Riddles
TPLS13036 (11/70) Pye/Virtuoso
PRAYER TO THE INFANT JESUS
0 Ambrosian Singers/Ledger
SRCSSS5 (8/71) Lyrita
ROUT FOR SOPRANO AND
ORCHESTRA
OWoodland/LSO/Bliss
SRCSS55 (8/71) Lyrita
SERENADE FOR BARITONE AND
ORCHESTRA
O Shirley-Quirk/LSO/Bliss
SRCS55 (8/71) Lyrita
(THE) WORLD IS CHARGED WITH
THE GRANDEUR OF GOD
O Ambrosian Singers/LSO/Bliss
SRCSSS (8/71) Lyrita

Above: Bliss at the time he
first made his name.

Left: Bliss when Master of the
Queen’s Music.
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ERNEST BLOCH

(b. Geneva 1880; d. Portland, Oregon, 1959)

Though there have been numerous Jewish composers,
nearly all have been content to be assimilated into the
culture of their country of residence: not so with Bloch,
whose restless life seems to have militated against him
putting down roots. He was born in Switzerland, studied
in Brussels, Frankfurt and Munich, lived for a while in
Paris, returned to Geneva and lectured on musical
aesthetics, visited the USA as a ballet conductor and
while there became successively a professor in New
York, director of the Cleveland Institute of Music and
director of the San Francisco Conservatory, returned to
live in Switzerland, with visits to France and Italy, and
finally in 1938, as war clouds gathered in Europe, settled
in America and taught at Berkeley, California. For the
most part his music is consciously Jewish in character—
not just through the use of exotic-sounding intervals, and
certainly not through any quotation of traditional
Hebrew music (whose authenticity he questioned): in his
own words, "It is the Jewish soul that I feel vibrating
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O Rostropovich/French National Orch/
Bernstein/Schumann: Cello Conc.
ASD3334 (3/77) EMI/HMV
$-37256 Angel

VIOLIN CONCERTO

O Menuhin/Philh/Kletzki
SXLP30177 (3/75) EMI/HMV
Concert Classics
$-36192 Angel

Left: Whether in Switzerland,
Belgium, Germany, France
or the USA, Bloch's music
always retained its Jewish
character.

throughout the Bible that interests me: the freshness and
naiveté, the violence, the savage love of justice, the
despair, the sorrow and immensity, the sensuality”. The
very titles of his works bear witness to this deep-seated
preoccupation: the Trois piéces juifs for orchestra, the
powerful Schelomo rhapsody for cello (his most
frequently played work), the Israel symphony, the Baal
Shem suite for violin, the Sacred Service, and many
more.

But Bloch'’s significance is far from being purely racial:
the passionate intensity of his writing, which tends to be
rhapsodic and colourful, would be striking in any case,
both where the idiom contains something of the Oriental,
as in the first Violin Sonata and the highly emotional
Violin Concerto, and elsewhere, as in the early opera
Macbeth, the orchestral pieces A merica and Helvetia, and
in his chamber music (perhaps the summit of his
achievement), which includes four string quartets and a
magnificently dark Piano Quintet.



LUIGI BOCCHERINI

(b. Lucca 1743; d. Madrid 1805)

It is ironical that to the general public Boccherini’s name
suggests only a much-played Minuet (which in fact
comes from his E major String Quintet, Op.13 No.5),
when he was so enormously prolific that music seemed to
pour out of him: he wrote, for example, 155 quintets, 102
string quartets, 60 trios and much more chamber music,
besides operas, oratorios, church music, 20 symphonies
and four cello concertos. It is again ironical that the
Cello Concerto in B flat which is most frequently played
is a grotesquely over-romanticised conflation of two
different works. Yet the delicacy and melodiousness even
of the favourite Minuet are quite representative of his
elegantly expressive style, which resembles that of his
contemporary Haydn » but without his depth.

He was taught the cello by his father, a bass player, and

rapidly made a considerable reputation as a soloist,
particularly in Paris, where he became all the rage and
publishers vied with each other to issue his compositions;
and on the recommendation of the Spanish ambassador
there he went to Spain (which strongly influenced his
music, as it had influenced that of Domenico Scarlatti )
as composer and virtuoso di camera to the Infante Don
Luis, restricted to writing only for his master. On the
Infante’s death twelve years later, he became, for the next
decade, chamber composer to Frederick William II of
Prussia; but his health was deteriorating, and though he
came for a time under the patronage of Lucien Bonaparte,
his fortunes also declined, and after eking out a precarious
living writing and arranging for wealthy amateur guitarists,
he died in utter poverty.

GUITAR QUINTETS—NO. 4 IN D;
NO. 7 IN E MINOR; NO. 9 INC
O Yepes/Melos Qt
2530 069 (4/71) DG*
STRING QUINTET IN E, OP. 13 NO. 5
OKehr, Bartels, Sichermann, Braunholz,
Herbruch/String Quintet, Op. 47/1
TV34094S (5/67) Decca Turnabout
STRING QUINTET IN C, OP. 37 NO. 7
b 0 ASMF/Marriner/ Mendelssohn: Octet
e ZRGS569 (5/68) Decca Argo+
STRING QUINTET IN A MINOR, OP.
47 NO. 1
D Kehr, Bartels, Sichermann, Braunholz,
Herbruch/String Quintet, Op. 13/5
TV34094S (5/67} Decca Turnabout«

Left: For over a quarter of a
century Boccherini lived

in Spain, which coloured his
music and led him to write

much for the guitar; but we

have yet to rediscover the

full wealth of his chamber music.
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ALEXANDER BORODIN

(b. St Petersburg 1833, d. there 1887)

As was the case with the other members of the “kuchka”
gathered by Balakirev » under his tutelage, music to
Borodin was not his primary occupation: he was an
analytical chemist of international experience and repute,
whose time was much taken up with his duties as
professor of chemistry, and later as an administrator, in
the Medical Academy of St Petersburg. Brought up
privately by his mother, the wife of a well-to-do doctor, he
was gifted in languages and showed a cultivated amateur’s
interest in music which was quickened when he fell in love
with an excellent pianist who opened his eyes to Liszt »
and Schumann », and whom he eventually married. He
had already composed a few chamber works, including a
piano quintet, but when, in 1862, he met Balakirev he was
fired to write a symphony and a number of songs, several
of which are of the first rank. Learning by the experience
of hearing his work performed, he began work on a
second symphony, interspersing his writing of this with
bursts of energy devoted to an opera on the subject of the
12th-century Prince Igor. Both these, together with other
operatic projects never completed, often had to be left
while Borodin got on with his hospital work; the B minor
Symphony was finished by 1875, but when the promise of
a performance suddenly materialised the two middle
movements could not be found and had to be re-scored.
This symphony, later revised to lighten the orchestration,
is now a firm favourite, with its vivid first movement and
ebulliently syncopated scherzo.

Work on composition continued to be desultory, and
though the fiery and exciting Polovtsian dances and other
isolated numbers from Prince Igor were successfully
performed at concerts by Rimsky-Korsakov », who
constantly tried to urge and assist him, the opera still
remained to be completed and edited after his death by
Rimsky-Korsakov and his pupil Glazunov » —the brilliant
overture was written by the former from recollections of
hearing Borodin play it on the piano. Meanwhile Borodin's
reputation as a musician was making headway in western
Europe through the championship of Liszt, to whom he
dedicated the programmatic orchestral piece In the steppes
of Central Asia. Like the Tartar music in Prince Igor and
the Second Symphony, this has a strongly Oriental turn of
phrase which was in his blood, for his real father was a
Georgian prince. Nearly all his music is marked by
original ideas and piquant harmony: the Second String
Quartet from which comes the slightly over-sweet
celebrated Nocturne is perhaps the least characteristic of
his major works.

IN THE STEPPES OF CENTRAL ASIA  Above: A distinguished chemist,
O Paris Orch./Rostropovich/Mussorgsky; Borodin as a musician owed.

Glinka; Rimsky-Korsakov
ASD3421 (2/78) EMI/HMV
5-37464 Angel

PIANO QUARTET IN C MINOR

O Vienna Octet/ Mendelssohn: Sextet
SDD410(3/74) Decca Ace of Diamonds

PRINCE IGOR—POLOVSTIAN

DANCES

ORPO & Ch./Beecham/Balakirev:
Sym. 1
SXLP30171 (10/74) EMI/HMV
Concert Classics

much to the example and the
encouragement of Liszt,

0 Orch. de Paris/Rozhdestvensky/
Mussorgsky; Rimsky-Korsakou
ESD7006 (9/76) EMI/HMV
5-36889 Angel

STRING QUARTET NO. 2 IND

O Gabrieli Quartet/Dvorak: Qt. 6
CFP40041 (8/73) Classics tor Pleasure

O Quartetto Italiano/Dvorak: Qt. 6
SAL3708 (5/69) Phonogram

O Borodin Quartet/Shostakovich
ECS795 {3/77) Decca Eclipse
STS-15046 London

SYMPHONY NO. 2 IN B MINOR

O Suisse Romande/Ansermet/Syni. 3;
Prince Igor Ov.

ECS576 (3/71) Decca Eclipse
STS-15149 London

O Bournemouth SO/Brusilow/ Balakirev;
Rimsky-Korsakov
ASD3193 (7/70) EMI/HMV

SYMPHONY NO. 3 IN A MINOR

O Suisse Romande/Ansermet/Sym. 2;
Prince Igor Ov,

ECSS76 (3/71) Decca Eclipse
STS-15149 London

O LPO/Lloyd-Jones/Mussorgsky;
Rimsky-Korsakov
6580 053 (6/72) DG
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PIERRE BOULEZ

(b. Montbrison 1925)

Most familiar to the public as an international conductor
with a fantastically acute ear and a formidable intellect,
whose lucid presentation of difficult contemporary works
has materially contributed to their acceptance and
understanding, Boulez is also a tireless “animator” and
himself a leading composer of today's avant garde,
despite his increasingly prolonged thought, hesitation and
critical consideration before setting down even a few
bars on paper. A pupil of Messiaen » he adheres
rigorously to serial techniques, which he applies to every
aspect of music—melody, harmony, rhythm, instrumen-
tation etc; yet at the same time, in accordance with the
ideas of the poet Mallarmé, who has dominated his
thinking, the very complexity of his art leads to
deliberate ambiguities, and he has included in his
structures an element of chance and choice which

once taken, however, is thenceforth strictly controlled.
Nor is his music coldly objective and mathematical in
effect: on the contrary, it is alternately delicate and

violent in expression, with the most fastidious ear for
novel sonorities.

Apart from his first two piano sonatas, the second of
which stretches keyboard virtuosity to new limits, the
earliest work to be representative of him is the cantata Le
Soleil des eaux (1948); but his reputation was firmly
established with another cantata, for voice and chamber
ensemble, six years later, Le Marteau sans maitre. This
has already become a contemporary classic, and the
seductive quality of its glinting metallic sounds has
succeeded in fascinating many listeners unable to
comprehend either the stylised verse or the musical
idiom. Since that time Boulez has been ever more
reluctant to publish his works or even to recognise a
finalised version for them: he has made some, such as the
Third Piano Sonata, susceptible to alternative readings,
extensively altered some, such as the large-scale
Mallarmé triptych Pli selon pli, and left others as “works
in progress”.

LE MARTEAU SANS MAITRE

O Minton, Musique Vivante Ens./ Boulez
Livre
73213 (2/74) CBS
M-32160 Columbia

PLISELON PLI

O Lukomska, Bergmann, Stingl, d'Alton/
BBC SO/Boulez
72770 (1/70) CBS
M-30296 Columbia

LE SOLEIL DES EAUX

ONendick, McDaniel, Devos, BBC
Chorus & SO/Boulez
ZRG756 (4/76) Decca Argos

Left: Orchestras respect Boulez for his truly remarkable ear.

Below: Pierre Boulez conducting the BBC Symphony Orchestra at a
1973 Promenade Concert in the Royal Albert Hall.



WILLIAM BOYCE

(b. London 1710; d. there 1779}

London was the central point of Boyce's entire life: he sympHONIES NOS. 18 Vore Hr=c
v %4

was born and died there, and was buried in St Paul's & Wurttemberg CO/Facrber otqa 9t oot - 1=
X TV34133S (2/68) Decca Turnabouts AN e e -
Cathedral, where as a boy he had been a chorister; and TRIO SONATAS—NO. 2INF:NO. 8 } f(ﬁ'hf’f’m"( A =
during his career held various important organist posts NEFLAT; NO. 9IN G; NO. 12 ING AR Vs s P
: ) ; : 'S Dlatchem, Brown, Ryan, Lumsden
in London churches, including that of St Michael’s, ORYX1729 (6/70) Peerless/Oryx»

Cornhill. He was for many years a composer to the Jiey :
Chapel Royal and a conductor of the Three Choirs fh pase Fee 0 Lol He

Festival, and for the last 24 years of his life was Master of
the King’s Music. In this last capacity he composed a
number of Odes for the king's birthday and for New Year;

but he also wrote incidental music for a dozen or so stage _‘ LA
plays (from which were drawn the eight attractive and = ‘; J'."J“ i
. . . . Ratyle tlo (o AVHe catha
ever-fresh symphonies), twelve trio-sonatas which gained {7 a %t (o re
great popularity and were also pressed into service as g e e 4 o A ort ol KR
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theatre act-tunes, and a number of secular choral works SaN i
besides a large quantity of church music (including 60 S slddte i 1 e

anthems). A man of gentle nature, never known (in L” o r"g“'»i—‘;/f;r,.;ag;.
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Charles Wesley’s words) “to speak a vain or ill-natured Right: The opening of the 4-part
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was a serious scholar, and towards the end of his life, Y illiam Boyce. Pt rrieiar o - 49 ¢
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when he was becom.mg very deaf, pubhshed a famqus Below: In his old age Boyce, o s e 1 e A S
three-volume collection of cathedral music by English  Master of the King’s Music, }/— : e

composers of the previous two centuries. became extremely deaf.




JOHANNES BRAHMS

(b. Hamburg 1833; d. Vienna 1897)

It seems barely credible today, when Brahms's symphonies
and other works form part of the very core of the concert
repertoire, that in the edition of Grove's Dictionary
published only 50 years ago a writer should worry that
the finale of his Fourth Symphony might be too difficult
to follow even by “students who are fairly familiar with
the movement” and should comment that his Violin
Concerto—one of the greatest and most profound ever
written for the instrument, and one which every concert
violinist needs to be able to play—"“offers rare
opportunities to a player who can cope with its
difficulties”. Seeking for the grit within these pearls, it is
undeniable that the spaciousness and seriousness of
much of Brahms'’s music, sober in its orchestral colouring,
is of a maturity which may make its greatest appeal to the
thoughtful; but his rhythmic vigour and broad sweeping
melodic lines, and the warmth of his lyricism, do not
need a connoisseur for their appreciation. Brahms is
recognised as particularly satisfying in that below the
richly romantic emotional surface lie very solid classical
foundations.

He was born into a humble family and quickly showed
gifts as a pianist: nevertheless he had to support himself

Above: Brahms about the time he composed his German Requiem.

Below: A photograph of Brahms taken in his sixties.




JOHANNES BRAHMS

by playing in sailors’ dives—an experience which caused
a disillusionment with women which coloured his whole
life. A concert tour with a Hungarian violinist led not
merely to the composition of his popular Hungarian
dances but, more importantly, to a meeting with the
eminent violinist Joachim, who was to become a lifelong
friend. Through him Brahms had valuable introductions
to Liszt » (whose admiration he did not reciprocate) and
Schumann », to whom, and to whose wife Clara, he
became deeply devoted.

After his energetic early piano works and first piano
concerto (which incidentally reveal how big his hands
were) he concentrated on large-ish chamber works—such
as the two sextets, the piano quartets, the Horn Trio and
the Piano Quintet (which, as was often the case with him,
had undergone various changes of instrumentation)—and
choral works, including the German Requiem (written
after his mother’s death, but with Schumann's death also
in his mind) and the Alto Rhapsody—before feeling
himself ready to tackle a symphony. His orchestral music
had so far been confined to two Serenades, written in the
short period when he had held a part-time appointment
as musical director to the court of Detmold. He was later

ACADEMIC FESTIVAL OVERTURE
[JHalle/Loughran/Haydn Var; Tragic
Ov.; Alto Rhapsody
CFP40064 (10/74) Classics for Pleasure
OLPO/Boult/Sym. 4
ASD2901 (6/73) EMI/HMV
S-37034 Angel
ALTO RHAPSODY
[ Baker/Alldis Choir/LPO/Boult/Sym. 2 |
ASD2746 (12/71) EMI/HMV
§-37032 Angel
[ Greevey/Halle Choir/Halle/
Loughran/Academic Festival Ov.;
Tragic Ov.; Haydn Var.
CFP40046 (10/74) Classics for Pleasure
[0 Baker/Alldis Choir/LPO/Boult/
R. Strauss; Wagner
ASD3260 (9/76) EMI/HMV
S$-37199 Angel
BALLADES, OP. 10
[ Rubinstein/Rhapsodies; Piano
Pieces (exc.)
SB6845 (7/71) RCA
LSC-3186 RCA
1 Gilels/Fantasies, Op. 116
2530 655 (7/76) DG*

Right: This memorial by llse
Conrat was unveiled in the
Vienna central cemetery in 1903.
Below: As a young man Brahms
was obliged to play in taverns as
well as concert halls.







JOHANNES BRAHMS

to be, briefly, conductor of a ladies’ choir in Hamburg
and then of the Singakademie in Vienna before
becoming, for three years, director of the Gesellschaft der
Musikfreunde in Vienna, With the giant shadow of
Beethoven » hanging over him, he in fact deliberated
over his first symphony for nearly twenty years before
completing it: right to the last minute he hesitated,
turning aside to compose the Variations on a theme of
Haydn.

Once completed, the First Symphony was quickly
followed by the Second: then came various piano and
smaller chamber works, the Violin Concerto (dedicated to
Joachim) and the enormously expansive Second Piano
Concerto. The Third and Fourth symphonies, like the
First and Second, were written in quick succession: the
Fourth is the epitome of Brahms's strength and nobility of
style, into which a certain terseness was now creeping, as
the Double Concerto for violin and cello and the Four
serious songs make clear. His last féw works, like the
masterly Clarinet Quintet, breathe a mellow autumnal
beauty. Except for oratorio and opera, Brahms greatly
enriched almost every genre of music; but between the
intimacy of feeling of his late piano pieces and the
extroversion of his youthful sonatas lies as large a gap as
between the deeply expressive quality of his numerous
lieder and the gruff exterior and caustic tongue he
presented to the world.
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CELLO SONATA NO. 2 INF, OP. 99

O Starker, Katchen/Piano Trio No, 2
SXL6589 (6/73) Decca
6814 London

CLARINET QUINTET IN B MINOR,

OP. 115

O Stahr, Berlin Octet/Dvorgk: Bagatelles
6500 453 (11/73) Phonogram

[ Boskovsky/Vienna Oct./ Wagner
SDD249 (9/70) Decca Ace of Diamonds

CLARINET SONATAS NO. 1IN F

MINOR, NO. 2 IN E FLAT, OP. 120

[lde Peyer, Barenboim
ASD2362 (5/68) EMI/HMV
5-60302 Seraphim

DOUBLE CONCERTO IN A MINOR

[ D. Qistrakh, Rostropovich,
Cleveland/Szell/ Dvorak
ASD3312 (5/77) EMI/HMV
5-36032 Angel

O Suk, Navarra, Czech PO/ Ancerl
SUAST50573 (4/06) Supraphon

L1 Francescatti, Fourmer/Columbia SO/
Walter/Alto Rhapsody; Song of
Destiny
61428 (3/74) CBS Classics

[ Ferras, Tortelier, Philh./Kletzki/
Gluck: Iphigenie en Aulide Ouv.
CFP40081 Classics for Pleasure

0 D. Osstrakh, Fournier/Philh/
Galliera/ Tragic Ov.
SXLP30185 (9/75) EMI/HMV
5-35353 Angel

FANTAGSIES, OP. 116

CKatchen/Op. 76
SXLé118 (9/64) Decca

A GERMAN REQUIEM
O Schwarzkopf, Fischer-Dieskau, Philh
Chorus, Phith./Klemperer/ Tragic Ouv.;
Alto Rhapsody
SLS821 (8/72) HMV
5-3624 Angel
HORN TRIO IN E FLAT, OP. 40
O Perlman, Tuckwell, Ashkenazy/
Franck: Vin. Son.
SXL6408 (5/69) Decca
6628 London
HUNGARIAN DANCES NOS. 5, 6, 7, 12,
13, 19, 21
O VPO/Reiner/ Dvorak
SPA377 (5/76) Decca
STS-15009 London
HUNGARIAN DANCES (TWO-PIANO
VERSION)
[OW. and B. Klein
TV350685 (4/67) Decca Turnabout
34068 Turnabout
LIEBESLIEDER
O Gachinger Kantorei/Rilling/ Neue
Liebeslieder
TV34277S Decca Turnabout
PIANO CONCERTO NO. 1IN D
MINOR
O Curzon/LSO/Szell
SXL6023 (12/62) Decca
6329 London
0 Arrau/Phith./Giulini
CFP40028 (5/74) Classics for Pleasure
S$-60264 Seraphim
O Barenboim/New Philh
Conc. 2

SLS874 (5/74) HMV

/Barbirolli/

Below: To the end of his life Brahms lived a bachelor existence
in furnished rooms, surrounded by his books and music.



I Gilels/Berlin PO/lochum
2530 258 (12/73) DG+
Katchen/LSQ/Monteux/ Ballade 3
SPA385 {7/75) Decca
STS-15209 London
PIANO CONCERTO NO. 2 IN B FLAT
O Gilels/Chicago SO/Reiner
CCV5042 (7/59) Camden Classics
VICS-1026 RCA
O Arraw/Phith./Giuhni
CFP40034 {6/73) Classics tor Pleasure
$-60052 Seraphim
[ Barenboim/New Philh./Barbirolli
Cone. 1
SLS874 (5/74) HMV
Gilels/BPO/ Jochum
2530 259 (6/74) DG~
O Anda/Berlin PQ/Fricsay
2538 256 {11/74) DG Privilege
PIANO QUARTET NO. 1
O Gilels. Amadeus Quartet
2530 133 (11/71) DG~
PIANO QUINTET IN F MINOR OP. 34
O Eschenbach/ Amadeus Quartet
139 397 (8/a9) DG~
PIANO SONATA NO. 3 IN F MINOR,
OP. 5
O Katchen/Scherzo
S$XL6228 (6/00) Decca
6482 London
O Curzon/2 Intermezzi
SDD498 (12/70)
STS-15272 London
PIANO TRIO NO. 1IN B, OP. 8
OSuk, Katchen, Starker/Piano T
SXL6387 (5/09) Decca
PIANO TRIO NO. 2 IN C MAJOR,
OP. 87
OSuk. Katchen, Starker/Cello Sorata
No. 2
SXL6589 (0/73) Decca
6814 London

Above: Brahms's whole attitude at the piano suggests breadth.

SERENADE NO. 1IN
OP. 11
O LSO/Kertesz
SXL6340 (5/68) Decca
6567 London
C Concertgebouw/Haitink
9500 322 {2/77) Phonogram-
SERENADE NO. 2 IN A, OP. 16
O LSO/Kertesz/ Dvorak : Wind Serenade
SXL6368 (2/69) Decca
6594 London
STRING QUARTET NO. 1IN C
MINOR, OP. 51 NO. 1
O Melos Quartet/String Quartet No. 3
2530 344 (11/73) DG
STRING QUARTET NO. 2 IN
A MINOR, OP. 51 NO. 2
O Weller Quartet/Quartet No. 1

MAJOR,

SDD322 (4/72) Decca Ace of Diamonds

STS-15245 London
STRING QUARTET NO. 3IN B
FLAT, OP.
O Melos Quartet/String Quartet No. 1
2530 345 (11/731 DG

SYMPHONIES 1-4

O Berlin PO/Karajan
2721076 (7/74) DG
2721002 DG

O LPO & LSO/Bault/ Academic Festival
Ou.; Tragic Ov.; Alto Rhapsody
SLS5009 (5/75) HMV

O Halle/Loughran
CFP40096/40219/40237/40084

O Berlin PO/Abbado
2530 125 (10/71) DG

SYMPHONY NO. 3 INF

O Berlin PO/Kempe/ Tragic Overture
SXLP30100 {5/68) EMI/HMV

1 Berhn PO/Karajan

PIANO TRIO NO. 3 IN C MINOR,
OP. 101
[ Katchen, Suk, Starker/Piano Trio 1
SXL6387 (5/09) Decca
0611 London
RHAPSODIES, OP. 79
O Rubinstein/Ballades; Piano Pieces {exc.)
SB6845 (7/71) RCA
LSC-3186 London
STRING SEXTET NO. 2 IN G, OP. 35
O Berlin Philharmonic Ens.
SAL3763 (3/70) Chonogram
TRAGIC OVERTURE
Halle/Loughran/Haydn Var.,
Academic Festival Ov.; Alto Rhapsody
CFP10064 (10/74) Classics for Pleasure 138 926 (1/05) DG
J Dresden Staatskapelle/Sanderling Concertgebouw/Haitink/ Tragic Ov.
Sym. 2 6500 155 (2/71) Phonogram
SB6875 (0/73) RCA Dresden Staatskapelle/Sanderling
Concertgebouw/Haitink/Sym. 3 Haydn Varations
6500 155 (3/71) Phonogram- SB6877 (/751 RCA
D Berhin PO/Kempe/Sym. 3 O Halle/Loughran/Huug. Dances, 1,
SXLP30100 (5/68) ENI/HMV 3,10
VARIATIONS ON A THEME OF CFP10237 {7/76) Classics tor Pleasure
HAYDN (ST. ANTON! CHORALE) SYMPHONY NO. 4 IN E MINOR
O LSO/Monteux/ Elgar O LPO/Boult/Academic Festival Ov
SPA121 (6/71) Decca ASD2901 (6/73) EMI/HMY
$TS-15188 London $-37034 Angel
T Halle/Loughran/Academic Festival Dresden Staatskapelle/Sanderling
Ow.; Alto Rhapsody; Tragic Qv. SBe879 {2/74) RCA
CFP40046 (10/74) Classics for Pleasure [ Halle/Loughran
Dresden Staatskapelle/Sanderling
Sym. 2
SB6877 (11/73) RCA
O Berlin PO/Karajan/Sym. 3
138 926 (1/65) D
] Concertgebouw/Haitink/Sym. 2
6500 375 (7/75) Phonogram-
OLSO/Jochum/Elgar: Enigma Vars.
2530 580 (12/75) DG-

1VPO/ Kertesz

SXL6678 (1/76) Decca

Philh./Klemperer

SXLP30214 (8/76) ENI/HM\'
VARIATIONS ON A THEME BY
HANDEL, OP. 24

U Klien/Rhapsody 2; Piano Pieces (exc.);

Waltzes fexc.)
TV341655 (2/691 Decca Turnabouts
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Berman Brebbers
Conecertgebonw Orehestra,
Vonxte,

SYMPHONY NO. 1 IN C MINOR
O LPO/Boult

ASD2871 (4/73) ENI/HMV
O Berhin PO/Karajan

138924 (11/64) DG
C1Halle/Loughran

CFP40096 (3/75) Classics tor Pleasure
Berlin PO/Bohm
2535 102 (7/75) DG Privilege

LSO/Horenstein
GL25001 {10/761 RCA Gold Seal
7028 Quintessence
1 Philh./Klemperer
SXLP30217 {12/7a) EMI/ZHMV
SYMPHONY NO. 2 IN D MAJOR
O Berlin PO/Karajan
138925 (11/04) DG
0O VPO/Kertesz
SXL667¢ (2/75) Decca
LPO/Boult/Alto Rhapsody
ASD2746 (12/71) EMI/HMV
$-37032 Angel
Dresden Staatshapelle/Sanderling
SB6876 (6/73) RCA

CFP40084 (10/74) Ciassics tor Pleasure

T Bishop-Kovacevich/ Piano Pieces fexc.)
SAL3758 (12/69) Phonogram
0 Vazsonyi/ Piana Pieces
TPLS13035 (11/70) Pye/Virtuoso
VARIATIONS ON A THEME BY
PAGANINI, OP. 35
O Katchen/Variations on a theme by
Handel
SXL6218 (4/66) Decca
S$TS-15150 London
VIOLIN CONCERTO IN D MAJOR
O Krebbers/ Concertgebouw/Haitink
6580 087 (4/75) Phonogram
OMenuhin, Berlin PO/Kempe
SXLP30186 (0/75) EMI/HNMV
1 Perlman/Chicago SO/Giulini
ASD3385 (11/77) EMI/HMV
O D. Osstrakh, Cleveland/Szell
ASD2525 (9/73) EMI/HMV
S-36033 London
VIOLIN SONATA NO. 1IN G
VIOLIN SONATA NO. 2 IN A
VIOLIN SONATA NO. 3 IN D MINOR,
OP. 108
O Suk, Katchen
SXL6321 (1/68) Decca
6549 London
WALTZES, OP. 39
C Exe. Khen/Handel Vars; Piana Pieces
fexc.)
TV34165S (2/69) Decca Turnabouts
34165 Turnabout
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BENJAMIN BRITTEN

(b. Lowestoft 1913; d. Aldeburgh 1976)

Precociously gifted and immensely prolific, Britten
began to study composition while still a schoolboy and
later worked with John Ireland » at the Royal College of
Music in London, after which he set out to earn a living
by writing music for the theatre, for documentary films
and for radio dramas, where his facility attracted
professional notice and the backing of a publisher. Called
upon in a hurry to provide a new work for a string
orchestra visiting the 1937 Salzburg Festival, he won a
great success with the inventive and witty Variations on
a theme of Frank Bridge (his first teacher). He had
already felt a strong pull towards word-setting, both for
chorus and for solo voice (particularly that of his lifelong
companion, the tenor Peter Pears), exhibiting, then and
later, a remarkable literary eclecticism in several
languages and conspicuous technical virtuosity in his
large output. A violin concerto, his first string quartet, a
Sinfonia da Requiem in memory of his parents, the
Michelangelo sonnets, the choral Hymn to 5t Cecilia and
A Ceremony of carols were written while he was in the
USA at the start of the war. He returned with a grant
from the Koussevitzky Music Foundation to write an
opera, and established a world-wide reputation with
Peter Grimes, which was produced in 1945 and promptly
hailed as marking a new era in English opera.

It was the start of a long string of stage works during
the remaining 30 years of his life. Several of these were
designed for a chamber orchestra, for presentation by his
own English Opera Group: The Rape of Lucretia, the
comedy Albert Herring, the children’s opera The little
sweep, the eerie Turn of the screw, the three church
parables, written in stylised form and drawing on
elements from plainsong and Japanese Noh plays, and
the highly compressed Death in Venice. A recurrent
theme in his operas is that of the flawed hero— Grimes,
Billy Budd (in the full-scale opera of that name, based on
Melville), Albert Herring, Owen Wingrave (the central
character of an opera for TV). Two further operas should
be mentioned— Gloriana and A Midsummer night’s
dream, which catches the magic atmosphere of
Shakespeare’s play to an extraordinary degree—as well
as Noyes fludde for children, introducing several novel
but simple sound effects, and the ballet Prince of the
pagodas (the first indication of his interest in Oriental
music which was eventually to blossom in the church
parables).

Britten held no appointments and did not have to
resort to teaching, preferring to live and work among a
small entourage of friends in the little East Coast town of
Aldeburgh, where in 1948 he founded an annual Festival

BILLY BUDD
O Glossop, Pears, Langdon, Drake,
32 Kelly, Brannigan, Ambrosian Singers,
LSO/Britten
SET379-81 (9/68) Decca

1390 London
(The) BURNING FIERY FURNACE—

parable
O Pears, Drake, Shirley-Quirk, Tear,
Dean, EOG/Britten

SET356 (12/67} Decca
1163 London
CEREMONY OF CAROLS
1St. John's College Choir, Cambridge/

G. Guest/Carols
SPA/A164 (11/65) Decca
CURLEW RIVER— parable
O Pears, Blackburn, Shirley-Quirk,
Drake, Webb, Ens/Britten
SET301 (1/66) Decca
1156 London
HOLY SONNETS OF JOHN DONNE
[ Pears, Britten/Songs and Proverbs
SXL6391 (5/69) Decca
26099 London
LES ILLUMINATIONS
OPears, ECO/Britten/Serenade
SXL6449 (9/70) Decca
26161 London
O Harper/Northern Sinfonia/Marriner/
Serenade
SXLP30194 (1/76) EMI/HMV
5-36788 London
(A) MIDSUMMER NIGHT'S DREAM
O Deller, Harwood, Pears, Hemsley,
Veasey, Harper, Shirley-Quirk, Watts,
Brannigan, Children's Choirs,
LSO/Britten
SET338-40 (5/67) Decca
1385 London

ON THIS ISLAND —song cycle

O Tear, Ledger/Sonnets of Michelangelo;
Winter Words
HQS1310 (4/74) EMI/HMV

Far left: Benjamin Britten was

an excellent pianist, accompanist
and conductor.
Left: A page of Britten's MS

score of Pastoral, from his 1943
Serenade for tenor, horn and

strings.
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BENJAMIN BRITTEN

at which works by himself and his circle were performed
and attracted devoted audiences. No other musician has
ever had so many of his works recorded so shortly after
their composition; and this undoubtedly added greatly to
their wide dissemination. A handful of them have
achieved special popularity—the Serenade for tenor,
horn and strings, the Spring Symphony (a verse
anthology for solo voices, chorus and orchestra, in a
Mabhlerian symphonic mould), the War Requiem (which
movingly intermingles verse by war poets with the
Requiem text) written for the opening of the new
Coventry Cathedral, and above all the Young person’s
guide to the orchestra, a brilliant set of variations on a
theme of Purcell composed for a film demonstrating the
various instruments of the modern orchestra. Six months
before his death Britten was awarded a life peerage.
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PETER GRIMES

OPears, Watson, Pease, Nilsson,
Brannigan, Evans, Lanigan, Cov.
Gdn. Orch./Britten
SXL2150-2 (10/59) Decca
1305 London

O Four Sea Interludes; Passacaglia,
LSO/Previn/Sinfonia de Requiem
ASD3154 (3/74) EMI/HMV
5-37142 Angel

PHANTASY QUARTET FOR OBOE,

VIOLIN, VIOLA AND CELLO

O Craxton, Gabrieli Quartet
SDD497 (6/77) Decca Ace of Diamonds

PIANO CONCERTO

O Richter/ECO/Britten/ Violin Conc.
SXL6512 (8/71) Decca
6723 London

THE PRODIGAL SON— parable

O Pears, Shirley-Quirk, Drake, Tear,
EOG/Britten & Tunnard
SET438 (6/70) Decca
1164 London

(The) RAPE OF LUCRETIA
UHarper, Pears, Shirley-Quirk, Luxon,
Drake, Baker, Bainbridge,
ECO/Britten
SET492-3 (6/71) Decca
1288 London
SERENADE FOR TENOR, HORN
AND STRINGS
O Pears, Tuckwell/LSO/Britten/Les
Hluminations
SXL6449 (9/70) Decca
26161 London
U Tear, Civil/Northern Sinfonia/
Marriner/Les llluminations
SXLP30194 (1/76) EMI/HMV
5-36788 Angel
SIMPLE SYMPHONY FOR STRINGS
O ECO/Britten/Frank Bridge; Delius;
Elgar; Purcell
SXL6405 (6/69) Decca
O RPO/Sargent/ Britten: Purcell Var.;
Walton; Facade (exc.)
SXLP30114 (12/68) EMI/HMV
SINFONIA DA REQUIEM
O New Philh./Britten/Sym. for Cello
SXLé641 (7/74) Decca
DO LSO/Previn/Peter Grimes {exc.)
ASD3154 (3/76) EMI/HMV
S$-37142 Angel
SONGS AND PROVERBS OF
WILLIAM BLAKE
CIFischer-Dieskau, Britten/Holy Sonnets
SXLé391 (5/69) Decca
26099 London
7 SONNETS OF MICHELANGELO
O Tear, Ledger/On this Island; Winter
Words
HQS1310 (4/74) EMI/HMV
SPRING SYMPHONY
O Vyvyan, Procter, Pears, Chorus,
Cov. Gdn. Orch./Britten
SXL2264 (5/61) Decca
25242 London
STRING QUARTETS—NO. 1,
OP. 25; NO. 2 IN C, OP. 36
1 Allegri Quartet
SXL6564 (6/73) Decca
S$TS-15303 London
SYMPHONY FOR CELLO AND
ORCHESTRA
O Rostropovich/ECQ/Britten/Sinfonia
da Requiem
SXL6641 (7/74)
VARIATIONS ON A THEME OF
FRANK BRIDGE
CECO/Britten/ Young Person’s Guide
SXL6450 (9/70) Decca
6671 London
O Bath Fest. Orch./Menuhin/ Tippett
SXLP30157 (10/73) EMI/HMV
O ASMF/Marriner/ Butterworth
ZRG860 (11/76) Decca Argo
VIOLIN CONCERTO
O Lubotsky/ECO/Britten/Piano Conc.
SXL6512 {8/71) Decca
6723 London
O Friend/LPO/Pritchard/Serenade
CFP40250 (2/77) Classics for Pleasure
WAR REQUIEM
O Vishnevskaya, Pears, Fischer-Dieskau,
Bach Choir, Highgate School Choir,
LSO Chorus, Melos Ens.,
LSO/Britten
SET252-3 (5/63) Decca
1255 London
WINTER WORDS
) Tear, Ledger/On this Island; Sonnets
of Michelangelo
HQS1310 (4/74) EMI/HMV
YOUNG PERSON'S GUIDE TO THE
ORCHESTRA
[OBaker (narrator)/New Philh./
Leppard/Prokafien
CFP185 (1/72) Classics for Pleasure
O Previn (narrator}, LSO/Previn/
Prokofiev
ASD2935 (12/73) EMI/HMV
LSO/ Britten/ Bridge Variations
SXL6450 (9/70) Decca
6671 London
O BBC SO/Sargent/Simple, Sym.,
Walton: Facade
SXLI'30114 (12/68) EMI/FHMV




If Bruch's shade is saddened by the fact that his three
operas, three symphonies, dozen chamber works and
great quantities of choral music have all disappeared into
limbo, perhaps it is some consolation that three or four of
his concertante works have held a place in the repertoire,
and that one of them—the G minor Violin Concerto, the
first of three for that instrument—remains a firm
favourite with players and audiences alike. Its flow of
warmly emotional ideas, its effective writing for the
violin and its overall craftsmanship command both
affection and respect; but in all that Bruch wrote his
touch was equally sure and his technique unobtrusively
polished. The far less known Second Violin Concerto
again shows the melodic beauty which he was able to
summon up so easily.

On the strength of his overt romanticism and his
impassioned free arrangement for cello and orchestra of
Kol Nidrei (his second most popular work), he is often
thought of as a Jewish composer; but this was not so, and
he several times drew on other kinds of traditional
music—notably German and Welsh folksongs and, in
the brilliant Scottish Fantasy for violin and orchestra,
Scots tunes. Unusually, he was not himself an
instrumentalist, though he wrote for all instruments with
complete understanding, but he had a considerable
reputation as a conductor, both in Germany and in
England, where for three years he directed the Liverpool
Philharmonic Society.

SCOTTING IANTASY
VIOUN CONCPRTO No 3
4 -

Below: Though Max Bruch was
no instrumentalist, he wrote
brilliantly and gracefully for the
violin and cello, and was a
successful conductor.

SCOTTISH FANTASY, OP. 46 FOR

VIOLIN AND ORCHESTRA

J Chung/RPO/Kempe/ Violin Cone. 1
SXL6573 (11/72) Decca

O D. Oistrakh/LSO/Horenstein/
Hindemith: Vin. Conc.
SDD465 (6/76) Decca Ace of Diamonds
6337 London

O Campoli/LPO/Boult/Mendelssohn
ECS775 (8/76) Decca Eclipse
STS-15015 London

OPerlman/New Philh./Lopez-Cobes/
Violin Cone. 2
ASD3310 {
$-37210 Angel

VIOLIN CONCERTO NO. 1 IN

G MINOR, OP. 26

OSuk/Czech PO/Ancerl/Mendelssohn
SUASTS50546 (8/66) Supraphon

(1Stern, Philadelphia/Ormandy/ Lalo
72612 (5/68) CBS
MS-7003 Columbia

OPerlman/LSO/Previn/ Mendelssohn:
Vin, Conc. in E minor
ASD2926 (1/74) EMI/HMV
$-36963 Angel

DOKyung-Wha Chung/RPO/Kempe/
Scattish Fantasy
SXL6573 (11/72) Decca
6795 London

D Morini/Berlin RSO/Fricsay/
Glazunov
2548 170 (11/75) DG Heliodor

VIOLIN CONCERTO NO. 2 IN

D MINOR, OP. 34

OPerlman/New Philh./Lopez-Cobos,
Scottish Fantasy
ASD3310 (6/77) ENII/HMV
§-37210 Angel

) EMI/HMV




ANTON BRUCKNER

{b. Ansfelden, Upper Austria, 1824; d. Vienna 1896)

If Schubert’s “Great” C major Symphony moved
Schumann » to write of its “heavenly length”, it is
fascinating to speculate on what he would have said
about the symphonies of Bruckner, which follow and
greatly expand the Schubertian tradition in a peculiarly
Austrian atmosphere of leisurely spaciousness. The
unhurried simple grandeur of his “cathedrals in sound”, as
they have been called, has been likened by non-
Brucknerians to Lewis Carroll's “reeling, writhing and
fainting in c6ils”; but paradoxically their length is made

[’
B s Below: Bruckner at his piano,
g Py two years before his death.

He habitually wore the peasant
costume seen here.
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to seem even greater in the cut versions urged upon him
by well-meaning friends, to which he agreed in the hopes
of making his works more acceptable but which only
upset their proportions. (These are fortunately less
commonly played nowadays than the originals.)

To appreciate Bruckner's music one needs to
understand the man. He came from humble Catholic
peasant stock, and was himself deeply devout and almost
incredibly gauche: his appearance, in baggy trousers
deliberately too short for his legs (to have more freedom

Right: Anton Bruckner in 1885,
the year when his Seventh
Symphony brought him his first
real success.

e 4 MASS NO. 2
3 O Schutz Choir/Philip Jones Brass
fs Ens./Norrington

ZRG710 (12/73) Decca Argos
SYMPHONY NO. 4 IN E FLAT
O Philh./Klemperer

SXLP30167 (7/74) EMI/HMV

$-36245 Angel
O Concertgebouw/Haitink

6599 729 (12/74) Phonogram
0OVPO/Bohm

6BB171-2 Decca

2240 London
O Berlin PO/Jochum

2535111 (8/75) DG Privilege+
OLSO/Kertesz

SDD464 (3/76) Decca Ace of Diamonds

STS-15289 London
OBerlin PO/Karajan

2530 674 (10/76) DG+
SYMPHONY NO. 5 IN B FLAT
O Concertgebouw/Haitink

6700 055 (6/72) Phonogram
SYMPHONY NO. 7 INE
O Concertgebouw/Haitink/ Te Deum

SAL3624-5 (9/67) Phonogram
O Berlin PO/Karajan/ Wagner: Siegfried

Tdyll

2707 142 (4/77) DG

2707 102 DG
SYMPHONY NO. 8 IN C MINOR
O Concertgebouw/Haitink

6700 020 {10/70) Phonogram
O Berlin PO/Karajan

2707 085 (5/76) DG+
O Berlin PO/Karajan

SXDW3024 (5/76) EMI/HMV

Concert Classics
SYMPHONY NO. 9 IN D MINOR
O Berlin PO/Karajan

139011 (6/69) DG+
0 Concertgebouw/Haitink

SAL3575 (10/66) Phonogram
O Chicago SO/Barenboim

2530 639 (4/76) DG+
TE DEUM
OSoloists, Netherlands Radio Ch./

Concertgebouw/Haitink/Sym. 7

6700 038 (9/67) Phonogram

802759 Philips
OSoloists/Vienna Singverein/Berlin

PO/Karajan/Mozart

2530 704 (2/77) DG*




when playing the organ) and always in far too large a
collar, was bizarre. And as a result of his rustic upbringing
he was extremely naive: for example, he tipped the
distinguished conductor Hans Richter after rehearsing one
of his symphonies. His hero-worship of Wagner » (to
whom he dedicated his Third Symphony, which emptied
the hall at its premiére, and whose death inspired the
Adagio of his Seventh Symphony, in which for the first
time he included Wagner tubas in his orchestra) was so
extreme that he fell on his knees before him at their first

meeting, and would never sit in his presence.

A slow developer, Bruckner had started his adult life as
a village schoolmaster-cum-organist, but his gifts in the
latter capacity, particularly in the art of improvisation,
took him from the monastery of St Florian to the post of
organist at Linz Cathedral, and later to extensive concert
tours. With immense earnestness he studied strict methods
of composition, and wrote several works for chorus, and
his first Mass, before seriously attempting the symphonic
form at the age of just over 40 (like Brahms »). He moved
to Vienna, and apart from later appointments as a
professor at the Conservatory there as a Court organist
and as a lecturer at the University, he gave the rest of his
life to composition. There were eventually eight sym-
phonies, plus an early one he had himself called, with a
typical lack of self-confidence, “No. 0”; his Ninth was left
unfinished.

His country background influenced the cut of his
melodies, especially the Léindler-like scherzos; and the
tremolando with which he often began a symphony, apart
from showing the influence of Beethoven's Ninth, lends it
a romantic haze from which his themes emerge as from a
meditative communion with Nature. His orchestration,
like that of Franck », proclaims his allegiance to the
organ. But special contributions of his to the symphony as
a form were his introduction of extra subjects in the
exposition and the merging of development and recapitu-
lation, and the building-up of the finale from elements in
previous movements (as in Nos. 5, 7 and 8). The large-
scale Te Deum, composed about the time of the Seventh
Symphony, represents the peak of his liturgical music.

FERRUCCIO BUSONI

(b. Empoli 1866; d. Berlin 1924)

Like his younger contemporary Rachmaninov », Busoni
suffered from a tug-of-war in his life between his
international career as one of the greatest pianists of his
day (and as a conductor) and his activities as a composer.
Unlike him, however, Busoni’s music has appealed chiefly
to connoisseurs, and he never expected otherwise: “all art
is aristocratic”, he declared. The intellectual character of
much of his work does make it something of an acquired
taste; yet his early compositions such as the Comedy
overture and the violin sonatas are immediately attractive,
showing an Italianate warmth (like his piano playing,
which was characterised by the classically-minded' as
“ultra-romantic” but which all agreed had at the same
time a visionary grandeur and an interpretative perception
all his own), and his greatest masterpiece, the opera
Doktor Faust, completed after his death by a pupil, is
deeply impressive.

He also felt an inner tug-of-war about his nationality.
His mother had been a pianist of German descent; after a
cosmopolitan career—touring as a child prodigy in
Austria and Italy, and then teaching in Helsingfors,
Moscow and the New England Conservatory in Boston—
he settled by choice in Berlin. His great musical allegiances
were to Bach », the inspiration of his elaborate Fantasia
contrappuntistica, and Liszt %, the obvious influence
behind his huge piano concerto (which also calls for a
male chorus); and he wrote the texts of all his own operas

in German—the one-act Arlecchino and Turandot are
both marked by quirky, sardonic humour. Yet at heart he
considered himself Italian, like his father, and his brief and
abortive directorship of the Liceo Filarmonico in Bologna
where as a boy of 15 he had become the youngest member
since Mozart », proved a bitter disappointment to his
hopes of revitalising musical life in his own country.

Above: Ferruccio Busoni.

PIANO CONCERTO

JOgdon, Alldis Choir, RPO/
Revenaugh/Doktor Faust— two
studies
SLS776 (1/68) HMV

VIOLIN SONATA NO. 2

O Granat, Gray/Paderewski: Violin
Son,
DSM1004 (2/76) Rediffusion/Desmar«

BERCEUSE ELEGIAQUE
ONew Philh./Prausnitz/ Dallapiccola;
Wolpe
ZRG757 (5/76) Decca Argos
FANTASIA CONTRAPPUNTISTICA
O Lorenzi, Gorini (pianos)
HM314 Rediffusion
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DIDERIK BUXTEHUDE

(b. Helsingor 1637, d. Liibeck 1707)

Little is known of the early life of this Danish composer, a
pupil of his father, who had been an organist in Helsing&r
(Elsinore) for many years; but at the age of 31 he secured
the important post of organist at the Marienkirche in
Liibeck. As was not uncommon in those days, in taking
over the post he also, as one of the conditions, married his
predecessor’s daughter; but when he sought to impose the
same condition on his own successor, Handel » and
others withdrew their applications.

He made Liibeck a Mecca for German musicians both
by his own splendid playing (Bach » for example tramped
200 miles to hear him) and by the evening concerts for
organ, chorus and orchestra he instituted and which took
place each year on the five Sundays before Christmas. His
quasi-oratorio The Last Judgment, which introduces
personifications of righteous and wicked souls and three
of the deadly sins, was designed to be spread over the five
Abendmusiken in 1683. As one of the principal North
German composers, Buxtehude influenced many musi-
cians beside Bach, particularly in the fields of cantatas and
organ toccatas, chaconnes and fantasias. He was one of
the first to demand a virtuoso technique on the pedals.

ORGAN MUSIC
Canzonettas—E minor; G minor;
Ciacona in E minor; Chorale
Preludes— Gott der Vater: Nun lob
M mein Seel; Magniticat | tono:
Preludes and Fugues— A minor; F;
Toccata and Fugue in D minor.
ODanby
TPLS13041 (6/71) Pye-Virtuoso
ORGAN MUSIC
Preludes and Fugues — A minor; B; F;
E sharp; D; G minor. Canzona in C.
Canzonettas in E minor; D minor; C.
Chorale Preludes — Ach Herr, mich
armen; Ach Gott und Herr; Jesus
Christus, unser Heiland: Komm,
heiliger Geist; Vater unser; Ein feste
Burg; Es ist das Heil; Christ unser
Herr; Mensch, willst du leben; Durch
Adams Fall; Te deum laudamus; Auf
meinem lieben Gott; Nimm von uns;
Ciacona in C minor,
O Chapius
EX6 35308 (5/77) Selecta Telefunken
642001 Telefunken
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Below: A cantata written by
Buxtehude in tablature.
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WILLIAM BYRD

(b. ? Lincolnshire 1543; d. Stondon, Fssex, 1623)

Numerous literary references bear witness to the fame and
esteem surrounding this sixteenth-century English com-
poser, who excelled in all branches of composition: one
poem declares that his

“greater skill and knowledge dothe excelle all at this

tyme

and far to strange countries abroade his skill dothe

shyne;

famous men be abroad and skilful in the arte . . .

but in Ewroppe is none like to our Englishe man”.

A cultivated but austere and litigious man “naturally
disposed to gravitie and pietie”, he seems to have studied
under Thomas Tallis » and was appointed organist of
Lincoln Cathedral at the age of 20: nearly ten years later he
went to London to share the post of organist to the
Chapel Royal with his old master. Together they held a
licence from Queen Elizabeth giving them, to the resentment
of other printers, a virtual monopoly for printing music
for 21 years—though even this seems not to have
satisfied them. The first fruit of their licence was the
collection of 34 Cantiones sacrae (Latin motets) dedicated
to the Queen, each composer contributing half. Re-
markably, Byrd continued to hold his Chapel Royal post,
and indeed composed much music for the Reformed
English Church, although he himself was a practising
Catholic and wrote three great Masses which, along with
his Anglican Great Service, are considered his master-
pieces. Among his other works, many of which also attest
to his mastery of expressive polyphony, were collections
of Psalmes, Sonets and Songs of Sadnes and Pietie, which
were madrigalian in style, like his Songs of sundrie
natures (though this volume also contains seven penitential
psalms treated metrically); two sets of Gradualia con-
taining over 100 motets, and two further sets of Cantiornes
sacrae; a quantity of music for virginals and for viols, in
both of which fields he was a pioneer—his keyboard
variations and his fantasias for viols are outstanding; a
number of English anthems, canons and rounds; solo
songs, both sacred and secular, with lute or viols; and
dramatic songs for stage plays.

b é‘untmnc& $arrnt
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Mss in chice parns
in four parss

CANTIONES SACRAE
(jomntly with Tallis)
Cantores i Ecclesia/Howard
SOL311-3 (12/69) L'Osseau-Lyre
: MASS FOR 3 VOICES
O St. Margaret's Singers/Hickox/
Mass for four voices
RL25070 (6/77) RCA
O King's College Choir/Willcocks/
Mass for four voices
ZRG5362 (11/63) Decca Argo-
MASS FOR 4 VOICES
ZJSt. Margaret's Singers/Hickox/
Mass for three voices
RL25070 (6/77) RCA
J King's College Choir/Willcocks/
Mass for three voices
ZRG5362 (11/03) Decca Argo+
MY LADYE NEVELLS BOOKE
O Hogwood
D29D4 (1/77) Decca-

Above: ‘Since singing is so good
a thing, I wish all men would
learne to sing’, wrote William
Byrd.
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EMMANUEL CHABRIER

(b. Ambert, Puy-de-Déme, 1841; d. Paris, 1894)

One might not expect an ardent admirer of Wagner » —
one who carried a score of Tristan and Isolde with him
everywhere—to be notable for his gleeful wit and verve;
but such was the case with Chabrier, who showed early
musical talent but whose parents, with typical French
bourgeois prudence, persuaded him to treat music as a
hobby. He dutifully studied law and became a civil
servant, but associated with poets, musicians and painters
(incidentally building up a collection of impressionist
pictures which included Manet's "“Bar aux Folies-
Bergéres”) and composed in his spare time — notably two
operattas, L'Etoile and Une Education manquée.

But immediately afterwards, in 1880, he was over-
whelmed by the experience of hearing Tristan at
Bayreuth, and resigned his post to devote his life to
music. Ten charming Piéces pittoresques for piano were
followed by the work which brought him immediate
fame, the ebullient orchestral rhapsody Espaiia, which to
this day has rightly remained a popular favourite. He
became chorus-master to Lamoureux, acquiring valuable
practical experience which was later to bear fruit in his
enchanting Ode to Music for female voices and orchestra.
Under the spell of Wagner he produced an unsuccessful

ESPANA—RHAPSODY
O CBSO/Fremaux/Ravel; Dukas;
Saint-Saens; Debussy
ASD3008 (9/74) EMI/HMV
O LSO/ Argenta/Rimsky-Korsakov;
Granados; Moszkowski
ECS797 (6/77) Decca Eclipse
6006 London
ESPANA; SUITE PASTORALE;
MARCHE JOYEUSE; LE ROI
MALGRE LUI (exc.)
OSRO/Ansermet
JB10 (6/78) Decca Jubilee
6438 London
3 VALSES ROMANTIQUES
OKyriakou, Klien/Milhaud; Scara-
mouche; Faure: Dolly; Souvenirs de
Munich; Ravel: Ma mere l'oye
TV34234S (11/70) Decca Turnabout

Left: Chabrier at the piano. A
candid and revealing sketch by
one of his many artist friends.

tragic opera, Gwendoline, which received only twao
performances in Brussels before the management there
went bankrupt; then, his natural comic vein re-asserting
itself, came the delightful three-act comedy Le Roi
malgré lui—which met with equally bad luck, as the
theatre caught fire after the third performance. His
irrepressible high spirits are evident not only from some
of his songs (written late in the single decade of his career
as a professional composer), which have a drollery that
was to influence Satie », Poulenc » and Milhaud », and
from the brisk and vivacious Marche joyeuse (scored,
like everything of Chabrier’s, with originality, vivid but
delicate colouring and impeccable artistic taste), but
from the snook he permitted himself to cock at his
beloved Tristan in the shape of a Quadrille for piano
duet on themes from the opera.

LOUIS FREMAUN
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ERNEST CHAUSSON

(b. Paris 1855; d. Limay, nr. Mantes, 1899)

Chausson came to music late, not beginning to study
with Massenet » at the Paris Conservatoire until he was
25 and then becoming a private pupil of Franck ». A
slow and meticulous writer, he was fortunate enough to
have private wealth, but his extremely self-deprecating
and sensitive nature prevented him from making use of
this for the furtherance of his own works. His stage
music, which includes an opera, Le Roi Arthus, heavily
indebted to Wagner's Tristan and Isolde, is not important,
but many of his songs are among the most exquisite in
the repertoire of the French mélodie, and the orchestral
song-cycle Poéme de l'amour et de la mer, which
employs Franck’s cyclical technique, is heard less often
than it deserves. It is however by his instrumental works
that Chausson is chiefly remembered. There is a poetic
Concerto for the curious medium of violin, piano and
string quartet, and an emotional but somewhat flaccid
symphony modelled on that by his teacher Franck; but
Chausson is best represented by the Poéme for violin and

orchestra, a typically sensuous and melancholy work
which has endeared itself to artists and audiences alike.
His career was prematurely cut short when he was killed
in a bicycle accident on his own estate.
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FRYDERYK CHOPIN

(b. Zelazowa Wola, nr. Warsc 810; d. Paris 1849)

For the universal recognition he commands as one of the
supremely great writers for the piano, an instrument he
invested with a new poetry, and for the imperishable
affection of players and listeners, Chopin has had to pay
a high price—a novelettishly distorted view of his
personality and life, cavalier treatment of his texts {on
whose exactitude he set great store) by exhibitionist
pianists, numerous silly legends and nicknames attached
to some of the works, and a widespread misunderstanding
both of their nature and, even, of the style in which they
should be performed.

With very few exceptions, all his music was for piano
(even the exceptions, such as the early Piano Trio, the
songs and a cello sonata, include the keyboard), and
most of it was written for himself to play. As a pianist,
and as an improviser, he was everywhere the object of
almost unqualified admiration, not merely by impression-
able young ladies, although they abounded, but by
Europe's leading musicians; yet he had been virtually
self-taught. He had shown a precocious aptitude for
music, publishing his first little pieces at the age of seven,
and, like the young Mozart », had been made much of in
aristocratic salons. But his father, a teacher of French,
Below: The house and garden at Zelazowa Wola, near Warsaw,
where Fryderyk Chopin was born in 1810.

Left: Chopin shortly before his death.

wisely saw that he received a solid musical grounding at
the Warsaw Conservatoire.

Meetings with visiting celebrities, and concerts in
Vienna, where his Polish-flavoured works created an
instant impression, broadened his musical horizons.
During a more extended concert tour in 1830, Warsaw
fell to the Russians, and Chopin decided to settle in Paris,
in whose artistic life he quickly became a tashionable
figure. Within the elegant, reserved dandy whose brilliant
gifts of mimicry amused his friends, however, lay strong,
often violent, feelings, intolerance, and a vulnerable
sensitivity which were allowed an outlet only in sarcasm.
It was not long before his health, never robust, began to
cause some anxiety, and on its account his betrothal to
the daughter of family friends was broken off: it was
further undermined by a sojourn in Majorca with the
masterful woman novelist George Sand, with whom he
then formed a liaison (her accounts of their life are full of
romantic inventions). He dropped out of public music-
making, devoting himself to composition and frequenting
influential circles: the affaire with George Sand dragged
on for ten years altogether, and by the time it broke up,
after prolonged emotional upsets, he was a fatally sick
and mentally exhausted man with only two years to live.

His principal teacher had felt that Chopin should be
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FRYDERYK CHOPIN

writing operas: certainly the exquisitely embroidered bel
canto melodic lines characteristic of his music show an
affinity with the Italian operas current in Warsaw in his
youth, but his instinctive understanding of the piano’s
textures, as in his Studies, and imaginative realisation of
its poetic possibilities, as in the Nocturnes and Mazurkas,
were idiomatic to the instrument. His beautifully
expressive melodies, and the rhythms of his idealised
Polish dances (in the Mazurkas and heroic Polonaises),
exercise their spell on all music-lovers; but of equal
fascination to musicians are the romantic chromaticism
of his harmony, the subtle part-writing (particularly in
the later works, when his lifelong love of Bach », whose
“48" he knew by heart, had been fortified by a study of
Cherubini's contrapuntal teachings), and his individual
sense of colour and of form. The notion (nurtured on the
popularity of the Preludes and Waltzes) that he was only a
miniaturist is exploded by such works as the concertos,
the sonatas in B flat minor and B minor, the rhapsodic
Ballades and Scherzos, the F minor Fantaisie and the
Barcarolle; but though his playing frequently astonished
his hearers by its intensity, it was its lightness and grace
that captivated them; the grandiose effects of some star
performers are utterly alien to his art.

Below: Memorial to Chopin in the grounds of his birthplace.
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Above: At the age of 20 Chopin
settled in France for good.
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Below: Chopin’s characteristically neat manuscript: a page

from the finale of his Piano Sonata in B minor.
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AARON COPLAND

(b. Brooklyn, N.Y., 1900)

Though Ives » may have preceded him in establishing a
specifically American idiom, Copland was the first
American composer of serious music in this century to
make an impact on the world at large, and all his adult
life has occupied a foremost place in musical activities in
the USA—not only as composer but as conductor,
lecturer, author, festival organiser and musical adminis-
trator—in the course of which he has received very
numerous honours.

After initial studies in New York, he went to France at

Left & above: Two portraits of Aaron Copland.
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the age of 21 and worked for three years with Nadia
Boulanger, who on his return was the soloist in his
Symphony for organ and orchestra. He was the first
composer to be awarded a Guggenheim Fellowship, and
in 1930 won an RCA Victor award for a Dance sym-
phony hurriedly put together from a previous ballet.
In this, the 1925 Music for the theater and the Piano
Concerto of the following year, he employed jazz idioms
treated with a Stravinskian pungency; but the vitality
and rhythmic vigour which these displayed were soon to
be deflected into other channels. Chief among these were
works with an "open-air” flavour, sometimes making use
of rural folk-music or cowboy songs, such as the ballets
Billy the Kid, Rodeo and the highly evocative Appalachian
Spring, and the folk opera The tender land (1954), and
works in which Latin-American styles figured, like the
rhythmically ingenious El Salén México {(1936) and the
Clarinet Concerto.

For the most part Copland’s works are characterised
by a striking economy and transparency of texture,
which has made for immediate accessibility when they
were intended for functional purposes: his film scores for
Our town and The red pony, for example, have a rare
charm, and the poetic Quiet city, also derived from a
film, has a touchingly tender atmosphere. At other times
(as in his Piano Sonata) he has favoured a harsh, austere
idiom; and between the two lie such thoughtful but
approachable works as his Third Symphony.
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ARCANGELO CpRELLI

(b. Fusignano 1653; d. Rome 1713

Born of a good family, this courteous and cultured
musician spent the greater part of his life in Rome, where
for about twenty years he directed the regular Monday
concerts at the palace of Cardinal Ottoboni which were a
focal point of the musical life of the city, and where he
was held in the highest esteem; but his fame both as
violinist and composer was widespread throughout
Europe. His works were published in Antwerp,
Amsterdam, Paris and London as well as in Italy:
numerous violinists later to be famous came to study
with him; and he repeatedly refused invitations from
other noble patrons to leave Rome and enter their
service, though he did direct performances by an
orchestra of 150 players in the Roman palace of Queen
Christina of Sweden. When at long last he visited Naples,
then the operatic centre of Italy, to play with Ales-
sandro Scarlatti, he was slighted by the King and returned,
much mortified, to find that a newcomer seemed to have
supplanted him in the public’s favour: he was so dejected
by all this that he went into a decline.

He was buried in the Pantheon near Raphael —an apt
choice since he had associated with the leading painters of
his own day and had formed a valuable collection of
pictures.

His dignified, elegantly fashioned writing, which
featured sequential progressions and chains of suspen-
sions, was channelled into two forms: the baroque trio-
sonata and solo sonata, and the four- or five-movement
concerto grosso (the forerunner of the modern concerto)
which contrasted a small solo group of two violins and a
cello with the full body of strings. His slow movements
in particular have a gentle beauty which relies on the
singing quality of the violin that he himself cultivated in
his playing; but in the solo sonatas the melodic line of
these adagios would have been expected to be embellished
according to the conventions of the time.

CONCERTI GROSS, OP. 6
0 ASMF/Marriner
ZRG773-5 (9/74) Decca Argos
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Right: Details from a painting
after Carlo Maratti of

Corelli, one of the greatest
names in the history of

the violin and virtual creator

of the concerto grosso.

He influenced the young Handel
and was the teacher of

such virtuosi as Geminiani and
Locatelli.

« Viokno e Violone o Cimbals

»~
=)
IR e b La
W i . ~ .
N =M . F L Tustgnd .
b C" - Orexa QuiNTa
VAN Riee Dima

A Amsterdam

Kﬁ!j ] 8 Da 4 \
' , 55k 4 YA RCANGELO CORELLIA

SEcoNDE EDITION

Aoz ESTIENNK ROOxR o Cantund fibraire

<7

Above: Title-page to the second edition of Corelli’s violin
sonatas, one of the pillars of string literature.
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FRANCOIS COUPERIN

(b. Paris 1668; d. there 1733)

Known even in his own lifetime as "le Grand”, the
appellation serves not only to distinguish Francois from
the rest of the numerous Couperin dynasty (some twelve
of whom, over two centuries, were musicians, and at
least four composers) but to indicate his renown and the
general admiration in which he was held. (Bach » for
example studied his works and copied some out.) At the
age of eleven he inherited from his father, who had
himself inherited it from his brother Louis, the post of
organist at St Gervais, which, after putting in Lalande as
his deputy, he took over six years later and held for
nearly 40 years before passing it on to his cousin Nicolas
(whence it was handed down in turn to two more
generations of Couperins). After the publication of two
organ Masses (versets to alternate with the plainsong of
the Ordinary, plus an organ solo at the Offertory), Louis
XIV nominated him one of the directors of music of the
royal chapel, which included some of the finest
instrumentalists of the day, in 1693, following this up the
next year by an appointment as harpsichord tutor to the
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royal children, and two years later ennobled him.

In his capacity as composer to the king he wrote
motets, the passionate Lecons de ténébres which are
considered the peak of his church music, a series of
Concerts royaux for the court’s Sunday concerts, and,
over the years, well over 200 harpsichord pieces, which
were published in 27 loosely-organised ordres or suites.
Couperin was much concerned to try to reconcile the
divergent French and Italian styles then current, and this
found expression not only in L'Apothéose de Corelli and
L’Apothéose de Lully, which were published together
under the significant title Les Goilts réunis, but also in
Les Nations, ‘which consisted of French suites together
with Italian trio-sonatas (a form he took over from
Corelli »). His music also blends flexible counterpoint
and rich harmonic thinking, employing emotional sus-
pensions and inner chromaticisms. But perhaps his chief
legacy to posterity lies in his refined and charming
harpsichord pieces, almost all of which have fanciful
titles and which represent a great diversity of styles—
dance forms, chaconnes and passacailles (such as the
great B minor example in Ordre No.8 or L'Amphibie in
No.24), rondeaux, satirical or burlesque pieces, pastorals
and character portraits. In this gallery, as in his own
personality, urbanity, melancholy and ironic wit are
fascinatingly combined.
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Left: An engraving of Frangois
Couperin, ‘organiste de la
chapelle du Roy’, in the last
decade of his life.
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CLAUDE DEBUSSY

(b. St. Germain-en-Laye 1862;d. Paris 1918)

The adjective “impressionist”, borrowed from the art of
painting, is commonly applied to Debussy’s music.
Although he himself disliked the term, his references to
the scintillating play of light (eg in writing of his
orchestral Nocturnes, which have been likened to
Whistler’s paintings) reveal an uncommon visual sensi-
bility, and his lifelong love of fluid orchestral colours,
flexible rhythm, vague tonality, and even of piano tone
which should create the illusion of an instrument “without
hammers”, was very much in accord with the impres-
sionists’ outlook. Equally important, however, was the
influence of literary symbolists such as Mallarmé,
Baudelaire, Verlaine (whose mother-in-law, a pupil of
Chopin », had been his first piano teacher) and
Maeterlinck, whose Pelléas et Mélisande he turned, after
ten years' work, into a lyric drama whose quasi-
naturalistic word-setting and orchestral and emotional
reticence make it a landmark in operatic development.
As a student at the Paris Conservatoire he had rebelled
against orthodox harmony teaching but had managed to

win the Prix de Rome at his third attempt, although his
self-indulgent temperament and dislike of routine impelled
him to leave Rome after only two of the prescribed three
years. One cause of his restlessness may have been that his
current mistress, to whom he dedicated his first set of Fétes
galantes, was still in Paris: Debussy's hedonistic and
sensual nature was later to be responsible for a hectic love-
life which resulted in the attempted suicide of his first wife
when he eloped with another woman. In his twenties he
had undergone a variety of musical influences—the
Russians, particularly Mussorgsky », the Javanese
gamelang he heard at the 1889 Exposition Universelle, and
above all Wagner », under whose spell he fell (like many
of his compatriots), only to shake himself free later:
during the 1914.war, indeed, when he published the three
instrumental sonatas written in an unusually elliptical and
finely-chiselled style, he assertively described himself on
their title-pages as “musicien frangais”.

It is, however, his compositions in the twenty years
between 1893, the year of his string quartet and the
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Left: Debussy charted a quite
new course in music.

65




CLAUDE DEBUSSY

evocative Prélude a I'Aprés-midi d'un faune (there were
originally to have been two other sections besides the
Prelude to go with Mallarmé’s poem), and 1913, when he
wrote Jeux for Diaghilev’s Russian Ballet, for which
Debussy is best remembered and which so powerfully
affected the course of music. He loosened the hold of
traditional harmony by employing “forbidden” pro-
gressions and unrelated chords, leaving dissonances
unresolved, and making extensive use of the whole-tone
and pentatonic scales and of the old church modes. His
piano music, particularly the Estampes and the two books
of Préludes (whose imaginative titles were added after
they were composed) and of Images, called for a new
palette of keyboard colours, including a new pedal
technique. Apart from works already mentioned, his
compositions for orchestra include two other master-
pieces —the large-scale La Mer, which despite its wonder-
fully impressionistic sound-painting has an underlying
classical structure, and the second orchestral Image
entitled Ibéria, which, like the piano La Puerta del Vino
and Soirée dans Grenade, captures an authentic Spanish
atmosphere although he had spent only a single day

across the Spanish border.

0 Chorus/SRO/ Ansermet/Jeix; Danse
ECSB816 (4/78) Decca Eclipse

O NE Cons. Chorus/Boston SO/Abbado/

Ravel
2530 038 (12/70) DG*

ORCHESTRAL WORKS

O Berceuse heroique; La boite a joujoux;
Children’s Corner Suite; Danses sacree
et profane; Fantaisie for piano and
orchestra; Images; Jeux; Khamma; La
mer; Marche ecossaise; Nocturnes;
Petite Suite; La plus que lente; Prelude
a I'Apres-midi d'un faune; Printemps;
Clarinet Rhapsady; Saxophone
Rhapsody; Le Roi Lear; Tarantelle
styrienne

U National ORTF/Martinon
SLS893 (2/75) (5 discs) HMV
$-37064 Angel

PELLEAS ET MELISANDE

{1Soderstrom, Shirley, Minton,
Meclntyre, Ward, Covent Garden
Op/Boulez
77324 (10/70) CBS
MS-30119 Columbia

PRELUDES — COMPLETE

OKars
3BB107-8 (11/71) Decca

[ Book 1 only. Rev.
SAGAS5391 (3/75) Saga

PRELUDE A L’APRES-MIDI D'UN

FAUNE

O Berlin PO/Karajan/La Mer, Ravel
138923 (3/65) DG*

ONew Phil./Boulez/La Mer; Jeux
72533 (7/67) CBS
MS-7361 Columbia

O LSO/Monteux/Nocturnes; Ravel
SDD425 (9/74) Decca Ace of Diamonds
5TS-15356 London

LISRO/Ansermet/La Mer; Petite
Suite; etc.
SPA231 (6/72) Decca

[ Concertgebouw/Haitink/La Mer;
Clarinet Rhapsody; Marche ecossaise
9500 359 (4/78) Phonogram

O Strasbourg PO/Lombard/ Fauire;
Ravel; Roussel
STU70889 (1/76) RCA/Erato
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O New Philh./Boulez/Nocturnes;
Clarinet Rhapsody
72785 {(4/71) CBS
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PROSES LYRIQUES
0 Gomez, Constable/Berlioz; Bizet
SAGAS5388 (1/75) Saga
RHAPSODY FOR CLARINET
O de Peyer, New Philh./Boulez/
Nocturnes; Printemps
72785 (4/71) CBS
SONATA FOR CELLO AND PIANO
O Rostropovich, Britten/ Britten,
Schumann
SXL2298 (1/62) Decca
6237 London
SONATA FOR FLUTE, VIOLA AND
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[ Melos Ens./Ravel; Roussel; Ropartz
SOL60048 (9/62) L'Oiseau-Lyres
SONATA FOR VIOLIN AND PIANO
) Hasson, Isador/ Faure: Son. 1
CFP40210 (6/75) Classics for Pleasure
O Wallez/Rigutto/ Faure; Ravel
7174 (8/76) Selecta/French Decca
STRING QUARTET IN G MINOR
0 Quartetto Italiano/Ravel
SAL3643 (5/68) Phonogram
835361 Philips
[ Parrenin Qt./Ravel
HQS1231 (10/70) EMI/HMV
2103 Connoisseur Soctety
SUITE BERGAMASQUE
0 Adni/Recital
HQS51262 (5/72) EMI/HMV
SUITE BERGAMASQUE; HOMMAGE
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Above: Debussy at 22, when he won the first Prix de Rome.
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LEO DELIBES

(b. St Germain du Val 1836; d. Paris 1891)

So great an admirer of Delibes was Tchaikovsky » that he
declared his own Swan lake ballet music to be “poor stuff”
measured against the former's Sylvia: indeed, he went
further and wrote in a letter that the Frenchman was a
composer of talent with whom the “dry routinier”
contemporary Germans (presumably Brahms » and
Wagner ») were not to be compared. Delibes was in fact
the first to raise the standard of ballet music from the low
level into which it had sunk. He had been a pupil at the
Paris Conservatoire of Adolphe Adam, the composer of
the ballet Giselle and of several light operas, who secured
him a job as répétiteur at the Théitre Lyrique at the age of
17: thisimmediately spurred him to compose operettas, of
which he produced about fifteen in as many years.

In his late twenties he was appointed a répétiteur, then a
chorus-master, at the Opéra, and started to write ballets.
The two acts he contributed to La Source were so
successful —they were later used on their own under the
title Naila—that he was promptly invited to compose a
complete ballet by himself. The result was the delightful
comedy Coppélia (1870), whose wealth of elegant melody
and delicately coloured orchestration made it an instant
popular favourite; and it has so remained with ballet
companies throughout the world ever since. The larger-
scale mythological ballet Sylvia, six years later, was
regarded by some ballet critics of the time as too
symphonic, but the suite extracted from it has certainly
kept its place in the concert repertoire. Delibes'’s operas
have not held the stage, except (in France) Lakmé: this
followed the fashion of the time in choosing an exotic
setting, a faintly absurd India under English rule, and
contains much charming music but is remembered mainly
by the “Bell Song”, a favourite with coloratura sopranos.
COPPELIA
01 Cpte. Minneapolis SO/Dorati

6780 253 (11/75) Phonogram

2-77004 Mercury
O Exc. Berlin PO/Karajan/Chopin

2535 189 {1/77) DG Privilege
COPPELIA (exc.); SYLVIA (exc.)
OSRO/Ansermet

SPA314 (7/74) Decca
6185 London

LAKME .

Berbie/Monte Carlo Opera/Bonynge
SET387-9 (5/69) Decca
1391 London

Right: Poster for the Paris
premiére of Sylvia, 1876.
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Above: Delibes rescued ballet music from its lowly state.
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FREDERICK DELIUS

{b. Bradford 1862; d. Grez-sur-Loing 1934)

Delius presents the curious case of a composer whose
music is recognisably and essentially English—"Shelley,
Wordsworth and Keats could not call forth the magic of
the English landscape with greater certitude”, one musician
has declared —yet who left England at the age of 21 to
avoid going into his father's wool business, briefly
emigrated to Florida (where he neglected his orange
plantation for music), went to study desultorily in Leipzig
for a couple of years, and then spent the remaining 46
years of his life in seclusion in France, where his work
remained, and still remains, almost unknown. Moreover,
most of his compositions received their first performance
not in his native England, which was slow to appreciate
them, but in Germany. Living aloof from the world as he
did, his music would not have made its way in England
without the indefatigable and redoubtable championship
of Sir Thomas Beecham, whose performances captured
their subtle and elusive character with astonishing
empathy; and fortunately several of his unrivalled
recordings are still current. Delius also owed much to the
devotion of a young musician, Eric Fenby, who was so
appalled to learn that the composer, though mentally
alert, had become blind and paralysed (in which condition
he spent the last decade of his life) that in 1928 he went to
live with him as his amanuensis and in impossibly difficult
conditions— Delius's sufferings intensified his egotism,
his impatience and his acid tongue—laboriously took
down several compositions from dictation.

By temperament, strengthened by his haphazard musical
education, Delius had no use for orthodox harmonic or
contrapuntal procedures. Intent largely on the expression
of poetic pantheistic meditations, he favoured a sensuously
impressionistic idiom, rich in texture, with fluid chromatic
harmonies (although essentially tonal), for which he
usually demanded a very large orchestra: there is little
rhythmic variety in his work, and for structural purposes
he frequently relied on more or less overt variation
form (as in the well-known Brigg Fair, and the nostalgic
Appalachia for chorus and orchestra, both based on
folksongs). In mood his music ranges from the gently

DELIUS: APPALACHIA . BRIGG FAIR
SIR JOKN BARBIROLLI i
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idyllic, as in On hearing the first cuckoo in Spring, to the
ecstatic, as in the Violin Concerto and Song of the high
hills, often imbued with a sense of regretful yearning, as in
his masterpiece Sea-drift. His Nietzschean choral works A
Mass of Life and Requiem are vehicles for his rationalist
philosophy. His operas, though never successful on the
stage, are well suited to the gramophone, and the
rapturous Walk to the Paradise Garden, an interlude from
A Village Romeo and Juliet, is the perfect epitome of his

individual style.

APPALACHIA
[0 Ambrosian Singers/Halle/Barbirolli/
Brigg Fair
ASD2635 (2/71) EMI/HMV
$-36756 Angel
BRIGG FAIR; SONG BEFORE
SUNRISE; MARCHE CAPRICE; ON
HEARING THE FIRST CUCKOO IN
SPRING; SUMMER NIGHT ON THE
RIVER; SLEIGH RIDE; FENNIMORE
AND GERDA (INTERMEZZO)
ORPO/Beecham
ASD357 (8/60) EMI/HMV
CELLO CONCERTO
O Du Pre/RPO/Sargent/Elgar: Cello
Cone.
ASD2764 (3/72) EMI/HMV
(A) DANCE RHAPSODY NO. 2
O RPO/Beecham/Florida Suite; Over the
hills and far away
HQS1126 (4/68) EMI/HMV

Delivs:
AVillage =
Romeo & Juliet

Elizabeth Harwood - Robert Tear
John Shirley-Quirk

The Joho Alldss Chos
Roval Phulbarmonx Orchstn

Meredith Davies

IN A SUMMER GARDEN; HASSAN
(INTERMEZZO AND SERENADE); A
SONG BEFORE SUNRISE; LA
CALINDA; ON HEARING THE FIRST
CUCKOO IN SPRING; SUMMER
NIGHT ON THE RIVER; LATE
SWALLOWS
OHalle/Barbirolli
ASD2477 (7/68) EMI/HMV
5-36588 Angel
KOANGA
OLindsey, Allister, Erwen, Holmes,
Herincx, Estes/Alldis Choir/Groves
SLS974 (6/74) HMV
MASS OF LIFE
O Harper, Watts, Tear, Luxon/LPO &
Choir/Groves
SLS958 (3/72) HMV
$-3781 Angel
PARIS
ORLPO/Groves/Eventyr: Dance
Rhapsody No. 1
ASD2804 (8/72) EMI/HMV
5-36870 Angel
A VILLAGE ROMEO AND JULIET
OHarwood, Tear, Shirley-Quirk, Luxon,
Mangin/ Alldis Choir/RPO/Davis/
Talk by Fenby
SLS966 (2/73) HMV
$-3784X Angel
VIOLIN SONATAS NOS. 1-3
OHolmes, Fenby/ Talk by Fenby
UNS258 (5/73) Unicorn

Right: The blind and paralysed
Delius towards the end of

his life. Painting by Ernest
Procter, from the National
Portrait Gallery.







ERNO DOHNANYI

(b. Pozsony 1877; d. New York

Though of the same generation as his compatriots
Bartok » and Kodély », Dohnanyi took no part in their
quest for roots in genuine Hungarian folk music and had
little sympathy with their aims, giving his allegiance
firmly to the orthodox German tradition of Brahms »:
indeed, he even preferred to use the German version of his
name, which appears as Ernst von Dohndnyi on most of
his published compositions. He was educated musically in
his native town, now called Bratislava, and in Budapest;
at the age of 20 he won a prize for his first symphony and
made his début as a pianist in Berlin and Vienna, being
hailed at once as a player of the first rank. He toured
extensively, with great success, in Europe, England and

the USA, taught in Berlin for seven years, became director
of the Budapest Conservatory in 1919 and director of the
Hungarian Radio in 1931. After the Second World War he
found himself in bad political odour and left Hungary for
good, settling first in Argentina and then in the USA,
where he spent the final decade of his life.

His music, without being particularly distinctive, is
always notable for its fine craftsmanship and mellifluous-
ness; and there is often—as in the Brahmsian Rhapsody in
C for piano and his most popular work, the Variations on
a nursery song for piano and orchestra, which contains
the most elaborate leg-pull and deliberate bathos in the
repertory—an element of somewhat Teutonic humour.
Among his other works which are heard from time to time
are a melodious orchestral Suite in F sharp minor, a short
orchestral suite entitled Symphonic minutes, a suite from
the ballet The Veil of Pierrette, a very Brahmsian violin
sonata and a Serenade for string trio. His few attempts to
create a nationalist Hungarian atmosphere, as in the
Ruralia Hungarica suite, are, for all their surface attraction,
pale beside the genuine article emanating from his
contemporaries.

Rhapsody On A Theme Of Paganini

Variations On A Nursery Tune

VARIATIONS ON A NURSERY SONG

FOR PIANO AND ORCHESTRA

DO Katchen, LPO/Boult/Rachmaninov;
Rhapsody
SDD428 (10/74) Decca Ace of
Diamonds

O Ortiz/New Philh./Koizumi/
Rachmaninov; Rhapsody
ASD3197 (6/76) EMI/HMV
$-37178 Angel

0Siki/Seattle SO/Katims/Suite
TV4623S (2/77) Decca Turnabouts
34623 Turnabout

SUITE IN F SHARP MINOR

[ Seattle SO/Katims/ Variations
TV34623S (2/77) Decca Turnabout+

Left: Pianist, conductor,
composer, educationist and
radio administrator, Dohnanyi
was more German in his
allegiances than Hungarian.
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GAETANO DONIZETTI

(b. Bergamo 1797; d. there 1848)

Even among composers renowned for their facility and
speed Donizetti, a musician of uncommon amiability and
modesty (unlike his rival Bellini®), occupies a special place:
in the 25 years of his active career he produced nearly 70
operas, often at the rate of three a year. The entertainingly
farcical one-act operetta Il Campanello, for example, was
written (libretto as well as music) in nine days; on a larger
scale and in more serious style, the last act of La
Favorite—one of his very finest—took only a few hours!
[t is true that subtleties of harmony in his work are few,
but his melodic freshness and stage sense, particularly his
dramatic irony, are striking; his instrumentation is more
original than is usually recognised, as is his structure, and
his technical fluency is illustrated by such examples as the
masterly sextet in Lucia di Lammermoor.

He had in fact received a sound musical training, and
after a successful début in Venice as an operatic composer
at the age of 21 (actually with his fourth stage work) he
was invited by theatres in all the chief operatic centres in
Italy to compose for them, and produced 30 works in
twelve years. In 1830 he won European fame with Anna
Bolena—a work of astonishingly mature design—in
Milan: its libretto presents rather less garbled history (and

DON PASQUALE (Cpte.)

O Sciutti, Oncina, Mercuriali, Krause,
Corena, Vienna State Opera Chorus
and Orch./Kertesz
SET280-1 (4/65) Decca
1260 London

OMaccianti, Benelli, Basiola, Mariotti/
Maggio Musicale Fiorentino Chorus
and Orch./Gracis
2705 039 (2/75) DG Privilege

LA FILLE DU REGIMENT (Cpte.)

U Sutherland, Sinclair, Pavarotti, Malas,
Covent Garden/Bonynge
SET372-3 (11/68) Decca
1273 London

L'ELISIR D'AMORE (Cpte.)

0 Domingo, Cotrubas, Wixell, Evans,
Covent Gdn/Pritchard
79210 (11/77) CBS

LUCIA DI LAMMERMOOR (Cpte.}

O Sutherland. Milnes, Pavarotti,
Ghiaurov, Covent Garden/Bonynge
SET528-30 (5/72) Decca
13103 London

OSutherland, Cioni, Merrill, Siepi/
Maggio Musicale Fiorentino/Pritchard
GOS663-5 (1/76) Decca Ace of
Diamonds
1327 London

MARIA STUARDA (Cpte.)

[1Sutherland, Tourangeau, Pavarotti,
Soyer/Bologna Teatre Communale
Ch. and Orch./Bonynge
D2D3 (6/76) Decca
13117 London

DON PASQUALE

COR\ENA SCIUTTI KRAUSE O.R\I«'gl.\A

TENAA OPERA ORCHESTRA & CHOS
KERTESZ

geography) than do many of his romantic tragedies. Like
all his principal works, it was tailored to the star singers of
his time, to whom it offered superb opportunities for the
vocal display demanded by the public. A particular
vehicle for such pyrotechnics was the “mad scene” for the
heroine, as in Lucia di Lammermoor and Linda di
Chamounix—a feature later to become the subject of
parody; but the scene of the distracted Anne Boleyn in
prison is of an altogether less conventional and superficial
kind.

The ensuing five years brought forth several notable
dramatic operas, including Lucrezia Borgia (to which
Victor Hugo, author of the play on which it was based,
later objected), Maria Stuarda and Lucia di Lammermoor,
as well as the delightful rustic comedy L'Elisir d'amore. A
brush with the Neapolitan censors caused him to transfer
his activities to Vienna (where he was appointed a
composer to the court, for which he wrote a Miserere and
Ave Maria) and Paris, the scene of his triumphs with La
Fille du régiment and La Favorite (both in 1840) and, three
years later, Don Pasquale, one of the great comic
masterpieces of the repertoire.

Left: Donizetti’s romantic tragedies were far more numerous than
his comedies, but much his most popular opera today is the
sparkling Don Pasquale.

Below: Fantasias on Donizetti’s operas abounded.
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PAUL DUKAS

(b. Paris 1865; d. there 1935)

To the musical world at large Dukas is a “one-work”
composer, the work in question being his brilliant
orchestral scherzo based on Goethe’s ballad The Sorcerer’s
apprentice: although this hugely popular piece is essentially
programmatic, it is equally satisfying on its own terms as
music, making its effect by its rhythmic vitality and vivid
scoring. In fact, Dukas left a very small output to
posterity, not so much because he came late to music and
because his published works, with the exception of the 1911
La Péri (a concert work conceived for dancing), occupied
a mere fifteen years of his life, as because his extreme self-
criticism led him to destroy most of his compositions —not
just those of this youth but a large number from his
maturity. All his life he was a very acute and perceptive
professional critic for a number of musical periodicals, and
his intellectual integrity would not allow him to release
any works of his own which did not meet his exacting and
perfectionist standards: he preferred to act as a stimulating
mentor to his pupils, who included Albéniz » and
Messiaen» and who held him in reverence and affection.
He had been a fellow-student with Debussy » at the
Paris Conservatoire, and showed a predilection for
dramatic subjects with some early overtures, including
one to Corneille’s Polyeucte: in 1897 his three-movement
Symphony in C, a romantic work of classical poise which
proclaimed its roots in Franck », was performed, and The
Sorcerer’s apprentice started on its triumphant progress.
LA PERI
O Czech PO, Almeida/Sorcerer's

Apprentice; Polyeucte Ov.

110 1560 (7/76) Rediffusion/Supraphon
(The) SORCERER'S APPRENTICE
Olsrael PO/Solti/Rossini: Boutique

SPA374 (9/75) Decca
O CBSO/Fremaux/Ravel; Chabrier;

Saint-Saens; Debussy

ASD3008 (9/74) EMI/HMV
O SRO/Ansermet/Honegger, Ravel

SXL6065 (2/64) Decca

6367 London
O LPO/Weller/Symphony

SXL6770 (6/76) Decca
6995 London

SYMPHONY IN C

OParis ORTF/Martinon/Ariane et
Barbe-bleue; Honegger: Pastorale d'ete
ASD2953 (7/74) EMI/HMV
2134 Connoisseur Society

VARIATIONS, INTERLUDE AND

FINALE ON A THEME

BY RAMEAU

O Johannesen
STGBYé71 (11/74)
Decca Vox
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A monumental piano sonata of Beethovenian weight and
ancestry, and a more elegant piano Variations, interlude
et final on a theme by Rameau » (some of whose stage
works he edited), plus a handful of songs and instrumental
pieces, make up the tally of his works except for his opera
Ariane et Barbe-bleue. Musicians as unlike in their tastes
as Sir Thomas Beecham and Bruno Walter, among others,
have declared this darkly symbolic but luminous-textured
and beautifully orchestrated work, for which Maeterlinck
himself fashioned the libretto from his play, one of the
finest lyric dramas of the early twentieth century, worthy
to be placed beside Debussy’s Pelléas et Mélisande.

Right: A single work by Dukas
is hugely popular at the expense
of others equally fine.




ANTONIN DVORAK

(b. Nelahozeves, nr. Prague, 1841; d. Prague 1904)

Like Schubert », Dvordk was one of the great “naturals”
of music—a seemingly inexhaustible spring of melody
and delightful invention bubbled out of him through-
out his career: the fact that many of his most spontaneous-
sounding ideas were very carefully worked out and
polished does not detract from the freshness of their
impact. Dvorak has always made an immediate appeal by
reason of his uncomplicated sincerity, his combination of
abounding vitality with an innocent tenderness, his

charming orchestral colouring, and his sense of poetry
and of the sunny open-air atmosphere of Nature. The
rustic Bohemian landscape in which he had spent his

childhood (he was one of the large family of a village
innkeeper and butcher) was an ever-present element in his
usic, and it was indeed by this that he first caught the ear

f the outside world; but what has assured his place in
music-lovers’ affections is the basic optimism of his
works, notwithstanding a strong vein of autumnal nostalgia.
After studying in a neighbouring small town and then
in Prague, Dvotak earned his living for eleven years as a
viola player in the Czech Provisional Theatre in Prague,
composing prolifically in his spare time but not showing

Below: Dvordk about the time he wrote the Slavonic Danc




ANTONIN DVORAK

m G
2

CARNIVAL OVERTURE
O LSO/Kertesz/Scheizo capriccioso; In
Nature's realm; Othello
SXL6348 (7/68) Decca
CELLO CONCERTO IN B MINOR
O Tortelier/Philh./Sargent
SXLP30018 (12/63) EMI/HMV
O Rostropovich/BPO/Karajan/
Tchaikovsky
139 044 (10/69) DG*
ClRostropovich/RPO/Boult
SXLP30176 (1/75) EMI/HMV
$-60136 Seraphim
[ Harell/LSO/Levine
ARL1 1155 (2/76) RCA*
MASS IN D, OP. 86
O Christ Church Cathedral Choir,
Oxford/Preston
ZRG781 (12/74) Decca Argo*
PIANO QUARTETS—No. 1 in D; No. 2
in E flat
O Trampler, Beaux Arts Trio
6500 452 (1/74) Phonogram
PIANO QUINTET IN A, OP. 81
O Curzon/VPO Quartet/Schubert
SDD270 {4/71) Decca Ace of Diamonds
PIANO TRIO NO. 4 IN E MINOR
(DUMKY)
00 Czech Trio/Novak: Prio. Trio
111 1089 (11/74) Rediffusion/Supraphon
[ Smetana Piano Trio/Suk; Elegy
111 0234 (7/75) Rediffusion/Supraphon
OYuval Piano Trio/Smetana
2530 594 (3/76) DG*
RUSALKA (Exc.)
00O silver moon: Streich, Berlin RIAS/
Gaebel/Recital
136011 (3/59) DG
SCHERZO CAPRICCIOSO
O LSO/ Kertesz/Carnival Ov.; In
Nature'’s realm; Othello

his work to any but his closest associates. However, the
unexpected success in 1873 of a patriotic cantata caused
him to give up his job and devote himself entirely to
composition and teaching. Up till then there had been a
recognisably Wagnerian tinge to his music, notably in the
Third and Fourth Symphonies (it should be explained that
the now current numbering of the symphonies follows
their chronological order); but now Dvofak began to
acknowledge the strength of his Bohemian heritage and to
adopt national dance-forms such as the furiant and polka,
as well as the Ukrainian dumka form—a melancholy
movement with quick interludes. The innocently happy
String Serenade and the Fifth Symphony {whose pastoral
atmosphere and woodwind birdsong —which was to
become one of his fingerprints—still owe something to
Wagnerian forest music) had helped to gain him a State
grant, but the real change in his fortunes came when
Brahms », struck by his Moravian duets, used his good
offices to find him a publisher and befriended him.
Brahms's influence is to be heard in his next symphony
(No.6); but Dvorak, highly conscious of his nationality,
resisted his publisher’s attempts to Germanise his first
name and held firmly to Czech folk sources in such works
as the piano-duet Slavonic dances, Legends and the
Hussite overture.

Increasingly widespread success—the Slavonic dances
created a furore throughout Europe —eventually brought
anew serenity to Dvofédk's music. In 1884 he made the first
of numerous visits o England, a country which enormously
helped to spread his renown and strengthen his financial
status: his Stabat Mater there led the way to several
further commissions, such as the unusually taut and virile
Symphony No.7 in D minor (almost certainly his finest)
and the cantata The Spectre’s bride, and to first perform-
ances there of the lyrical G major Symphony (No.8) and
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SXL6348 (7/68) Decca
SERENADE IN D MINOR, OP. 44
O Netherlands Wind Ens/Waart/

Gounod; Schubert

6500 163 (5/71) Phonogram

Above: Dvorik’s manuscript
title-page and opening
of the Slavonic Dances.

the Requiem. In 1891 he became a professor at the Prague
Conservatory (and ten years later its director), but after
only a year he sought and obtained leave to take up the
directorship of the National Conservatory of Music in
New York. In the USA, where he also spent some time in
the Czech colony in Spillville, lowa, he absorbed certain
characteristics of Indian and Negro themes, but paradox-
ically his music also shows an intensified yearning for his
native country. To that period belong his last symphony,
whose great popularity is partly due to the accident of its
having a title, From the New World; the now so-called
“American” String Quartet; the splendid String Quintet in
E flat; and the Cello Concerto (unquestionably the
greatest work for that medium in the whole repertory of
music), the long sunset glow of whose coda, where
Dvorak seems unable to tear himself away from his
meditations, is very typical. After his return home almost
his only compositions were a series of symphonic poems,
marked by highly imaginative orchestration, on rather
grisly Czech legends, and three further operas (taking his
total up to ten), including the only one to make any
headway outside Czechoslovakia, the “tragic fairy-tale
Rusalka.
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O Vienna Octet/String Sextet
SDD315 (3/72) Decca Ace of Diamonds
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O Berlin PO/Kubelik
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EDWARD ELGAR

(b. Broadheath, nr. Worcester, 1857: d. Worcester 1934)

The characterisation of Elgar’s music as “epitomising the
Edwardian era” is not inapposite, although two of his
major works precede Edward VII's accession, but this by
no means tells the whole story. Against the broad, opulent
canvases of uninhibited emotionalism, the confidently
expansive mood, the frequent use of the direction
nobilmente, the exuberance which could spill over into
brashness (as in the Cockaigne overture and, still more, in

Below: Elgar always remained a
countryman at heart.

Left: Title-page of Elgar's score of
a popular march.

the Pomp and circumstance marches) must be set lyrical
and intimate works like the elegiac Cello Concerto or the
delicate Serenade for strings. It cannot be denied, also,
that Elgar was guilty of writing pot-boilers and banal
“occasional” works, and that his solo songs show little
sensitivity to the quality or rhythm of words; but many of
his ligntweight miniatures have an engaging wistful
charm. He was, in fact, a more complex character than
might appear, and even his critics cannot gainsay his
status as the greatest English composer of the turn of the
century.
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EDWARD ELGAR

He received little formal musical education, but learned
to play the organ, bassoon and violin and assimilated a
good deal in his father’s music shop and from local
amateur activities. Disappointed in his ambition to
become a solo violinist, he played in orchestras, picked up
practical experience with diverse amateur organisations
and as an organist at the local Roman Catholic church,
where he succeeded his father, and began to compose.
Encouraged by his wife (his social superior) he turned his
thoughts to more ambitious works, and after some initial
frustrations attracted attention when, at the age of 33, his
romantic overture Froissart (which already showed the
mastery of orchestral writing which was to be one of his
strengths) was played at the Three Choirs Festival. This
led to a number of choral works, of rather conventional
character, at Worcester and elsewhere, including the
oratorio Caractacus for Leeds, before his first great
triumph in 1899, the Variations on an original theme
(called “Enigma’ not because each variation delineated
one of his friends, who were soon identified, but because

Left: Elgar's own recordings of his  Below: Elgar’s work-desk in the
works, though inevitably dated in  study of his birthplace in
sound quality, are much to be Worcestershire, now kept as a
treasured. museum.




Elgar declared the theme to be a counter-melody to
another whose identity he never divulged and which has
provoked endless inconclusive speculation). He followed
this up immediately with the oratorio The Dream of
Gerontius, based on Cardinal Newman's poem (a copy of
which he had been given as a wedding present a decade
earlier); and though the first performance in Birmingham
was a disaster, the work aroused tremendous enthusiasm
in Germany and called forth a tribute from Richard
Strauss » to “the first English progressive musician”,
The wider recognition this sparked off led to his being
invited to write a Coronation ode (for which a tune in the
first Pomp and circumstance march was fitted out with
words to become the celebrated Land of hope and glory),
to a knighthood in 1904, and the following year to a chair
of music specially created for him in the University of
Birmingham. Meanwhile he had written two oratorios—
The Apostles and The Kingdom—of a projected trilogy
which was never completed: their contemplative, rather
than dramatic, nature hasimpeded their general acceptance,
though the latter is considered by some to be at least the
equal of the far more popular Gerontius. But this was the
start of a phase in which he produced a whole series of

Below: Elgar at work on one of his orchestral scores.

major works—the tautly incisive Introduction and Allegro
for strings, the two vast-scale symphonies (the first of
which achieved about 100 performances in its first year),
the long and intensely heartfelt Violin Concerto, and the
brilliantly programmatic “symphonic study” Falstaff.

The First World War took the gilt off the gingerbread of
the militaristic swagger of his early works, and after it he
produced little more than some chamber music and the
touchingly beautiful Cello Concerto. With the death of his
wife he lost all urge to compose: he was appointed Master
of the King's Music in 1924, but nothing further of any
consequence came from his pen except the Severn Suite as
a test piece for a brass-band festival.

(The) APOSTLES

[ Armstrong, Watts, Tear, Luxon,
Grant, Case/LPO and Choir/Boult/
Illustrated talk by Boult
SLS976 (11/74) HMV
2094 Connoisseur Society

0 Zukerman/LPO/Barenboim
76528 (11/76) CBS

O Menuhin/LSO/Elgar (rec. 1932)
HLM7107 (4/77) EMI/HMV

0 Chung/LPO/Solti
SXL6842 (10/77) Decca

CONCERTO IN E MINOR FOR CELLO

AND ORCHESTRA

O Tortelier, LPO/Boult/Introduction
and Allegro; Serenade
ASD2906 (9/73) EMI/HMV
5-37029 Angel

0 Du Pré/LSO/Barbirolli/Sea Pictures
ASDé55 (12/65) EMI/HMV

O Du Pre/Philadelphia/Barenboim/
Enigma
76529 (11/76) CBS
M-34530 Columbia




EDWARD ELGAR

{The} DREAM OF GERONTIUS

[JWatts, Gedda, Lloyd, Alldis Choir,
LPO Choir, New Philh./Boult
SLS987 (5/76) HMV

FALSTAFF

O New Philh./A. Davis/Enigma
Variations
SRCS77 (9/75) Lyrita

IN THE SOUTH— OVERTURE,

OFP. 50

[ Bournemouth SO/Silvestri/ Vaughan
Williams
ESD7013 (10/76) EMI/HMV

INTRODUCTION AND ALLEGRO

FOR STRINGS

O London Sinfonia/Barbirolli/Elgar,
Vaughan Williams
ASDS21 (5/63) EMI/HMV
S-36101 Angel

[ ECQ/Britten/Bridge; Britten;
Delius; Purcell
SXL6405 (6/69) Decca
6618 London

O LPO/Boult/Cello Conc.; Serenade
ASD2906 {8/73) EMI/HMV
$-37029 Angel

ELGAR
THE KINGDOM

Mergeret Price - Alexander You

Yeonne Minton - Jahn Shirley-lurk
London Philkermanic Chow
London Phiharmonic Orchestrs

SIR ADRIAN BOULT <

(The) KINGDOM
O Price, Minton, Young, Shirley-Quirk/
LPO and Choir/Boult
SLS939 (4/69) HMV
2089 Connoisseur Society
MINIATURES
O Minuet; May -Song; Rosemary;
Romance for bassoon and orch;
Sevillana; Mazurka; Serenade
mauresque; Contrast; Serenade
lyrique; Mina
Northern Sinfonia/Marriner
ESD7009 (11/76) EMI/HMV
OVERTURES: COCKAIGNE;
FROISSART; IN THE SOUTH;
OVERTURE IN D MINOR (HANDEL
ORCH, ELGAR)
DOLPO/Boult
ASD2822 (9/72) EMI/HMV
OVERTURE, COCKAIGNE
[1Philh./Barbirolli/Enigma
ASDS48 (11/63) EMI/HMV
$-36120 Angel
POMP AND CIRCUMSTANCE
MARCHES NOS. 1-5, OP. 39
O New Philh./Barbirolli/Elegy; Sospiri;
Froissart Ov.
ASD2292 {12/66) EMI/HMV
5-36403 Angel
O RPO/Del Mar/Enigma
2535 217 (10/76) DG Privilege
SEA PICTURES
[ Baker/LSO/Barbirolli/Cello Conc.
ASD655 (12/65) EMI/HMV
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SERENADE IN E MINOR
[ Sinfonia of London/Barbirolli/
Introduction and Allegro; Vaughan
Williams
ASDS521 (5/63) EMI/HMV
$-36101 Angel
0 LPO/Boult/Cello Conc.; Introduction
and Allegro
ASD2906 (8/73) EMI/HMV
$-37029 Angel
SYMPHONY NO. 1IN A FLAT
OLPO/Solti
SXL6569 (8/72) Decca
6789 London
O LPO/Boult
ASD3266 (4/77)
$-37240 Angel
0 SNO/Gibson
LRL1 5130 (9/76) RCA

SYMPIONY M0 2
i Adrinn Bavit
e s i

SYMPHONY NO. 2 INE FLAT
CLPO/Boult
SRCS40 (10/68) Lyrita
$-37218 Angel
DLPO/Solti
SXL6723 (6/75) Decca
6941 London
OLPO/Boult
ASD3266 (10/76) EMI/HMV
SEVERN SUITE
O Grimethorpe Colliery Band/Howarth/
Bliss, Holst, Ireland
SXL6B20 (5/77) Decca
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O Philh./Barbirolli/ Cockaigne
ASDS548 (11/63) EMI/HMV
$-36120 Angel

00 LSO/Monteux/ Brahms
SPA121 (6/71) Decca

0 LSO/Boult/ Vaughan Williams
ASD2750 (11/71) EMI/HMV

[ LPO/Haitink/R. Strauss: Don Juan
6500 481 (3/75) Phonogramsx

DLSO/Jochum/Brahms: Haydn Vars.
2530 586 (12/75) DG*

[JRPO/Del Mar/Pomp & Circumstance
Marches 1-5
2535 217 (10/76) DG Privilege

[0 LPO/Barenboim/Cello Conc.
76529 {11/76) CBS
M-34530 Columbia

THE WAND OF YOUTH—SUITES

NOS. 1-2, CHANSON DE NUIT,

CHANSON DE MATIN, BAVARIAN

DANCES

O LPO/Boult
ASD2356 (3/68) EMI/HMV

MANUEL DE FALLA

(b. Cadiz 1876; d. Alta Gracia, Argentina, 1946)

Incomparably the greatest of the Spanish composers of
the early twentieth century, Falla succeeded in stamping
his music with an unmistakably Spanish character without
falling into the cliché-ridden style of the nationalist
movement’s lesser lights; and his subtle sense of orchestral
sonorities removes it altogether from their facile travel-
poster coloration. He studied with Felipe Pedrell, the
musician chiefly responsible for the belated renaissance of
music in Spain, who had a profound effect on his
pupils by his advocacy of a study of the country’s folk-
music and its early composers. In 1905 Falla won a prize
awarded by the Madrid Academy of Fine Arts with his
opera La Vida breve, in which the colourful background is
of more significance than the action; but no production
followed, and the work received its premiére eight years
later— outside Spain. In 1907 he went to Paris, where he
lived for seven years, and was befriended by Debussy »,
Dukas » and Ravel ».

The intensely atmospheric evocacion of his music
following this period, in which the Andalusian side of his
heredity gained from his association with impressionism
but was balanced by a naturally concise and clean-cut
style, is evidenced in the 1915 ballet El Amor brujo
(“Wedded by witchcraft”), the symphonic impressions for
piano and orchestra called Nights in the gardens of Spain,
and the spirited, amusing and ever-fresh ballet The Three-
cornered hat, produced in its final form by Diaghilev in 1919.

But then a marked change to a drier, more incisive style
came over his music with the Fantasia Bética for piano and
the little opera Master Peter’s puppet show (on an episode
from Don Quixote), which reveals the influence of the
neo-classic movement headed by Stravinsky ». Falla had
by this time moved to Granada, where he organised a
festival of the traditional canto jondo of Andalusia and
wrote the highly concentrated concerto for harpsichord
and five instruments whose slow movement is a quint-
essential expression of his religious mysticism. He had
always been so fastidious and self-critical a composer that
his output remained small; but around the age of 50 his
ascetic nature caused him increasingly to withdraw from
society and virtually to cease writing. Disturbed by
political developments in Spain in the early 1930s, he
retired first to Majorca and then, in 1940, to Argentina: in
his last twenty years he worked desultorily on a large-
scale cantata, L’Atlantida, which however he left unfinished
at his death.

EL AMOR BRUJO

O De Los Angeles, Philh./Giulini/
Three-Cornered Hat
SXLP30140 (8/72) EMI/HMV Concert
Classics

HARPSICHORD CONCERTO

D Kipnis/NYPO/Boulez/ Three-Carnered
Hat
76500 (8/76)CBS

PIANO WORKS (Fantasia Betica;
Homenaje a Paul Dukas; Serenata
Andaluza; Vals Capricho)
0O Achucarro
TRL1 7073 (12/76) RCA
SEVEN SPANISH POPULAR SONGS
D Berganza, Lavilla/Spanish song recital
SDD324 {10/72) Decca Ace of
Diamonds

M-33970 Columbia
MASTER PETER'S PUPPET SHOW
[J Bermejo, Munguia, Torres/Spanish
Nat Orch/ Argenta/Fl Amor Brujo
SDD134 (2/66) Decca Aceof Diamonds
NIGHTS IN THE GARDENS OF
SPAIN
[J Rubinstein, Philadelphia/Ormandy/
Saint-Saens: Pno. Conc, 2
SB6841 (12/70) RCA
LSC-3165 RCA
O Soriano/Paris Cons./Burgos/La
vida breve (exc.): El amor {exc.j;
Turina
SXLP30152 (11/72) EMI/HMV
Concert Classics

(The) THREE CORNERED HAT
[ Cpte. Berganza/SRO/Ansermet
SDD321 {4/72) Decca Ace of

Diamonds

[ Cpte. De Los Angeles,
Philh./Frithbeck de Burgos
SXLP30187 (2/76) EMI/HMV
Concert Classics
S-36235 Angel

[J Suites 1 and 2 only: Philh./Giulini/El
Amor Brujo
SXLP30140 (8/72) EMI/HMV
Concert Classics

Right: Manuel de Falla.







GABRIEL FAURE

(b. Pamiers, Ariége, 1845; d. Paris 1924)

It has been well said of Fauré that the intimate spirit of
chamber music permeates all his work: he was the very
personification of that coolly reticent, cultivated, deli-
cately lyrical style which is regarded as typically French.
From his teacher Saint-Saéns», to whom he acknowledged
his indebtedness, he derived the classical outlook he
maintained throughout his life, unaffected either by
Wagnerism or impressionism; and though the influence of
Schumann » is discernible in his early works, such as the
warm-hearted Piano Quartet No.1, it was transmuted and
much refined. Curiously enough, he wrote no organ music
although for most of his life he was an organist — at
Rennes, later as Widor's assistant at the important Paris
church of St Sulpice, and finally at the Madeleine (after
nearly twenty years there as choirmaster) in 1896. That
same year he was appointed professor of composition at
the Paris Conservatoire, of which institution he became
director just under ten years later: he retained this post

Above: Gabriel Fauré at the age of 50, sketched by Sargent.

FAURE REQUIEM
KING’S COLLEGE CHOIR, CAMBRIDGE

NEW PHILIIARMONIA ORCHISTRA
John Carol Case & Robert Chilcott awwu
DAVID WILLCOCKS

until 1920, when the increasing deafness from which he
had suffered for many years caused him to resign. His
gentle good nature and kindliness had endeared him to his
numerous pupils, who included Ravel » and many other
leading composers; some of them assisted him in the
orchestration of his works — a task in which, again rather
curiously, he took little interest.

He first made his mark with a number of songs of
exquisite sensibility, notable for the long-spun melodic
lines and subtly daring harmonic progressions which were
to be characteristic of him: even such early examples as
Aprés un réve and Lydia are among the most elegant
examples of French song-writing. From these he moved
into chamber music: his first violin sonata however —
which might be thought reminiscent of Franck’s » except
that the latter’s was written a decade later — found only a
publisher not prepared to pay him either a fee or any
royalties (a rapacious treatment also meted out—by
another publisher—to his two piano quartets). His piano
music, cast in small poetic forms, albeit of classical
structure, and mostly labelled Barcarolle, Impromptu or
Nocturne, began to appear in 1883 and, for all its evident
roots in Chopin», has an unmistakably individual texture.
The lovely and serene Requiem, one without the terrors of
the Last Judgment, was written in 1887. Then Fauré’s
thoughts began to turn towards to stage: he wrote
incidental music for two plays in Paris, including Shylock,
before being invited to do the same for the London
production of Maeterlinck’s Pelléas et Mélisande (four
years before the appearance of Debussy’s opera on that
play). Only after that did he venture into the field of
opera, significantly taking his subjects from Hellenic
mythology— Prométhée and Pénélope. His later songs
and such works as the second violin sonata, the two cello
sonatas and the piano trio are marked by a greater
sobriety, even austerity, of style.

BALLADE FOR PIANO AND
ORCHESTRA
0 Ogdon/CBSO/Fremaux/ Litolff:
Scherzo; Saint-Saens: Carnival
ASD2753 (2/72) EMI/HMV
527 Klavier
FANTAISIE FOR PIANO AND
ORCHESTRA
O Larrocha/LPO/Fruhbeck de Burgos/
Ravel
SXL6680 (11/74) Decca
6878 London
PAVANE, OP. 50
O Edinburgh Festival Chorus,
Paris/Barenboim/Requiem
Q4ASD3065 (6/75) EMI/HMV
Quadraphonic
$-37077 Angel
PELLEAS ET MELISANDE—SUITE;
MASQUES ET BERGAMASQUES;
PENELOPE—PRELUDE
OSRO/Ansermet/Debussy
SDD388 (7/74) Decca Ace of
Diamonds
6227 London
[ Pelleas only: Strasbourg PO/
Lombard/Debussy; Ravel;
Roussel
STU70889 (1/76) RCA/Erato
PIANO QUARTET NO. 1IN C
MINOR
O Pro Arte Piano Quartet/ Piano
Trio
SOL289 (8/66) L'Oiseau-Lyre

PIANO TRIO IN D MINOR
OPro Arte Piano Quartet/Piano
Quartet No. 1
S0L289 (8/66) L'Oiseau-Lyre
REQUIEM, OF. 48
0O Chilcott, Case/NPO/Willcocks/
Pavane
ASD2358 (3/68) EMI/HMV
O Clement, Huttenlocher, Chorus,
Berne SO/Corboz
STU70735 (6/73) RCA/Erato
SONATAS FOR CELLO AND
PIANO: NO. 1 IN D MINOR, NO. 2
IN G MINOR
O Tortelier/Heidsieck/ Cello and piano
works
ASD3153 (3/76) EMI/HMV
SONGS: Chanson d'amour:
Barcarolle; En priere; Poeme d'un jour;
Apres un reve; Nell; Le secret; Clair de
lune
D1. Partridge/]. Partridge/ Duparc:
Songs
SHES24 (2/76) Pavilion/Pearl
SONGS: La bonne chanson, Op. 61;
Three songs, Op. 23; Cing melodies,
Op. 58; Fleur jetee, Op. 39 No. 2; Les
roses d'lspahan, Op. 39 No 4
O Palmer/Constable
ZRG815 (8/76) Decca Argo
[ Souzay/Baldwin/Duparc
HQS1258 (6/72) EMI/HMV
VIOLIN SONATA NO. 1
[JHasson/lsador/ Debussy: Violin Son.
CFP40120 (7/75) Classics for Pleasure



CESAR FRANCK

(b. Liége 1822; d. Paris 1890)

Few composers'’ lives have been less eventful than that of
this deeply religious, unworldly organist, who was so
beloved by his pupils: indeed, almost the only disturbance
to his placid, hard-working existence was on his wedding
day, during the 1848 revolution, when in order to reach
the church he and his bride had, with the help of amused
insurgents, to be helped over a barricade.

He was born of Flemish stock and studied in his native
Liége and then in Paris, where his father was anxious for
him to become a piano virtuoso; but the political turmoil
of the time was not conducive to such a life. Though he
tried for a while to reach a compromise with his own
desires to compose by writing showy piano fantasias, his
natural bent showed itself in a biblical eclogue; and with
his marriage he broke away altogether from paternal
pressures. He made a habit of rising every morning at 5.30
and writing for a couple of hours before becoming
immersed in his teaching. He was organist at a couple of
smaller Paris churches before being appointed in 1858 to
St Clotilde, where he had previously been choir-master; in
1872 he became organ professor at the Conservatoire,
where he upset his fellow professors not only by his naive
candour but by helping his organ students in composition
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ZRG5339 (3/63) Decca Argo
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SXL6599 (6/73) Decca
6818 London

OR. Casadesus, Philadelphia/Ormandy/
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OCrossley 61356 (10/73) CBS Classics
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PSYCHE OParis Orch./Karajan

OCzech PO/Fournet ASD2552 (9/70) EMI/HMV

50674 (9/67) Rediffusion/Supraphon 5-36729 Angel
SONATA IN A FOR VIOLIN AND DOPhiladelphia/Ormandy/Sym.
PIANO Variations
O Perlman, Ashkenazy/Brahms: Homn 61356 (10/73) CBS Classics
Trio O Dresden Staatskapelle/Sanderling
SXL6408 Decca 2548 132 (10/75) DG Heliodor
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with embarrassing success. The public’s almost complete
indifference to his music and the lack of official recognition,
though it irked his pupils, seemed not to worry him: in his
modest way he was not even put out by poor performances
on the rare occasions when his works were given at all. Itis
characteristic that when he won his first real success (at
the age of 68!) with his String Quartet, he mildly remarked,
“You see, the public is beginning to understand me”.

Though Franck'’s output was uneven and included some
banal and over-sentimental pieces, his last ten years saw
the creation of nearly all his best works. These include the
impassioned Prélude, chorale et fugue for piano, which
shows the influence of Liszt » (who was so overcome by
the brilliance of his organ extemporisation that he
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