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1. Editorial

A warm welcome to the Finzi Journal for 2024. You will find quite a few
changes from previous journals, particularly in terms of presentation. It is
now a year since we made the decision to change the nature of Finzi
Friends by ceasing to be a society with a subscribing membership. This
has proved to have been both successful and, largely, not disruptive to our
activities, albeit this year we have not organised any activities requiring
substantial financial outlay. We are grateful to those who have continued
to support the work of Finzi Friends financially by continuing standing
orders/direct debits. This has ensured, as the accounts at the end of this
Journal show, that we have maintained a healthy financial position, while
being able to continue to give grants to projects which are felt to meet our
aims. It has also ensured that the costs of maintaining our website are met.

One area of our previous practice has changed this year, and the nature and
style of this Journal is an example. We have decided to stop printing and
distributing paper publications, along with many organisations. Thus, this
Journal has come to you via a link to access it electronically from the
website. On the website there are instructions on how to download and
print a copy at home if you so wish. There are arrangements (and please
spread the word) for those who do not or cannot access the website to
obtain a basic photocopy from the Secretary, Eric Hazelwood. The Journal
and Newsletter were expensive items which took up a significant
proportion of the Finzi Friends budget and, equally significantly, the time
of those who run the society. With this change to online publication come
several benefits — you will find links to different resources spread across
the Journal. For example, with Ctrl-Click you can be reading the thoughts
of Jeremy Dale Roberts about various of Finzi’s works instantly (see the
‘Shaking Hands’ article). We shall adopt this mode of publication for the
Newsletter, with the two publications evolving to have the same title,
continuing to provide a more in-depth approach than is possible in the
regular e-bulletins, which we hope are informative. A particular benefit of
the e-bulletins is that we can alert members to performances of Finzi, or the
music of his ‘circle’, as we are notified of these.

At this point we wish to pause to say ‘thank you’ to Derri Lewis who has
just stepped down as our website guru — aka the only one who knows how
it all works! Derri has recently taken on an enhanced role with the
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Chamber Orchestra of Europe and we wish him well in that alongside his
composing life. We are very grateful indeed for Derri’s support over the
past few years, sharing his knowhow and confidence modestly but readily.
We are very lucky that Jasper Dommett, who many of you will also know,
has agreed to undertake the role and we have already enjoyed a smooth
handover — it was Jasper who sent out the November bulletin and this
Journal! It’s good to support developing composers in this small way
financially.

Given the changes outlined above we have some changes to content in the
Journal, but not to its overall intention of enabling serious thinking about
Finzi and the wider connections which have long been a feature of the work
of Finzi Friends. Thave done some ‘serious thinking’ about what Finzi’s
written ‘testament’ (my term) Absalom’s Place might mean in 2024. Tom
Coxhead, our new Trustee, gives some very enlightening thoughts about a
recent CD of Leighton’s music in respect of tangential points relating to
Finzi (and Blackadder — read the review!). We include accounts by our
longstanding Trustee, Geoffrey Allan Taylor, of the Ludlow English Song
Weekend and of our joint venture with ‘Hidden Gems’, an enterprising
concert organisation performing in central London (we hope the first of
several). You’ll see that the guiding hand behind the latter was our music
consultant, Gavin Roberts. Gavin’s imagination is already at work
planning a choral event in June 2025 in conjunction with Hampstead Parish
Church. Gavin also continues to chair our grant-giving working party.

One of the concerts they supported financially this year included Finzi’s
Clarinet Concerto alongside the music of Stephen Dodgson. We’re very
grateful to Jon Stainsby, the baritone soloist in the Dodgson, for writing a
piece about that event. There is so much going on to promote British music
of the twentieth century and we continue to try and support as much of this
as we can. One of our other aims is to support British music that is being
written today, particularly by those starting out, as Finzi himself did (see
Jon Stainsby’s article about Stephen Dodgson!) I have included an article
about the new format Young Composers Event promoted by Ludlow
English Song in September at Birmingham Royal Conservatoire. This was
led by a favourite of many in Finzi Friends, Julian Philips, and I enjoyed
selecting the participants.

Sadly, this edition of the Journal also includes an obituary of a Finzi
Friends stalwart, Richard Hall, whose cheerful countenance, loyalty, and
knowledgeable approach we shall miss greatly at events.
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Finally, we shall need to use the Journal for business matters from time to
time and we include a statement of accounts and some details in this
edition.

I send best wishes from myself and all my fellow Trustees, and my
personal thanks to them and to members for continued support, as we
endeavour to maintain and spread interest in the life and work of the unique
figure that was Gerald Finzi.

Martin Bussey
December 1 2024



2. ‘Shaking Hands’ — Absalom’s Place seen from 2024
Martin Bussey

Finzi’s document ‘Absalom’s Place’ has an almost iconic status amongst
the composer’s admirers, and enthusiasts for his music. It is worthwhile to
start with a brief background to the piece for those less familiar with it.
The text was written by Finzi in 1941. He had compiled a catalogue of his
works, focusing on those completed works he wished to acknowledge.
Although he included some which were only planned. Creating the
catalogue followed an entry in Grove’s Dictionary which had listed works
Finzi did not wish to be perpetuated, and it was intended to forestall future,
similarly inaccurate lists. The wartime situation prompted Finzi to follow
this with a statement of his intentions as a composer, given the possibility
of early death in such circumstances. Notably, Finzi writes Absalom’s
Place as more than just a composer. His focus is on ‘the artist’. It is telling
that his references and quotes in the short text are drawn from writers,
including Thomas Hardy and Henry Vaughan, rather than other musicians.
Essentially, Finzi sets out what he considers an artist seeks to achieve in
their endeavours. In doing so he takes the example of Absalom as a
starting point and, in a way, a model. In the Old Testament second book of
Samuel, the writer describes Absalom building a pillar as a remembrance
of himself in the absence of a son who might do this. The point, then, is
consideration of how an artist may seek to ensure that his endeavours will
endure after his death. That prompts the question of why Finzi should wish
to do this. The writing makes clear that here is no frivolous seeking after
passing glory but an indication of the seriousness of purpose and
accompanying diligence which, for Finzi, a true artist should display. It is
characteristic of Finzi, perhaps, that he can employ a phrase such as ‘to
preserve and project into the future the essence of our individuality’ in
describing his aim as an artist. Finzi can do so without any appearance of
inflated ego because he has already made clear that this aim is far from the
chasing after transitory fame and admiration which might be seen as
conventionally desirable. Finzi sets out to leave a remembrance of himself
in his music — how performers and listeners respond is up to them.

In 1951, following his diagnosis of Lymphoid-follicular reticulosis, Finzi
added a postscript. It is here that a phrase famously linked with Finzi
appears, in response to the idea that, despite changing fashions in music, in
relation to his own music, ‘in each generation may be found a few
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responsive minds’. Finzi states that ‘to shake hands with a good friend
over the centuries is a pleasant thing’.

At this point it would make sense to read Absalom’s Place if it is
unfamiliar. Diana McVeagh gives informative background in her
biography Gerald Finzi — His Life and Music together with most of the text
(pp121-123 and, for the postscript pp 196-197). Stephen Banfield quotes
the writing in full in his Gerald Finzi — An English Composer (p.292-4) and
adds the postscript (p.422). The text can be found on the Finzi Trust

website: https://www.geraldfinzi.org/absolomrsquos-place.html

Interestingly this does not include the 1951 postscript. A photocopy of the
original handwritten text can be found in Rolf Jordan’s anthology of
writing by and about Gerald and Joy Finzi, The Clock of the Years (Chosen
Press 2007).

In considering Absalom’s Place we need to acknowledge that Finzi was
writing in wartime in 1941. This was undoubtedly a stimulus to his
decision to put down his views on an artist’s role and how their works
might be considered in the future. It is hard to begin to comprehend life in
the context of 1941, though some would say we are closer to doing so in
2024 than we were perhaps twenty years ago. The context for Finzi in
1951 was certainly one which focused his thinking, writing after receiving
a diagnosis which was likely to be terminal.

Reading 4bsalom’s Place has always prompted me to consider whether, in
using the phrase about ‘shaking hands’, Finzi was referring solely to the
future or does he also imply shaking hands retrospectively? That he
considers both would seem to be in sympathy with Finzi’s view of the past.
And is Finzi’s concept informed by the thinking of some of his favourite
writers? Finzi related easily to poetry from earlier times, for example
finding ideas and written styles conducive to composition in the work of
writers such as Thomas Traherne (set in Dies Natalis), William
Wordsworth (set in Intimations of Immortality), and George Peele and
Ralph Knevet (set in Farewell to Arms). Finzi returned frequently to
metaphysical English writers of the seventeenth century and the image of
‘shaking hands’ across centuries somehow seems one to which Traherne
might respond. As a poet, he is one for whom the centuries are quickly
sped through. Consider, for example, Finzi’s words in Absalom’s Place


https://www.geraldfinzi.org/absolomrsquos-place.html

about ‘across the centuries’ alongside these set in the first movement of
Dies Natalis:

The corn was orient and immortal wheat, which never should be
reap’d nor was ever sown. | thought it had stood from everlasting to
everlasting.

For Finzi it seems, time was something viewed in both small and large
scale, with Absalom’s Place rooted in a concept of true art being something
which endures beyond the limited span of its maker. Hence the attraction
of Traherne’s later line ‘I knew not that they were born or should die: but
all things abided eternally’. Traherne is writing about a religious vision,
but Finzi’s artistic vision is of the potential for similar permanence, even if
only shared with a few like-minded listeners.

This view of time, possibly more appropriately viewed as Time, as
capitalised by Thomas Hardy, was a concept where Finzi ‘shook hands’
with that nineteenth-century poet. Much as one wishes the idea of a
mooted opera created by Hardy and Elgar to be true, the idea of Finzi
having been able to correspond creatively with Hardy in setting his verse,
as he did with Edmund Blunden, is a tantalising one to envision. The
vagaries of time didn’t quite allow that, Hardy being of an earlier
generation to Finzi and dying in January 1928 when Finzi was still only 27.
Hardy continually plays with the idea of Time spanning centuries. He does
so at times with an irresistible force, as in “The Clock of the Years’ (set
dramatically by Finzi in Earth and Air and Rain). Yet Hardy also
references how individual moments create possibilities or opportunities
which are lost if not grasped in that moment — for example in ‘The Sigh’
(set plaintively and touchingly in 4 Young Man’s Exhortation). The 1951
postscript to Absalom’s Place is particularly poignant when considered
alongside the realism that Hardy brings into his poem ‘The Dance
Continued’ about looking forward to a later time, as Finzi does, with the
words ‘but I shall not be there’ (set in 4 Young Man’s Exhortation).

An interesting, and currently under-recognised aspect of Finzi’s creative
life is his interest in eighteenth-century British composers. This prompts
consideration of his view of time in a different way. Finzi’s performing
editions of composers such as John Stanley, which he then promoted with
the Newbury String Players, were in some ways ahead of their time in
taking such music seriously. (Diana McVeagh catalogues the programmes
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of Newbury String Players concerts in an appendix to her biography).
Though modern-day scholarship may have superseded some of Finzi’s
musical decisions, bringing the music of similar earlier composers, for
example Mudge and Charles Wesley, back to public attention was
significant.

In terms of ‘shaking hands’ ‘over the centuries’, the main thrust of
Absalom’s Place is the concept of leaving something which future
generations may chime with. It is notable that Finzi proposes that ‘in each
generation may be found a few responsive minds’: ‘may’, rather than
‘will’. A key aspect of Finzi’s writing in the piece is that there’s no
assumption future listeners will listen to, or if they do, relate to his music.
BBC Radio 3 morning shows are currently evidence that future generations
do still respond to his music, particularly that which is reflective. Requests
to play Finzi are frequent, including in the slot where listeners suggest
additional music in response to a given starting point.

How should we view Absalom’s Place now? In it, Finzi wrote that ‘some
curious force compels us to preserve and project into the future the essence
of our individuality’. Well, now is ‘the future’ - in 2026 there will arrive
the point when copyright of Finzi’s music expires. It will be open house
with Finzi’s compositions. Should we expect a wave of ‘reimaginings’ of
Finzi’s music? Probably, for that is a strand of today’s musical aesthetic.
It could be interesting to see what aspects of Finzi’s music such
reimagining lights upon. The fairly restrained intentions of the 2016 CD
‘Introit” could well be overtaken by much greater intervention in Finzi’s
compositions. Finzi realised purely electronically? Perhaps - let us hear the
result and then judge, resisting any inclination to look askance prematurely.

How does Finzi’s view of ‘the essence of art’ as ‘being order, completion
and fulfilment’, as expressed in Absalom’s Place, appear in 2024?
Probably order is a less fashionable aesthetic for some contemporary
creatives. Completion might be seen as not being a priority in a culture
where things need to be done yesterday. Finzi implies a way of working
where he returns to his works over time. An online transcription of a
lecture by composer Jeremy Dale Roberts, who knew Finzi in the 1950s,
makes interesting reading in relating Finzi’s working practice to specific
works. The transcription can be accessed at:



http://jeremydaleroberts.co.uk/resources/writings/finzi-lecture-university-
of-london-diploma-society.pdf

Finzi takes the example of the coral insect ‘making a solid structure to last
long after his own fragile and uncertain life’ as an analogy with his own
approach to composition. The aesthetic of musical composition today
makes limited allowance for such an approach when much writing is
required at speed. That is particularly true in the world of composition for
very practical purposes such as film and/or TV. But Finzi’s third quality of
“fulfilment’ surely resounds with anyone engaged in creative activity.
Finzi is brave here in exposing what drives him on - there is no diffidence
suggested, a characteristic which some apply to Finzi. On the other hand,
what the composer says of Absalom: ‘Nor was Absalom guilty of mere
self-aggrandisement’, is surely true of Finzi himself? Finzi does not
demonstrate the ego typical of many creatives (and not always a negative
quality!). Of all composers, he is one who writes at the service of the text
he sets. He most often seeks, in instrumental music, to create a work
without direct personal reference, although this can be inferred. Jeremy
Dale Roberts suggests:

Finzi’s first response to the definitive news that his days were numbered,
was not on a note of protest, nor even Mahlerian resignation; but music of
such timeless serenity that it seems untouched by the idea of mortality: the
Andante quieto which became the centre-piece of his Cello Concerto.

There is a sense most often with Finzi of fashioning in his music something
of value for itself, potentially of everlasting worth. There is scope here for
preciousness or over-sensitivity to the worth of what has been created. But
Finzi treads a fine line to avoid either approach. It has to be acknowledged
that Finzi was invested in creative activity for its own sake. This is evident
in his attention to detail in every text that he set. An acute example can be
found in the changing bar-lengths in so many of his song settings. The
simplicity and delicacy of ‘Ditty’ in A Young Man’s Exhortation belies its
underpinning by an approach to metre where bars continually shift between
three, four and five beats, so that a time signature at the start of the song is
pointless. The flexibility achieved is clearly necessary when Hardy’s poem
is read on its own — it has phrases and meanings which are tortuous to bend
to any musical regularity while keeping their meaning intact. Yet Finzi
committed himself to fashioning a setting which keeps pace with Hardy’s
agile mind. It enables any singer worthy of performing the setting to lead
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the listener through the poem’s complex fancies and musings while
retaining the music’s gently wistful quality.

Copies of ‘The Clock of the Years’ (Chosen Press) can still be obtained
from Finzi Friends — please contact erichazelwood888@btinternet.com
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3. Ludlow English Song Weekend (LESW) April 2024

Geoffrey Allan Taylor

As ever, we approached the eagerly awaited weekend with renewed
anticipation of the delights instore for us. What had lain Burnside our
innovative artistic director managed to find this year? Is there a special
theme or anniversary, what new works, composers, singers and players
where there to enchant us, to capture imaginations? We first gathered in
the Assembly Rooms with a welcoming meal and a drink before the
opening session entitled ‘Sure on this shining night’. Baritone James
Newby, and lain were to take us on a journey in contemplation of life’s
nocturne, invoking reflections on youth and the passage towards the last
fulfilment of life with a set of five of George Butterworth’s Housman
songs, taken from A Shropshire Lad. In Charles Stanford’s centenary year,
whose end was marked this weekend, we had Johneen and Ochone when |
used to be young. Songs by Ireland, Britten, and Quilter, and Howells Old
Man’s Lullaby, along with Ned Rorem’s, his Youth, day, old age, and
night, all admirably articulated from memory by James and leading to three
Songs of Death to lyrics by Rabindranath Tagore, a rather surprise feature.
These songs were composed by Jessy Reason whose more recently
discovered work is now only beginning to come to light. The concluding
group of songs: Sure on this shining night by Samuel Barber was followed
by Sullivan’s The Nightmare Song and Jake Heggie’s The Haughty Snail-
King and, finally, with Claude-Michel Schonberg’s Stars’ from Les
Miserables, a touch of the unexpected. To complete the evening Jess
Walker and Joseph Atkins gave us a whistle-stop musical tour of cross
dressing in song from Victorian music hall to Weimar cabaret entitled
‘Girls will be Boys’.

On Saturday morning in the Assembly Rooms soprano Harriet Burns, tenor
Elgan LIgr Thomas and pianist lan Tindale gave us the programme
Marching Through Time. Framing this recital, and interspersed
throughout it were four songs from Cheryl Frances-Hoad’s 2015 cycle
Magic Lantern Tales, settings of poems by Yorkshire poet and broadcaster
lan McMillan inspired by documentary photographs and interviews relating
to the First World War. As to the Second World War, we had Michael
Tippett’s The Hearts Assurance, a commemorative work using poems by
Sidney Keyes and Alun Lewis, who lost their lives in that war. lan Tindale
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admirably gave strong support to Elgan with the demanding piano part.
One of the composers from the 2022 LESW Young Composers Scheme,
Christopher Churcher, gave us his three Skysongs, a newly commissioned
work. This uses poems by Ursula K. Le Guin, Alice Oswald and Sara
Teasdale each offering a distinct lens on the dialogue between rain and
humanity, particularly in the evocative piano part. Then came Gerald
Finzi’s set of seven Thomas Hardy poems, Till Earth outwears, which
entwine personal songs of love, won and lost. We ended with a popular
Second World War song, a telling duet by Ivor Novello, We'll gather
lilacs. Here was hope that those separated by war or death that may be re-
united.

In the afternoon came John Bridcut’s Film: Michael Tippett, The Shadow
and the Light, his latest composer portrait, where he talks to conductors,
singers and instrumentalists about the delights and difficulties of working
with that composer. This was followed up with a fascinating conversation
with Katy Hamilton and a performance of Tippett’s Boyhood’s End, a
cantata setting of a passage from the autobiography of the naturalist W.H.
Hudson given by tenor Elgan Llyr Thomas and pianist lan Tindale.

The Land of Lost Content: This Memorial Concert for Jennie McGregor—
Smith had been generously sponsored by Finzi Friends, in recognition of
Jennie’s major contribution to LESW in its formative years, and in so many
other ways, under the aegis of Finzi Friends. It took place in the evening in
St Laurence’s Church and was given by the indefatigable baritone Roderick
Williams and pianist lain Burnside. In the words of Philip Lancaster’s
splendid programme notes we were to encounter ‘something alluring in the
exotic; a siren call to something Other; to something that is new and
strange that casts a spell and entices us to step beyond the ordinariness of
our lives.” Four such songs were by W. Denis Browne, Amy Woodforde-
Finden, Amy Beach and Rebecca Clarke. These were followed by Harry T.
Burleigh’s Five Songs of Laurence Hope composed in 1919.

The South African composer Grant McLachlan was with us for the festival
weekend with his poet friend Archie Swanson, and double bass player
Leon Bosch, who gave us the welcomed addition of a refreshing new sound
to proceedings. They gave us Grant’s cycle Of the Silence of the Day using
two of Archie’s poems, and poems by Stephen Watson and Mxolisi
Nyezwa. The evening was rounded off with Arthur Somervell’s six
Housman songs from A Shropshire Lad. As an encore extra treat Roddy
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had composed 'Music,” a special work for the three of them suggested to
him by his wife, and performed with great amusement.

Surveying the Landscape: On early Sunday morning we were back in the
Assembly Rooms for an engaging discussion chaired by Katy Hamilton,
with Harriet Burns, Christopher Churcher, Grant McLachlan and Jessica
Walker on the challenges facing us in today’s musical climate.

Young Singers Masterclass: Robert Dean and lain Burnside put soprano
Manon Ogwen Parry, baritone Jacob Dyksterhouse, tenor Francis Melville,
and pianist and festival page-turner Sooyeon Baik through their songs with
amusingly and instructively directed fervour.

Celebrating Stanford was designed to celebrate Sir Charles Stanford’s
centenary year and concluded the Festival with songs from some of his star
pupils including Howells, Moeran, Ireland, Clarke, Dunhill and Vaughan
Williams. Spread across this recital, given by soprano Harriet Burns,
mezzo Olivia Ray, tenor Dafydd Jones, baritone Jerome Knox and pianist
lan Tindale, were rarely-heard songs from Stanford’s A cycle of songs from
‘The Princess’ Op.68. This was written for a group of four solo singers
and piano and comprises masterly setting of the interludes from within
Tennyson’s poem The Princess. On hand was Jeremy Dibble whose new
book on the composer had just been published. Also in the recital we heard
from one of the latest generation of the LESW Young Composers Scheme
in 2021, Derri Joseph Lewis. His work 9 Songs for Barts was written to
celebrate the 900" anniversary of the foundation of St. Bartholomew’s
Hospital, from which we heard five of the songs. Chairman Anthony
Pinching then thanked the wise heads of director lain Burnside and Festival
manager Steve Catanach for the splendid mix of song and discussion, so
important and affirmative in keeping faith in this yearly enterprise.
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4. Obituary for Richard Hall

Sadly, it is with regret that we have to inform you of the recent death of
Richard Hall, a faithful supporter of the English music tradition, and the
Finzi Friends in particular. For anyone who attended the Finzi Friends
events you would not have missed him or his conviviality such was his
determination to be there with us and thoroughly enjoy the occasion.

Tragically, his last event this year was his attendance at the Elgar Festival
in May but he was not well enough to attend his all-consuming passion,
that of the Three Choirs Festival, and died on the last day of the Festival on
2" August 2024 at home in Kendal where he lived on his own.

He founded the Richard Hall Charitable Trust which enabled him to
sponsor Three Choirs events which he did as usual this year although he
was unable to attend the event.

He had a younger brother Jeremy who has kept in touch with the Friends
and has very kindly offered the following article about Richard, written by
one of Richard’s long associate friends Tim Brain to whom we are very
grateful. He writes:-

Richard Hall was a remarkable man. He was something of a human
phenomenon.

This might be for some, a surprising statement for me to make, considering
he was such a modest, even in some respects, retiring individual, but a brief
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pause, for consideration will reveal the amazing range of his activities,
outreach, sociability, and energy, especially in his later years, when a series
of illnesses threatened, but never really succeeded to restrict him.

The wide range of his activities and his contacts is represented by the
numerous individuals and organisations who contacted his brother Jeremy
to express their condolences, and the many people who attended his funeral
to celebrate his rich and varied life.

Richard was born on the 21st of September 1950 in Carlisle, the first son of
Harry and Anne Hall. He was born into a farming family, the farm being
run by a partnership between his uncle Joe and his father Harry. Theirs was
a traditional mixed working farm near Aspatria, on the windswept hills
above the Solway. As compensation for the wind and the rain there were
superb views over the Solway to the Dumfries hills to the north and
Skiddaw to the south.

Richard’s was a happy childhood, growing up with younger brother
Jeremy, but despite being brought up on a farm, it was never going to be
the life for young Richard, who from the start displayed inclinations to the
indoor and the cerebral, sometimes to Jeremy’s frustration, to whom fell
the burden of helping out on the farm.

Boarding school was the family’s tradition and at the appropriate age
Richard was sent to Seascale Prep School, right on the west Cumbrian
coast where regular sea bathing was de rigeuer. Given what was already
emerging in Richard as a shy and reserved nature, this might have been
thought an unhappy environment for him, but this proved not to be the
case, with school encouraging his enthusiasms for Latin, history and
English literature. Active participation in sport was not for Richard, as
might be expected, but this did not prevent him from acquiring enthusiasms
for cricket and rugby union, although, it must be stressed, not in any sense
in a participatory way. For all that knew him in later life, his lack of
practical involvement in rugby and cricket was no inhibition on his
acquiring an encyclopaedic knowledge of the intricacies and histories of
both sports.

Senior school followed at St Bees. This was a formative time for him both
intellectually and in terms of his character, and he retained a lifelong
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affectation for his old school, being a long-time member of the St Beghian
Society Committee and was a regular attender of reunions.

His academic ability pointed to a good university, and he duly went up to
Jesus College, Cambridge, to read history, focusing on medieval history,
for which he was well suited, given his ability in Latin. It was a happy time
for him and he graduated with a good 2.1. Like many history graduates
before and since, he then had to consider what his career would be, and like
many history graduates before and since, he thought teaching would be just
the thing, and he started a teaching training course at Birmingham
Unviversity. When this was revealed to me years later, [ was to exclaim, ‘I
really can’t see you as a teacher’. In fact I may have said, ‘I can’t see
anyone less suited to being a teacher than you’, to which he replied, ‘1
know, it was disaster.” His putative teaching career lasted a matter of
weeks, before he was back home. It was a seminal moment.

What then to do. In what might now be termed a ‘gap year’, Richard started
what would now be considered an internship, that is, unpaid work filling in
at the Carlisle Record Office. Since his school days he had shown an
inclination for record keeping, compiling his own daily collection of Times
newspapers; now he discovered his life’s passion - archives. It soon
became apparent that he had discovered his ideal career, but if he was
going to be serious about it then he needed a professional qualification.
There were but three places that offered such a qualification, and one was
Aberystwyth, the university by the sea, a higher educational mirror of his
school by the sea at St Bees.

So it was to there that he went in 1973, and it was there that we met as
regulars in the National Library of Wales, commiserating with each other
over the excruciatingly dreadful coffee served up in its subterranean
canteen. It was the start of fifty-one years of friendship.

The second important association he made at Aberystwyth was with
Professor Edmund Fryde, who encouraged him in commencing a PhD on
the Scottish wars of Edward I11. Thus started several years of intense
research, much at the Public Record Office in London. He became deeply
expert in the subject and acquired a mass of detailed notes. However, he
proved more adept at recording information than processing it, and what
promised to be a seminal study in a neglected subject remained
uncompleted.
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It was to prove but a small deflection from his true purpose, because in
1978 he was take up a permanent paid post as archivist at the Kendal
Record Office, melding his love for archives with locating to his native
Lake District. Kendal was where he was to remain. He shortly afterwards
bought a house on High Tenterfell, where he lived for many years before
moving to two adjoining houses in Anchorite Fields, a move necessitated to
accommaodate his by then enormous personal archive and library.

For archives and books were never just a job or even a profession for
Richard. They were his life’s grand passion. He simply loved them,
acquiring them and possessing them, for disposal was never a serious
alternative to acquiring more space to contain them. He effectively ran a
parallel record office to that of the county, and he once quietly asserted to
me that his was the finest history library in Cumbria. Given its scale and
content, it was no idle boast. His family and friends might fret over its
burgeoning content, but this was Richard, and to separate him from his
beloved records and books was impossible. To his books and archives he
added a comprehensive music library, first of LPs, then CDs, although he
never fully reconciled himself to the latter development in technology, and
the thought of streaming was an anathema but so too was television. He
never possessed a set, and always seemed constantly surprised at the
medium when he might view it at a friend’s house or while staying with his
parents.

Richard, by nature, was generally content with his own company, but he
was no recluse, and was a man of great charm and conviviality, so he was
able to combine his love of history and archives into becoming a highly
active member of the Kendal Historical Society and the Cumberland and
Westmorland Antiquarian and Archaeological Society, being a long-
serving secretary of the latter. Despite his limited technological skills, his
innate talent for archiving ensured minutes and correspondence were
meticulously kept.

History might have occupied the preeminent position in Richard’s
intellectual life, but it was a crowded field. He took The Times every day,
indeed, buying a copy was a prerequisite to him kick-starting his day.
Although a great friend for over fifty years, | was never trusted with
reading his personal copy, and if | was staying with him, or he with me,
then a second copy was bought so that | might read and be allowed to
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crumple it. He also took a wide range of other papers and subscribed to
many periodicals but of course he never threw any copy away once read
but they were carefully preserved in ever more precarious stacks
throughout his houses and outbuildings. His daily consumption of the
papers and his never missing Radio 4 news meant he was as well informed
about domestic and world politics as any non professional could be. His
guilty Radio 4 pleasure was listening to The Archers, of which his
knowledge was, as with his other pleasures, encyclopaedic. No plot
inconsistency could escape him.

His cultural interests were extensive. There was his love of English
literature and poetry, reflected in his reading tastes and his membership of
the Houseman Society and the Wordsworth Trust. There was his love of
English painting, especially portraiture, reflected in his membership for the
Romney Society.

But above all there was music. | have already mentioned his extensive LP
and CD collection, but listening to recorded music was always for him a
second best to listening to it live. Hence, his membership of music societies
and the love of attending concerts, recitals and above all, festivals.

His membership of and attendance record at such are impressive. There
were the Vaughan Williams, Holst, Dvorak and Finzi Friends societies, but
reigning supreme was the Elgar Society, of which he was sometime
archivist and an extremely active member of the north west branch, plus an
avid attender of society promoted events. There was the regular concert
season, with the Halle and Royal Northern series featuring heavily. Then
there were the festivals - English Song, Ludlow, Buxton, Edinburgh,
Cambridge Handel Opera, Kendal Midday Concert Club, but two were pre-
eminent - The Three Choirs and Lake District Music. As both were held in
the high summer, some intensive juggling of commitments was required,
but he never missed either.

This constant round of concert and festival going, for a non-driver, required
enormous stamina, an extensive knowledge of railway timetables, and the
occasional recourse to friends’ transport services.

Richard was, however, no mere passive observer of the musical and arts
scenes. Putting back into music the love he took out, he began to actively
sponsor concerts and recitals on an individual basis, then latterly

19



establishing the Richard Hall Charitable Trust, to maximise his support for
the arts. His support was eclectic, but the work of the trust was weighted
towards supporting young performers in the foothills of their careers. The
Three Choirs was also a regular recipient of Trust sponsorship. Indeed, the
last concert he sponsored through the trust was that given by the Dante
Quartet on the last day of this year’s Worcester festival, featuring the string
quartet by his beloved Elgar. It was at this concert that his sad death, just
days before, was announced with much emotion.

Although he did not marry, he was loyal to his family and friends. His
affections were not of the demonstrative kind and the stiff upper lip
characterised his public reactions. But occasionally the mask would slip,
such as when he was moved by his godson Richard’s performance of
Beethoven’s Ninth last December, or when attending the burial service of
my late wife Elisabeth, for whom he had a deep affection.

Richard had not been in good health for a long time, but his health was
especially poor in recent years. This did not, however, dampen his
indomitable spirit or his cheerfulness in the face of physical adversity, nor
his attendance at his round of concerts, recitals and festivals. His final
descent was rapid, and even those of us who knew that he was at risk were
still shocked when the news came through.

We shall all miss Richard. He touched the lives of so many. A loyal son,
brother, uncle and friend. A wonderful lover and practical supporter of the
arts and especially music. A consummate professional administrator and
archivist. His legacy includes his personal archive and library, but more so
the memory he leaves in our hearts of the warmth of his friendship.
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5. Hidden Gems Concert
Gerald Finzi and his circle, St Mary-le-Strand, London, June 2024
Geoffrey Allan Taylor

This enterprising concert, initiated by Finzi Friends as a first collaboration
with the ‘Hidden Gems’ series, was skilfully planned by pianist Gavin
Roberts. It took as its starting point the music of composers associated
with Finzi, along with a representative selection of Finzi’s songs and
instrumental music. A good-sized audience enjoyed a successful evening
aided by Gavin’s insightful introductions given during the performances in
relation to the carefully selected works. The performers he had also chosen
and rehearsed were equally enjoyable and engaging. These included
clarinettist Peter Cigleris and two post-graduate students from Guildhall
School of Music and Drama, tenor Jacob Cole and bass-baritone Oleksii
Zasiadko. The concert began with a gentle Lullaby from ‘Three Pieces for
Piano’ Op. 23 by Gerald’s first teacher Ernest Farrar. Gavin was then
joined by Jacob Cole who sang two Thomas Hardy settings from Finzi’s A
Young Man’s Exhortation Op.14. ‘A Young Man’s Exhortation” and
‘Budmouth Dears’. As a welcome contrast, ‘Lovely on the Water’ from
Vaughan Williams” Six Studies in English Folksong was beautifully played
on the clarinet by Peter Cigleris. Jacob then continued with one of
Vaughan Williams’ best Shakespeare songs, ‘Orpheus and his Lute,’
followed by Ivor Gurney’s ‘Under the Greenwood Tree’. Gurney being a
composer championed by Finzi, it was fitting that Gavin then gave us two
of Gurney’s Piano Preludes, in ¢ minor and D-flat major. Tenor Jacob then
resumed with two more Hardy songs from 4 Young Man’s Exhortation,
‘Her Temple’ and ‘The Comet at Yelham’. Concluding the first half of the
programme, Peter gave us the ‘Carol’ from Finzi’s Five Bagatelles Op.23.

After the interval we were joined by bass-baritone Oleksii Zasiadko who
sang ‘“When I set out for Lyonesse’, from Finzi’s Earth, Air and Rain
followed by Peter playing Herbert Howells’ The Chosen Tune. We then
heard Martin Bussey’s setting of words from a letter of Finzi to Howells at
the start of World War 2, ‘In days like these’ (see p.383, Gerald Finzi’s
Letters, Diana McVeagh, letter 609). Oleksii then sang ‘Epeisodia’ from
Before and After Summer, another Hardy setting, followed by two songs by
Edmund Rubbra. These were his Shakespeare setting, ‘Take, O take those
lips away,” and his most amusing folk song arrangement, performed as a
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duet with Jacob, ‘Dear Lisa’. Gavin then refreshed us with four solo piano
pieces from Household Pets, Op.86, by Kenneth Leighton: ‘Cat’s Lament’,
‘Goldfish’, ‘White Rabbit* and ‘Bird in a Cage’, Kenneth Leighton being a
composer from Finzi’s circle of friends towards the end of his life, one who
he supported as a composer just setting out. As a fitting conclusion to the
concert, Gavin was again joined by Peter Cigleris to play Howard
Ferguson’s Four Short Pieces for Clarinet and Piano: Prelude, Scherzo,
Pastoral and Burlesque. We heartily thank him for his sensitive playing
and choice of related works that made this such a memorable evening.

The parish church of St Mary-le-Strand, often said to be the loveliest
baroque church in England was designed by James Gibb and built between
1714 and 1723. It was a most helpful, fitting and welcoming venue for this
special event.
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6. Ludlow English Song

Young Composers’ Workshop at Birmingham Royal Conservatoire -
14™ September 2024

Martin Bussey

Ludlow English Song (LES) held its Young Composer event in a new
format in 2024 — with great success.

For those new to Finzi Friends and/or to LES, it is the body which runs the
Ludlow English Song Weekend. This has its origins in early events
promoted by Finzi Friends, always masterminded musically by lain
Burnside, still the Artistic Director of LES. In the early days the weekend
(a generous term, as it runs from Friday to Sunday) was administered by
the inimitable team of Jim Page and the late Jennie McGregor-Smith. They
brought the event to a level of musical and social distinction which made
hiving it off from the direct financial responsibility of Finzi Friends a
desirable idea, so it could grow as a company, rather than a charity. Thus,
LES was created, under the chairmanship of Anthony Pinching and, now,
the administration of Toria Banks. Trustees of Finzi Friends are members
of the LES board, though not through any obligation for that to be the case.
It’s just that we want to continue to support LES both with time and, when
we can, money!

For many years the Ludlow English Song Weekend included an element
designed to encourage young composers to explore the musical setting of
English text(s). Originally a competition, this evolved to become a
successful, non-competitive platform whereby young composers apply to
write a setting or group of settings of text in English. These they then
develop during a workshop and performance led by a distinguished
composer. Leaders of the workshop have included Tarik O’Regan, Helen
Grime, Eleanor Alberga and Huw Watkins, amongst others. Frequently
this leadership went alongside having written a newly commissioned work
for the Weekend. So young composers (YCs in Ludlow parlance!)
experienced their own work premiered with equal status to that of the
established composer’s work. Eventually, the workshop developed an
important additional strand whereby the YC new compositions were
premiered by young singers and accompanists also supported by LES,
usually with funding from The Finzi Trust.
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The success of this longstanding element of the weekend has owed much to
the interest of the LES audience in new music. Appreciative and
sometimes frank comments from audience members were given and
received well by YCs. Much excitement was generated in performance and
discussion of entirely new approaches to setting text in English.

Like all sensible groups, LES reviewed the YC platform in early 2024. It
decided to present it as a stand-alone event, happening in September, rather
than April, which is when the Weekend takes place. This had significant
positive elements, particularly in moving the period when YCs were
writing their works to the summer, largely after educational terms have
ended. It has enabled a whole afternoon to be dedicated to the workshop
without competing demands being made on performers’ time or for space
in the Ludlow Song Weekend’s packed programme. Freed from such
shackles, the inaugural Young Composer Workshop took flight on
Saturday, September 14th 2024, in the fantastic surroundings of the
Birmingham Royal Conservatoire Recital Room. Significant financial
support was received from The Finzi Trust and the Vaughan Williams
Foundation.

Aspiring YCs were invited to submit characteristic examples of their work
setting text to LES for consideration for inclusion in the workshop. These
submissions were reviewed by me on behalf of the Board of LES with all
identifying characteristics/names erased. It is a joy to report that the field
of applicants was much greater in number than in previous years. The
standard of entries was extremely high. The range of types of work
submitted was also wide, encompassing songs for voice and piano; songs
for voice and instrumental ensemble; operas; works for church or similar
performances; and those which fitted in no discernible category! A notable
feature, which shows the robust health of musical and university
institutions, was the number of scores which were accompanied by
recordings of live performances. These composers were not writing for an
imagined group of performers but had honed their works through live
performance — and audience reaction. As a result, it was clear that the five
composers chosen to participate in the workshop work at high levels of
achievement.

The workshop leader was Professor Julian Philips, who had previously led
a YC workshop at Ludlow and whose works have been a regular feature of
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LES programmes over the years. His role as Head of Composition at
Guildhall School of Music and Drama meant he was ideally placed to work
with the selected Y Cs, many of whom are already engaged in post-graduate
study. The workshop was followed by a recital given by Harriet Burns,
soprano; George Robarts, baritone; and Thomas Eeckhout, piano. The
submitted works were performed alongside other contemporary writing,
including songs by George Crumb, James Macmillan, Sally Beamish and
Libby Larsen. This was skilfully planned repertoire which chimed with the
varied moods of the workshop compositions. In particular, this repertoire
featured two strands evident in the new works written by the five YCs:
drama and extended calm/lyrical writing.

The five composers selected for the workshop/performance were Charlotte
Glyn-Woods; Vivek Haria; Archie John; Hannah Lam; and Alex Papp.
Sadly, Vivek was unwell and unable to be present in person, but we much
enjoyed hearing his work and he was able to be present virtually at the
workshop.

It was notable that, between them, the new works presented use of
extended vocal techniques alongside more conventional uses of the voice
and of the piano. This was a feature of the submitted entries for the YC
platform as a whole. Also notable in many entries, but particularly
successful in the works written for the workshop, was close identification
between the chosen text and the music. These new works really inhabited
the texts, sometimes in a highly arresting way, drawing the listener in.
During the selection process it was notable that the music of those
composers selected showed an original approach to setting texts of
whatever period while remaining true to the original emotional mood. For
their new works, the YCs as a group had chosen a variety of writers
ranging from Emily Bronté to Dylan Thomas. Again, this was mirrored in
the established works chosen to accompany the new ones, which included a
text by W.B. Yeats and Persian poetry.

Charlotte Glyn-Woods’ Kosmos sets the poem of the same name by Walt
Whitman. The work reflects the rhetorical nature of Whitman’s writing. In
the text, most phrases begin with a statement, these collectively building
with cumulative effect. A diversity of means to project the text are used in
Charlotte’s setting, including defined pitches and/or rhythms but also free
recitation against repeated ideas in the piano. In this way the music creates
a cumulative effect alongside the text. The flexibility and freedom in the
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music is supported by realistic, practical instructions for both singer and
pianist. The result was a performance of continual flux, drawing the ear to
Whitman’s powerful imagery through idiomatic writing.

Vivek Haria composed a setting of Edgar Allan Poe, A Dream within A
Dream. Here the poetry is more intimate, sustaining but developing
thoughts through successive lines to culminate in a statement in the first
stanza which is then repeated as a question in the second stanza. The
sustained nature of the poetry is communicated through sustained melody
sung against, or supported by, flowing piano textures of regular rhythmic
patterns. The vocal range is wide, allowing for expression of the diverse
and developing emotions of the poem. With changing ranges in the voice
comes a variety of colours which add to the expression of the poetic ideas.
These vocal forms of expression are underpinned by shifting harmonies in
the piano which seem to provide nuanced commentary on the text.

Hannah Lam’s Shall Earth No More Inspire Thee? sets a poem of Emily
Bronté. As so often, Emily Bronté’s poem uses images from Nature to
reflect her emotions, in this case seemingly seeking Nature’s aid to inspire
her thinking. The range of natural forces is truly reflected in a wide-
ranging vocal line. The work explores different areas of the voice, often
using shifts of range alongside contrasting dynamics. Here there is
considerable flexibility in the rhythms and tempo of the vocal part initially.
As the piece develops the vocal line becomes more precisely notated in
terms of rhythm, building an intensity. Throughout, the piano provides a
shifting rhythmic and harmonic context for the vocal line, often directed to
be improvisatory in its use of given ideas. The intensity characteristic of
the centre of the work subsides at the end, however, as the poet seeks the
return of inspiration against bare piano textures.

Alex Papp takes a very direct approach to presenting text in his setting of
Dylan Thomas’ Light Breaks Where No Sun Shines. Very precise notation
guides the singer’s realisation of the text itself, using vowels in specific
ways, such as in the pronunciation of dipthongs. There is use of percussive
vocal effects and discrete notation of voiced consonants. This results in a
demanding but innovative vocal line which breaks individual words into
constituent parts, each voiced in some way. This is replicated in pianistic
terms in the use of unspecified pitches in the piano left to resonate through
use of pedal. The result is a challenging sound world which reflects the
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restless, unconventional imagery of the poem. This is signposted from the
opening lines:

‘Light breaks where no sun shines;
Where no sea runs, the waters of the heart
Push in their tides;’

Nothing in the poem can be taken for granted and the same is true of this
musical setting. To add to the technical demands of both the piano and
vocal lines, much of the rhythmic setting is highly complex. The dynamic
levels of the piece build to great intensity then fall back with a seeming
exhaustion, well fitted to the apparently negative conclusion to the poem:
‘Above the waste allotments the dawn halts’.

Archie John presented two songs, one a translation of Pierre Louys, ‘The
night is so profound’, and the other of Sappho, ‘And I am greener than
grass’. They have linked intent, focused, in the composer’s words, on
‘spiritual sensuality’. A significant point to mention about listening to the
songs’ performance is that the two songs sounded as if they were a pair, as
intended, not just a random coupling of two songs. The approach to vocal
writing contributes much to this — though in no sense restricted, the writing
for soprano in both songs is spare. Sometimes the vocal line moves slowly,
repeating pitches then moving incrementally. Then comes a rise or fall of a
greater interval which was the more remarkable for being unexpected,
before the voice resumed its measured approach. This creates an intense
listening experience and great focus on the text itself. Yet the songs also
handle climax with great assuredness. A different kind of intensity ensues
at these points. The piano writing is similarly deftly handled, sometimes
using small clusters, sometimes a single line, at other points presenting
clusters of notes across a wide range in both hands.

The wide range of the works written by the YCs created a strong listening
experience. This was further enhanced by the incisive choice of the
accompanying contemporary songs. The success of the recital owed a huge
amount to the magnificent performances of Harriet Burns, George Robarts
and Thomas Eeckhout, Thomas moving seemingly imperturbably across a
huge range of styles and pianistic demands.
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7. Finzi and Dodgson

Concert in St Stephen’s Church, Dulwich, on Sunday
13th October, 2024, supported by Finzi Friends

Jon Stainsby

Asked to name the major composers in the rich field of twentieth century
English vocal music, most music lovers would reach instinctively for the
names of Vaughan Williams, Britten, perhaps Gurney, Butterworth and
Tippett, and of course Finzi. The name of Stephen Dodgson (1924-2013)
perhaps springs less readily to mind in this context; but in recent years the
Stephen Dodgson Charitable Trust has been making strenuous efforts to
change this, and to promote the full range of his output. The most tangible
fruits of these efforts have been two discs of Dodgson’s songs and a further
recording of his choral music on the Somm label, a recording for Naxos of
his chamber opera Margaret Catchpole, and a book, Born by the Thames,
edited by Oliver Chandler and Thomas Hyde. This collects together a
number of occasional pieces and reminiscences by the composer himself
and those who knew him, alongside retrospective and analytical writing,
including a survey of the vocal music by Stuart O’Hara. O’Hara singles
out for special mention Dodgson’s cantata for bass-baritone, clarinet and
string orchestra, Last of the Leaves, a work which was recorded in 1992 by
Michael George, John Bradbury and the Northern Sinfonia under Ronald
Zollman, but which since then has been neglected almost entirely. Having
been involved in a number of the recent recording projects, and with the
enthusiastic encouragement of Stephen Dodgson’s widow Jane Clark
Dodgson (who told me privately that Last of the Leaves is her “favourite
Stephen piece”), I set out this year to find an opportunity to perform this
beautiful and unusual work, as a modest first step towards helping it to
regain its place in the repertoire. In this endeavour I found a willing
accomplice in the singer and conductor Lucy Goddard, who directed the
performance that we gave with the clarinettist Anthony Friend at St
Stephen’s Church, Dulwich, on Sunday 13th October. We were hugely
grateful that our project was given financial support by the Stephen
Dodgson Charitable Trust and by the Finzi Friends.

The concert was the latest outing for Lucy Goddard’s own group, the
Concordium String Ensemble, which she established in 2017 to explore the
repertoire for string orchestra. This is an ensemble which draws its
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membership from London’s vibrant community of semi-professional and
non-professional string players, many of whom trained at conservatoire
level prior to pursuing careers in non-musical fields. Over the years,
Concordium has performed a number of works by Finzi, including Dies
Natalis and the orchestral version of Let us Garlands Bring, and for this
project, with a fine clarinettist on hand, we felt that Finzi’s Clarinet
Concerto would make the ideal pairing for the Dodgson. The programme
was completed with movements from Leos Janacek’s early Suite for
Strings, a work which the ensemble had performed before. Stephen
Dodgson acknowledged Janacek’s music as a crucial influence on the
development of his own compositional style, and we hoped that our
programme provided an ideal context for Last of the Leaves, inviting our
audience to hear both the astringency and gestural economy of the string
writing and its more lyrical elements. These seemed to Lucy and me to
invite (and withstand!) direct comparison with Finzi’s Concerto and his
vocal music.

Of course, this made for quite an unusual and adventurous programme for a
Sunday afternoon in a south London parish church! — but we were
heartened that we managed to attract a healthy-sized audience, ranging in
age from senior citizens to really very young children, who listened with
rapt attention and evident enjoyment. The concert was quite an informal
occasion, such as encouraged conversation afterwards between performers
and audience members, and it was clear afterwards that all three works had
made a positive and lasting impression on everyone present. It was a
privilege to be able to hear Anthony Friend’s passionate and utterly assured
performance of Finzi’s Clarinet Concerto, and to be reminded of that
work’s expansiveness and expressive power, before joining him in the
Dodgson. It was also a particular pleasure to witness the rapport which
Anthony quickly established with Lucy and her players, and especially with
Concordium’s guest leader on this occasion, the professional violinist Eve
Kennedy. As is often the case, this was a performance which was
necessarily put together in quite a concentrated rehearsal period, and it was
crucial to the success of the whole venture that we were able to secure the
services of an experienced and accomplished leader. It was for this
purpose that we requested the financial support of the Finzi Friends, and
we were thrilled to receive their support, which made a very substantial
contribution to the viability of the project.
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Dulwich is a long way from rural Berkshire, but perhaps it isn’t too
tendentious to suggest that this concert of music for strings by a mixture of
amateur and professional players revived some elements of the spirit of
Finzi’s own Newbury String Players. That may be a somewhat double-
edged point of reference, however, for Stephen Dodgson. In 1951, Finzi
and the Newbury String Players gave a performance of an early work by
Dodgson, his Divertimento for Flute and Strings. The young composer was
greatly encouraged by this apparent show of support from his older
contemporary; but a letter that Finzi wrote to Robin Milford after the
performance (see p.757, Gerald Finzi’s Letters, Diana McVeagh, letter
1176) reveals that he was in fact less than wholly enthusiastic about the
musical qualities of the piece! It is a matter of regret that Finzi was not to
live to see how Dodgson’s compositional style would subsequently
develop. Stephen Dodgson himself wrote that he regarded Last of the
Leaves as ‘a turning-point in my quest for expressive directness coupled
with economy of means,” and my own feeling is that Finzi would have
found much to admire in this four-movement work, especially in the
Hardy-esque autumnal landscape and atmosphere of “The Leaf Burners’,
the song which lies at its heart and which perhaps recalls something of the
ambition of Finzi’s ‘Channel Firing’ (from Before and After Summer). |
hope to find further opportunities to perform this marvellous work of
Dodgson, a twentieth-century English orchestral song cycle which deserves
to take its place in the repertoire alongside Finzi’s Dies Natalis, Elgar’s Sea
Pictures and the Britten Serenade for Tenor, Horn and Strings and
Nocturne. In the meantime | commend it to the attention of all Finzi
Friends, while expressing once again my gratitude and that of my
colleagues for the financial support which made it possible to bring this
music to performance.
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8. CD Review
That Sweet City
Thomas Coxhead

That Sweet City (Signum Classics — released 25th October 2024)

Leighton — Veris Gratia Op.6

Vaughan Williams — An Oxford Elegy
https://signumrecords.com/product/that-sweet-city-leigchton-veris-gratia-op-6-
vaughan-williams-an-oxford-elegy/SIGCD917

The Queen’s College, Oxford has a venerable history of music-making,
something which this latest release from its choir celebrates. It is perhaps
only in the last decade however that the choir has reached the celebrated
level of excellence it now enjoys under Owen Rees, this leading them to
carry the boast of being ‘One of the world’s most renowned choirs’
according to Classic FM. Joined by the Britten Sinfonia, tenor Nick
Pritchard, and actor and Queen’s alumnus Rowan Atkinson, on this CD
they perform two cantatas which are associated with the College. The first
is the previously unrecorded Veris gratia (Opus 6) by another former
student of the College, Kenneth Leighton. The work was written for the
College’s Eglesfield Musical Society, which provided the chorus alongside
the Kalmar Orchestra for the first performance on 8th June 1951. This has
been paired in the recording with Ralph Vaughan Williams’ An Oxford
Elegy which received its first public performance at the College on 19th
June 1952. This programme makes for an interesting contrast of the
twenty-something student composer at the start of their career and a grand
old man of the established British musical world in his seventies.

Many followers of Finzi will be aware of Kenneth Leighton’s other Veris
gratia — his Opus 9 suite first performed by the Newbury String Players
under Finzi in 1951. It can be seen as the zenith of Finzi’s encouragement
of the young Leighton and came about from Bernard Rose, the Director of
Music at The Queen’s College, sending Finzi Leighton’s Symphony for
Strings (Opus 3) in 1949. The suite was championed both by Finzi and
Ralph Vaughan Williams and clearly bears the marks of a great deal of
their aesthetics within the style and substance of the work. The suite was
unpublished until the 1970s however, and it was at this point that Leighton
added a dedication in memory of Finzi. It has enjoyed a better fate than the
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majority of Leighton’s orchestral music, and is often paired with Finzi’s
Cello Concerto, to which the style owes much. In many ways, the suite
marks the summit of the student composer before the transformation of his
style studying in Rome with Goffredo Petrassi. Thanks to this recording
we are now able to examine the forgotten twin of the suite.

Leighton ascribed the cantata the opus number 6, although it was in fact
written at the very end of 1950 (six months later than the Opus 9 suite). It
calls for chorus, strings, a solo flute, and timpani. In fact, despite the
shared name, the works are entirely unrelated musically. The recycling of
the name (meaning ‘fairest Spring’) simply seems to reflect Leighton’s
love of nature — this being a recurring theme throughout his writing. Even
with regard to the inscriptions of Latin poetry that are given as headings to
the four movements of the Opus 9 suite, Leighton only reuses two of these
in the cantata itself. Leighton plundered Helen Waddell’s Medieval Latin
Lyrics (more specifically texts from the Carmina Burana manuscripts)
along with Catullus’ solemn elegy on the death of his lover’s sparrow.
Both texts would have been known well to Leighton as he excelled in
Classics, and went up to Oxford to read that subject, only later being
convinced to take a BMus in music as well by Bernard Rose.

Waddell’s Medieval Latin Lyrics contains the original Latin poetry
accompanied by her own poetic translations which have always been
appreciated for their own artistic merit. It has few rivals in terms of the
number of important musical works that have come from it. Texts in both
Latin and English were set by Gustav Holst, Edmund Rubbra, Herbert
Howells (Take him earth for cherishing, A Sequence for St Michael), and
Benjamin Britten (A Hymn of St Columba). Curiously this is not a source
Finzi seems to have taken up (this may be my ignorance) although Walter
Hussey suggested two texts from Medieval Latin Lyrics when he
commissioned Finzi to write for St Matthew’s Church, Northampton — the
result of the commission ultimately being Lo, the full final sacrifice. Finzi
responded that although he knew the book and rated Waddell’s translations
highly, his preference was for Southwell, Crashaw, and Taylor (see pp.580-
581, Gerald Finzi’s Letters, Diana McVeagh, letters 893 and 894).

Leighton seems to have hastily assembled the cantata in December 1950,
although it was not performed until 8th June 1951. The speed at which the
composer put the work together is probably the reason there is a notable
amount of recycling of previous works, most prominently Leighton’s well-
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loved Lully lulla, thou little tiny child, which was the young composer’s
first choral work, written in 1948. A significant amount of material is
derived from one of Leighton’s songs — ‘The Cherry Tree’, from
Housman’s A Shropshire Lad written earlier in 1950. The melody from
“The Cherry Tree’ becomes a fairly frequent motif throughout the work
although by no means does it unify the whole work. It is quoted directly in
the fourth movement (the Elegy) in the solo flute, and in fact the motif
when it does appear is exclusively heard in the instrumental parts. This
leads onto the most notable flaw of the cantata; that it feels a collection of
disparate pieces. Despite the constant theme, there is no true narrative arc
to the chosen texts to bind the cantata together, these being further
obscured by the Latin. However, that the quality of the music in each
movement is such that it justifies the recording of this music is beyond
doubt. The movements have their distinct and convincing characters that
show off Leighton’s young but assured hand. The influence of Vaughan
Williams is arguably even more present here than it is in the Opus 9 suite
and suggests that Leighton had studied the elder composer’s works. It also
perhaps suggests that the second movement, when the chorus first enters,
was the germ from which the larger work grew and was built around — it is
undeniably Leighton, particularly in its more polyphonic moments.

Needless to say, the choir of The Queen’s College, Oxford and Britten
Sinfonia have captured the essence of the music beautifully and brilliantly
served Leighton’s musical intentions. Even if the work is at risk of feeling
disparate, the characterisation of each movement is utterly convincing. The
musical presentation is absolutely superb. The sound of the choir is
incredibly well-blended, and although the choral quality is led by the
soprano voices it is by no means top-heavy. As a chorus, they absolutely
complement the sonorities of the string orchestra and generally give the
impression of absolute ease in their performance. The Britten Sinfonia is
similarly beyond reproach, and flute soloist David Cuthbert’s playing is
wonderfully gestural. The difficulty posed by Leighton including a timpani
does cause a headache - the balance must be hard to achieve in live
performance against strings, and on the recording the timpani feels very
prominent and the ‘wobbly’ harmonic effects seem to be exacerbated in a
livelier acoustic which rather undermines the cleanliness of the playing and
singing. Might the recording have benefitted from more intervention in
terms of balancing here? It is hard to say.
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Vaughan Williams had written An Oxford Elegy in 1949, and it even had a
private performance at his home, White Gates in November of that year.
Vaughan Williams had been contemplating a whole opera based on
Matthew Arnold’s The Scholar Gipsy, but the elegy is all that seems to
have come from the idea. The work clearly shares something of an affinity
with the much earlier Flos Campi (1925) which perhaps is not unrelated to
the smaller instrumental forces. The enfolding of the chorus as part of the
orchestral whole is certainly a prominent element of both works on this
recording and the chorus effectively performs a vocalise for much of An
Oxford Elegy — even when the choir is singing text. As mentioned before,
the sound of The Queen’s choir is absolutely perfect for this, and | have
noticed much more detail in the writing from this recording than from any
other.

Rowan Atkinson taking the speaking role has grown on me. The
recordings with John Westbrook, Jack May, and Simon Callow narrating
may be somewhat ‘actorial’ and with a more obvious gravitas, but
Atkinson’s naturalistic delivery feels appropriately modern. How so, | am
not sure | can articulate! A familiar voice, so intrinsically linked to
comedy, does cause a little disconnect in one’s mind, but it is worth
persevering with. Atkinson had previously performed the work in public
with the choir (and the Oxford Philharmonic Orchestra) in 2018, so it is fair
to say that the recording is a product of a thoughtful artistic relationship
with the actor and the piece.

It is impossible to pick apart any of this disc. Owen Rees’ control over the
musicians under him means that every aspect of both pieces is convincing,
assured, and incredibly satisfactory from a musical point of view. It makes
for very comfortable listening in that regard and lets the music speak for
itself. Although there is variety within both works, and they are certainly
not so akin as to feel synonymous, the emotional colour of the whole disc
weighs heavily towards the melancholic. Nonetheless, it is a fantastic
record of high-level music-making. It brings an important piece of
unknown Leighton into the consciousness of wider musical circles, and
gives a fresh account of a beloved work of Vaughan Williams.
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9. Finzi Friends AGM
Financial Report for Year Ending April 2024

A significant decision was taken towards the end of 2023 to make
membership of the Finzi Friends more accessible by removing the
requirement for a subscription to join. This was done in conjunction
with modernising our approach to the presentation of the Finzi
Friends. Making membership free to all meant that we chose to
suspend the annual subscription, but offset this by henceforth
publishing the Journal and Newsletter online, accessible via the Finzi
Friends website, commencing from the end of 2024. This reduced
production costs and means that the charity is a paper-free
organisation in nearly all aspects of its operations. This follows the
upgrading of the website and continuing its management by a
website manager for a small remuneration.

Through the generosity of most of our former paying members,
many of whom chose to continue their subscription or give a
donation voluntarily, the charity continues to receive an income from
members. Analysis indicates that there has been a reduction in
income of approximately £1,000 on previous years.

This enabled us to continue to allocate grants for performances as
previously. It was also agreed that the level of grant-giving would be
reduced to £1,000 for each half year, open to applications in March
and September. This has been adhered to.

Following the death of Jennie McGregor Smith in the autumn of
2023 it was considered fitting that we made a gesture of
remembrance. As she was a founder of the Ludlow English Song
Weekend, we made a donation towards a concert in the April 2024
event. Whilst a donation of £1,000 was decided upon, nearly half of
this was supported through personal donations from members in
Jennie’s memory.
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We chose to offer two events in 2023 commencing with a walk from
Hamilton Terrace in London, the birthplace of Gerald Finzi followed
by a concert in St John’s Wood church. This took place in June 2023
and was offered at no charge. Consequently there was a small
expenditure involved.

In September we returned to Chosen Hill for a talk and concert and
this time made a nominal charge of £20 per head. This also resulted
in a loss, but one consistent with our aim of offering an event for
members at reasonable cost supported by a small element of the
reserves in the charity’s account.

Whilst a reduction in income has occurred, suitable care is being
taken to ensure a healthy balance is maintained and spending,
including grant-giving, will be monitored closely and adjusted as
needed. We are pleased to offer these accounts which shows the
charity continues to be financially secure.
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FINZI FRIENDS

CHARITY No. 1089033

ACCOUNTS FOR YEAR ENDING 5 APRIL 2024

OPERATING ACCOUNT

Income

Opening Balance £3,731.74
Subscriptions £3,680.56

Gifts £510.00

Chosen Hill Ticket Sales £640.00

Total £4,830.56
Expenditure

Grants Awarded £2,860.80

Committee Venue Hire £230.64

Committee Expenses £143.21

St John’s Wood Venue Hire £100.00

St John’s Wood Artists £835.00

St John’s Wood Expenses £132.60

Chosen Hill Venue Hire £318.00

Chosen Hill Artists £802.80

Chosen Hill Expenses (Inc. refreshments etc.) £379.60

Website Management £600.00

Journal Production £1,014.13

Journal Contributors £265.00

Newsletter Production £261.93

Insurance £213.00

Total -£8,156.71
Closing Balance £405.59
TOTAL ASSETS

Current Account £405.59
PayPal Account £37.74
COIF Savings Account £16,450.44
Total Assets £16,893.77
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10. Contributors

Martin Bussey combines the roles of
composer and conductor. His music often
reflects his passion for voices as well
including a substantial catalogue of
instrumental works, particularly for organ and
piano. Much of Martin’s music reflects his
_ strong interest in history and literature, and
{ life in the borderlands between Cheshire,
Shropshire and Wales. Currently he is
\ #2% working on a work for tenor and piano
reflecting the archaeological excavation of the
LiNre Roman city of Uricon (Shropshire), and a
cycle settmg the poetry of Thomas Merton for performance in Northen
Cathedrals. He is published by https://composersedition.com

2021 saw the premiere of a substantial commission from Pinner Music
Festival, A Brother Abroad, about the 14th century Bishop Peter of
Bologna. This followed the success of Mary’s Hand, a one-woman show
about Mary Tudor, in 2018 at Tete-a-tete Opera Festival and the audio-
visual piece, Timeless Figure, in 2020, revived in November 2023 in
Shropshire and Manchester with baritone Peter Edge to enthusiastic
audiences. A Brother Abroad was repeated in 2022 at the Ludlow English
Song Weekend and in August 2024 at Southwell Music Festival. It was
recently recorded on the Resonus Classics label and released in December
2024 alongside Martin’s cycles of Emily Bronté, A Chainless Soul, and
Walt Whitman, Children of Adam.

Shropshire Lass, a semi-staged piece for soprano and guitar, sets the poetry
of twentieth century Shropshire poet Mary Webb and received premiere
performances as part of the Marches Songbook Project in Autumn 2022.
Martin’s songs and choral music have been broadcast on many occasions
on BBC Radio 3 and performed at many venues including Wigmore Hall,
and at the Lake District Summer Music, Endellion and Three Choirs
Festivals.

Previous recordings on Resonus Classics include Through a glass, songs
performed by Marcus Farnsworth and James Baillieu; and In no strange
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land, a survey of Martin’s choral music sung by Sonoro, directed by Neil
Ferris. The latter was described as ‘glorious’ in BBC Music Magazine.
Martin was a Choral Scholar at King’s College, Cambridge after which he
studied singing at the Royal Northern College of Music. He ran the aural,
academic music and choral programmes at Chetham’s School of Music
from 1988 to 2013. He currently directs Chester Bach Singers and
Cantiones Choir of Oswestry. He is a longstanding vocal tutor at
Manchester University; Chairman of the Finzi Friends; a director of
Ludlow English Song; and a trustee of Kantos Choir.

Jon Stainsby was a choral and academic
scholar at Gonville and Caius College,
Cambridge, and completed a doctorate in
English Literature at the University of Oxford
before embarking on a career as a professional
baritone. He trained at the Royal Conservatoire
of Scotland’s Opera School, and now performs
with a number of distinguished early music and
vocal ensembles, as a consort singer and
soloist. Recent solo engagements include Bach
cantatas with Brecon Baroque, Scarlatti with
the Academy of Ancient Music in Antwerp and
Monreale, Handel with Dunedin Consort in France, and Bruhns and Bach
with Akadémia at Leipzig Bach Festival. He is also a core member of the
Marian Consort, an award-winning vocal ensemble with which he has
toured and recorded extensively. He has a particular affinity with the song
repertoire, English and otherwise, and is a past winner of the Delius Prize
and Southbank Sinfonia’s David Gosman prize for orchestral song
performance.

Tom Coxhead Tom Coxhead is a freelance choral
conductor and organist based in London. He studied
for an MMus in Choral Conducting at the Royal
Academy of Music under Professor Patrick Russill,
supported by various awards including the Peter
Wiles, Stanley Vann, and Alec Robertson
scholarships, the latter of which involved regularly
conducting services with the lay clerks of Westminster
Cathedral. Alongside his studies he is active as a
teacher and was Director of Music at Christ Church,
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East Sheen until appointed Director of Music at Newport Cathedral in
Wales from September 2025.

In 2019, Tom became a prize-winner Associate of the Royal College of
Organists (ARCO) and completed a research MA at Durham University on
Kenneth Leighton’s mass settings. He is currently researching the
unpublished songs of Leighton and of Edmund Rubbra. Two collaborative
compositions with his sister, Elizabeth, have been published in the Sarah
MacDonald Choral Series with the anthem My eyes for beauty pine’
having been sung at two international church music conferences as well as
broadcast on BBC Radios 3 and 4.

Geoffrey Allan Taylor was born in Stony
Stratford and is well known in North
Buckinghamshire, England as composer,
pianist and teacher. He first trained as an
artist in Northampton and Portsmouth, and
then as a musician at the Guildhall School
of Music in London after qualifying as a
teacher (Birmingham University) Since
qualifying he has worked in both state and
local private schools. From 1980 he has
worked for the Milton Keynes Music
Service; and from 1992 to 2004 tutored for the Open College of Arts. As a
music specialist he has had a wide musical experience teaching all ages but
now much of his time is spent in composing.

In 1971 he contributed to the local music scene as an original founder
member, violist and librarian of the then Sherwood Sinfonia, now the
Milton Keynes Sinfonia.

As a pianist he has been in regular demand for concerts, festivals,
rehearsals and exams playing for Stantonbury Chamber Choir (1982-2000),
and the Buckingham Choral Society (1994 -2009). In 2002 he performed
Bach’s Keyboard Concerto in D minor at one of their concerts. In
December 1999 the choir gave the first performance of his ‘A Vision: Look
well to this day,” which was their special Millennium commission, and
Psalm 121 followed in 2004. He’s also written and conducted works for
local schools music festivals, orchestras, vocal and chamber groups and

40



much for the keyboard. In 1998, ‘Dreamscape’ for piano duet, was
premiered at the Buckingham Summer Festival.

In 2000 ‘Invocation for a New City’ was heard at the newly built Milton
Keynes Theatre, and in Chelmsford members of the Britten Sinfonia
performed ‘Ground’ with Jean Rigby and James MacMillan. In 2002 the
Orchestra of Opera North performed his orchestral work ‘Atoll” in York
with John Carewe. He has been a prize winner in two national
competitions, having written works for the British Flute Competition
(2001) and the first British Clavichord Competition (2004) with ‘Pages
from Homer’. Also in December 2004 ‘Dreamscape’ for Organ was
premiered at St Botolph’s, Aldgate in London by David Goode.

More recent significant performances include ‘Footsteps to Ground’ a song
cycle of five of the composer’s poems given by Cate McKee and the
composer in November 2009 in Gawcott, near Buckingham. ‘Opening’ for
brass band given by The Virtuoso Gus Band in Milton Keynes and
‘Nightscape’ by the National Youth Recorder Orchestra of Great Britain at
Epsom College.in 2011.

In November 2012 he was a prize-winner with 'In Arboretum’for string
orchestra in the First Krzysztof Penderecki International Composing
Competition in Radom, Poland.

On Sunday 31* May 2015, at the Ludlow English Song Weekend, Clare
McCaldin and lain Burnside gave the first performance of Is it for now or
for always?’ and 'Gathering Wood”’from the song cycle 'The Echoing

Axe’ settings of Philip Larkin poems. Both songs were later broadcast on
BBC Radio 3 on the 9" June in a Lunchtime Concert and again a repeat
performance in 2016.
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McVeagh, Jim Page MBE, Raphael Wallfisch, Roderick Williams OBE.

Chairman: Martin Bussey
Vice Chairman: Paul Ives

Hon. Treasurer: lan Wadhams, Flat 2, 14 Grange Road, London, SE1 3BE
ian.wadhams@hotmail.co.uk

Finzi Journal Editor: Martin Bussey, The Chapel, Worthenbury Road,
Shocklach, Cheshire SY14 7BF
mail@martinbussey.co.uk

Secretary and Newsletter Editor: Eric Hazelwood, 37A High Street,
Morcott, Oakham, Rutland LE15 9DN
erichazelwood888@btinternet.com

Committee: Gavin Roberts; Geoffrey Allan Taylor; Tom Coxhead

Finzi Friends Website - www.finzifriends.org.uk

ferald A

Copyright © all contributors 2024
www.finzifriends.org.uk

42


mailto:erichazelwood888@btinternet.com

