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EDITORTAL

MARTIN ]J. ANDERSON

Here, at last, is the issue of TONIC you all thought was aspiring
to the status of Sibelius' Eighth Symphony: rumoured to exist in some
form, but unlikely ever to be made public. 1 hope this delay will
bring no discredit either to the Society or its Committee; latterly it
must, 1 am afraid, be ascribed to me. After the initial delay caused
by Lengnick's printing schedule being full, and of which members
were informed in MEDIANT (of which more below), TONIC should have
appeared in early March, already some months late. But at the point
where 1 should have been able to devote my attentions to it, there
came a distraction | neither could ignore nor would have done: the
publication of Toccata Press' next title, Stravinsky Seen and lleard,
by a Vice-President of this Society, Hans Keller, and his wife, Milein
Cosman. (There is a briel announcement later in this issue.) 1t is
becoming obvious that the encroachments Toccata Press is beginning
to make on time that would have been TONIC's cannot be in the best
interests of this Journal. Much though 1 should like to continuce as
Editor, 1 fear that to attempt to do so would be a simple vanity
unfair to the Society, its members, its effectiveness, and, not least,
to RS. 1 have no intention, of course, of simply abandoning TONIC
before the arrival of a volunteer able and willing to devote to it the
time and energy the project deserves, and | now canvass for applica-
tions for this rewarding and enjoyable task. (I should point out that
he or she will not have o start from scratch: there is plenty of
material waiting in the wings.) In the meantime members of the
committee have induced me (by flattery) (o remain. We shall be
trying a different method of setting and printing - but TONIC still
deserves more time than 1 find | can give it. One possibilily is that
TONIC become bi-annual, increasing in size as it decreases in
frequency. The issue of interim bulletins would then become much
more regular. | would be grateful for members' views on Lthis
change.

Il hope that whoever replaces me will maintain the Newslelter the
birth of which was occasioned by the delays accompanying the
appearance of this TONIC. | opened MEDIANT by apologising for the
pun that was its title, but, as Hans Keller pointed out, if it wasn't
musically meaningful (which it wasn't), then it wasn't a pun. 1 am
grateful to Hans for criticism so constructive that it included a
replacement title somewhat more effective: LEADING NOTES.

Despite appearances of inactivity, plans are being made for
several recording projects on various scales, instrumental to
symphonic; 1 hope that shortly you will have something more to show
for your membership than the now nigh-annual TONIC. A Sponsorship
Sub-Committee has been formed to raise money for projects beyond the
Society's reach; if any members are boiling with enthusiasm, we
shall be delighted to consider co-opting them to the Sub-Committee.

With the possible change of Editor in mind to assure members
that it would not be pointless, 1 shall renew my plea to members to
send in material for publication in TONIC. Letters, comments,
advice, suggestions - and criticism - are all welcome.



SYMPHONY No. 8

As announced in MEDIANT, the Eighth Symphony has been
completed. A Royal Philharmonic Society commission, it is a large
work, in four movements in two parts, with an estimated length of 43
minutes.

The orchestration is as follows:

3(3).2+41.2(1 in E flat, 2 in A)+1.3+1.

4.4(2 in D, 2 in B flat).4(2 tenor, 2 bass).2.

2 Timpanists (placed either side of the orchestra).
Perc.(3). Strings.

The first performance will be given on 10 November 1982 in the
Royal Festival Hall, when the Royal Danish Orchestra will be
conducted by Jerzy Semkow. The Eighth Symphony is dedicated to
Anthony and Daphne Dorrell.

STRING QUARTET No.9

Again as announced in MEDIANT, the Delme Quartet, in cele-
bration of the 250th anniversary of llaydn's birth, have commissioned
a series of string quartets from prominent British composers. They are
RS, John McCabe, Wilfred Josephs, Daniel Jones, Christopher
Headington and Carl Davis. All of the works have a Haydn
connection, and will be performed in conjunction with Haydn and
Schubert quartets in the Wigmore Hall this autumn.

RS's response to the commission was to take the theme on which
he had composed his Variations and Finale on a Theme of Haydn
(which Peter Jacobs performed in London in May) of 1948, and to use
it in a further sel of variations. The theme is the palindromic one
which Haydn wused twice, in the Symphony No.47 in G and the Piano
Sonata in A (H.26, Landon 41); accordingly, each of RS's variations
is palindromic. As there are 32 variations in the Ninth Quartet, RS's
achievement becomes obvious. (lt's not that difficult,' he told me.
'All you've got to do is wrile out the first half, then copy it out
backwards!') Three of the variations are transcriptions of variations
from the piano sel; the whole is [ollowed by a fugue.

As the entire quartet lasts some 50 minutes, the Delme Quartet
are looking forward with eagerness but with wunderstandable
trepidation to giving lhe work its premitre on 6th October in the
Wigmore llall. Details of the rest of the series can be found under
‘The Friends of the Delme’.

THE FOUR TEMPERAMENTS: SUITE FOR BRASS BAND

RS has starled work on a commission from the Yorkshire Imperial
Band. He has chosen the same 'subject' as Nielsen's Second
Symphony, but with the difference that he is working through the four
temperaments in a different order - so that, beginning with the
sanguine, the phlegmatic and the melancholic, the temperament with
which he ends will be the choleric:
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RSS STUDY ARCHIVE

Through the kind offices of Dr Lionel Pike, a member of our
committee, we have been able to secure the use of the Library at
Royal Holloway College, Egham, to house an archive for the study of
RS's music. The Archive will contain scores, books, recordings,
cuttings, and sundry Simpsoniana. It will be open to members and
other interested parties through arrangement with the College. More
detailed information will be announced once plans are further
advanced. In the interim, if members have items for deposit in the
Archive - either as gifts or on permanent or temporary loan - they
should send them to:

Dr Lionel Pike
Department of Music
Royal Holloway College
Egham

Surrey

BROADCASTS

The Sonata for Two Pianos was given its first broadcast on
Tuesday, 18 May, in a performance by its dedicatees, Bracha Eden
and, Alexander Tamir. Although the broadcast was expected at some
peoint, we had no prior warning of it and could not have informed
members in time. We hope you kept your eye on Radio Times.

Less expected was the repeat broadcast on Sunday, 23 May, of
the Eighth String Quartet from the series given by the Delme Quartet.
The programme also included RS's arrangement of Tovey's completion
of the Contrapunctus 14 from The Art of Fugue, as well as
Beethoven's Op.131.

We have no information about any further broadcasts, and can
only repeat our exhortation to weekly perusal of Radio Times.




THE FRIENDS OF THE DELME QUARTET

This Society is in the process of being formed, its purpose the
support of the Quartet at its concerts in London. It is envisaged
that two or three times a year the Quartet and 'the Friends' will meet
in private homes so that works new to the Quartet's repertoire can be
performed. Anyone inlerested in joining the Friends of the Delme
Quartet should contact:

Mr A. R. Dent, 5 Pond Road, Blackheath, London SE3;
tel. 01 852 3868

The Delme Quartet is celebrating its twentieth anniversary. In
September, October and November it will be giving a series of
concerts at the Wigmore llall. Each concert will consist (concele-
bratorily) of a quartet by Haydn, one of Schubert's major chamber
works, and a newly commissioned quartet.

The concerts all take place on Wednesdays, at 7.30pm. It is the
first time since Mozart's day that six quartets have been
commissioned ‘'for llaydn'. All except RS's are connected with the

HHaydn quartet performed in that concert; each composer has chosen
the llaydn work with which he would like his quartet to be played.
All six quartets are dedicated to the Delme, whose courage and vision
in this enterprise deserve, at the very least, full houses. There will
be a special reduction for anyone buying tickets for all six concerts.

8 Sept  HAYDN Op. 76, No.l1 in D major
JOSEPHS No.4
SCHUBERT Trout Quintet (with Allan Schiller, piano, and
Ray Costa, double-bass)
22 Sept HAYDN Op-.77, No.1
HEADINGTON No.3
SCHUBERT No.l4 in D minor (D.B10), 'Death and the
Maiden'
6 Oct SCHUBERT Quartettsatz
SIMPSON No.9
HAYDN Op.76, No.3 in C, 'Emperor'
20 Oct  HAYDN Op.20, No.5 in F minor
McCABE No.4
SCHUBERT A minor, Op.29
3 Nov HAYDN Op.76, No.4, 'Sunrise’
JONES Quartet 1982
SCHUBERT G major, Op.161
17 Nov HAYDN Op.50, No.l
DAVIS No.1
SCHUBERT Quintet in C major (with Charles Tunnell,
‘cello)

Further details will be available from the Wigmore Hall, Wigmore
Street, London WI; tel. 0l 935 2141
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ANNUAL GENERAL MEETING, 1981

The Society's first AGM was held on 25th June at the Institute of
Economic Affairs (through - and in - the good offices of our Editor,
Martin Anderson).

In his report to the meeting our Chairman, Professor ]. D.
Gillett, reviewed the work of the Society in the twelve months since
the inaugural meeting at Brunel University on 2lst June 1980. He
singled out for special attention, firstly, the successful launch of
TONIC, which had provided a vehicle for discussion of RS's music and
making the Society known; secondly, the enjoyable party to mark RS's
sixtieth year, with our members, the Delme Quartet, playing the 8th
Quartet; and thirdly, the playing by the Delme of four of RS's
quartets at the Greenwich Festlival.

The Chairman then referred to the prospects for the playing of
RS's Symphony No.8 by the Royal Danish Orchestra during its
projected visit to London in autumn 1982, and ended by reminding the
meeting that for founder members the second year's subscription was
due and handed over his cheque forthwith.

The Joint Secretaries, Sylvia and John Brooks, reported 105
members at the latest count. The Society had had some publicity:
letters announcing its formation had appeared in various musical
journals and in The Listener and it had been mentioned in RS's
birthday interview with Michael Oliver on the BBC Radio 3 programme
Music Weekly. Leaflets had been distributed with RS concert
programmes at the Wigmore Hall and at Ranger's llouse, Blackheath.

The Secretaries said that the Sociely's policy was to give
priority to recordings. We hoped to record some of the quartets [rom
our own resources, saving appeals to the Arts Council and the
various Trusts for the orchestral works. It had so far proved
difficult to arrange recordings, because of insufficiency of funds and
artists' contractual obligations, but other avenues, including
co-operation with BBC Enterprises, were being explored.

Reporting on sales and loans of scores, the Secretaries stated
that sales had so far realised £17.20 for the Society. To conclude,
the main achievement of the Society's first ycar was a solid start, on
which it should be possible to build a wide range of activities.

The Secretaries said that the following had accepted nomination
as Honorary Officers of the Society: Dr Edmund Rubbra as President,
and Hans Keller, Ronald Smith and Ronald Stevenson as Vice-
Presidents. These nominees were elected by acclamation. (A fourth
nominee for Vice-President, John McCabe, has since accepted
nomination).

The Treasurer, Geoffrey Seddon, said when presenting the
accounts that the Society had been refused charitable status because
its activities would be likely to benefil a single living person. The
latest total for the Recording Fund was given as £784. The Treasurer
recommended that, in view of the fact that the production of TONIC
had cost less than had been budgeted because of most extensive and
welcome help from Lengnicks, subscriptions should remain at the same
level for the 1981/82 year, except that members aged under 25 should

pay only £3. The accounts (details below) and the subscription
proposals were accepled by the meeting.
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The Editor of TONIC, Martin |J. Anderson, reported that following
the successful publication of TONICs | and 2, TONIC 3 had been held

up by machine failure but would be out before the end of summer. le
said that there was plenty of existing material, such as past
broadcast talks, available for future issues, but he looked forward to

receiving new material from members and other friends.

The draft Constitution was approved by the meeting, and in the
absence of other nominations the officers were re-elected for 1981/82.
The 1980/81 Provisional Commiltee was also re-elected, with one
change: Alastair Sampson, who had resigned owing to difficulty in
attending meetings, was replaced by Angela Musgrave. (Subsequent
to the AGM, the Committee decided to co-opt Ron Russell of Los
Angeles, as a member, lo act as US Secretary, subject to confirmation
by the next AGM.)

The meeting concluded after helpful suggestions had been made
by David Gow, who asked the Committee to approach [festival
commitlees and organisers to perform RS's work, and by Robert
Matthew-Walker, who suggested the holding of a study weekend on
RS's music. The Chairman drew atlention to the usefulness of TONIC
as a forum for further suggestions on policy and future activities.

RECEIPTS AND PAYMENTS

Account for the period 21.6.80-31.3.81

RECELPTS £ PAYMENTS £
Membership subscriptions 432.50 Postages 45.11
Donations 7.73 Printing, stationery

Recording project appeal 485.00 and sundries 1080
|nteres), on deposits 10.15 TONIC incidental expenses 5.63

Expenditure to be recouped
during next financial year 31.50

Balance at bank, 31.3.81
Current account £162.19
Deposit account 680.15
842.34

935.38 935.38

Signed: G. Seddon (Treasurer)
J. E. Young (Auditor)

Note:

1.

The membership subscriptions cover a period of one year from the date of
joining.

2. Conlributions in response to the appeal for funds to sponsor recordings

amounted on 31.3.81 to £485.00. Should it not be possible to carry out
this project, there is a conlingent liability on the Society to make refunds
to contributors should they so wish.



THE CONSTITUTION

THE CONSTITUTION OF THE SOCIETY, adopted at the Annual General
Meeting held on 25th June 1981, as amended at that meeting:

1. TITLE. The association shall be called 'The Robert Simpson
Society', hereinafter referred to as 'the Society'.

2. AIMS AND OBJECTS. The aims and objects of the Society shall be
to promote knowledge and appreciation of the work of Dr Robert
Simpson, and to sponsor the study, performance and recording of his
music.

In pursuit of its objects the Society may engage in any lawful
fund-raising or trading activity, but in no circumstances shall any
profit or financial surplus arising from such an activity be distributed
to or applied for the personal benefit of any member of the Society or
otherwise than in furthering the aims of the Society.

3. MEMBERSHIP AND SUBSCRIPTIONS. Membership of the Society shall
be secured by the payment of an annual subscription. The amount of
the subscription shall be fixed annually by the Annual General
Meeting of members. Subscriptions shall cover a period of one yedr
from the date of joining the Society or the anniversary of that date.

4. MANAGEMENT. The management of the Society shall be in the
hands of a Committee comprising not more than ten members, plus a
Chairman, a Vice-Chairman, Secretary, Treasurer and Editor, who
shall be the Officers of the Society. The Chairman shall have a
casting vote at meetings of member and of the Committee, and the
quorum for meetings of the Committee shall be five persons including
two officers.

The Committee shall have power to appoint a Patron, one or two
Presidents and not more than ten Vice-Presidents, to further the
interests of the Society. The Patron, Presidents and Vice-Presidents
shall have no vote at meetings of members or of the Commitlee, except
in their capacity as members. The Committee shall have power to
appoint sub-committees and to delegate to them such powers as it
considers appropriate.

No members of the Society shall make public statements or enter
into commitments on behalf of the Society unless so authorised by the
Committee. The Committee shall have full powers to pursue the aims
and objects of the Society on behalf of members.

5. ELECTIONS. The Officers, Committee and Auditor shall be elected
annually by members at the Annual General Meeting to serve until the
following Annual General Meeting. The Committee shall have power to
fill any casual vacancies arising during the year in its membership,
and to co-opt additional members as required.

6. GENERAL MEETINGS. The Annual General Meeting shall be held
before the end of June in each year. Not less than fourteen days'
notice of general meetings shall be given in writing to members. The
quorum for general meetings shall be 8 members, including 2 officers,
presenl in person. An extraordinary general meeting of members
shall be convened by the Secretary on the request of not less than
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one-fifth of the membership or twenty members (whichever is the
less).

7. ACCOUNTS. The financial year of the Sociely shall run from Ist
April to 31st March, and the audited accounts for that period shall be
submitted at the Annual General Meeting. A

8. AMENDMENTS TO CONSTITUTION. The Conslitution may be amended
or rescinded with the consent of at least two-thirds of members
present at a general meceting when notice of such intention has been
given to members.

9. WINDING-UP. In the event of dissolution of the Society, all assetls
remaining shall be transferred to such body or organisation whose
aims are compatible with those of the Society, as shall be approved
by the members present at the general meeting approving such
dissolution.

SIMPSON'S RASUMOVSKY QUARTETS

An Introduction

LIONEL PIKE

The biggest problem faced by any analyst is that of describing
the musical events he perceives in such a way that they are
intelligible to those with less than his own expertise. The more a
composer thinks in abstract terms, the more difficult it is to explain
the working of his mind in non-musical terms. It is clear that the
language which will explain all musical procedures without ambiguily
has yet to be invented. Many analysts have tried in various ways to
produce such a language; but it remains true that music is organised
sound, and the moment one gets away from that sound, something
essential is lost. Music is itsell an exlremely complex language,
with its own modes of thought, grammar and syntax; for this reason,
it is cannot be fully translated into another medium, with
(necessarily) a different set of rules. It is difficult to unravel the
various simultancous levels of argument which the musical ear
instinctively appreciates: the attempt can lead to opaque prose, such
as few readers would have sufficient patience to digest - even a score
fully marked up with analysis is nol necessarily very helpful, since
the result can be so cluttered as to become indecipherable. The
graphic analyses of Schenker seek to overcome this difficulty of
expressing the simultaneity of musical levels, but they are hopelessly
inadequate when applicd to the subtleties of complete sonata
structures.

Many analysts seem to view a piece of music as one might a
piece of architecture; yet one cannot walk round a piece of music and
touch it, or measure its height or depth. It exists in performance
alone and ils impact may well be at different level for each hearer or
for the same listener on different occasions. An architect can look at
a Gothic cathedral and explain its structure in terms of stresses,
strains and mathematical formulae. There are many points of contact
between architecture and music, and a cathedral may affect us in
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different ways; but it is idle to pretend that you can measure the
stresses and strains of sonala form, and reduce them to a formula.

So inltricate are the musical processes - so much is every single note
of (for instance) Beethoven's sonata structures influenced by the
forces involved - that words just will not provide sufficient

elucidation. Indeed, the balancing of levels of tension, and the
handling of motion, both of which are of vital importance to sonata
struclures, are dealt with by no analyst: there does not exist any
readily available non-musical means of discussing them.

All good analysts have the feeling - not at all unlike that of
religious conversion - that the discoveries they make about a
composer's thought processes are so thrilling that they must
communicate them to others. The difficulty lies® in this act of
communication. The person most likely to have something to say
about a composer - about Beethoven, for instance - is one who has
spent a lifetime thinking deeply about that composer's music; one,
moreover, who has such an aflfinity with that composer as to face
similar problems in his own compositions. Such a man will not need
the services of musical analysis: like the architect, he will be able
to re-interpret in his own terms what he hears. Such a man is Robert
Simpson. He knows that Beethoven's music is still inadequately
understood; and when he makes a statement about this music, it
behoves us all to sit up and take notice. Perhaps it really takes a
composer's mind to understand the true essence of Beethoven's sonata
structures and since their significance cannot be adequately
discussed in words, and has not been demonstrated even by Schenker
in his graphs, Robert Simpson has chosen to explore them by tracing
the thought processes for himself through the medium of his own
composition. llis Fourth, Fifth and Sixth Quartets, though they are
themselves masterpieces, are also brilliant and succinct studies of
Beethoven's three Opus 59 Quartets.

There is a tradition of using this kind of activity for educa-
tional purposes. Ingres used to trace as a means of training himself
as a painter; while composition teachers used to make their pupils
copy the form (in exact bar numbers) and tonal design of accepted
classical masterpieces before allowing them to fill up this framework
with their own notes. Although it is true that Simpson's bar numbers
sometimes correspond closely to Beethoven's they do not always do so,
for this is neither pastiche nor parody. Simpson's process of writing
three new quartets which are close studies of existing masterpieces is
unique in the history of music. Naturally, in works of this status,
the form is an expression of the content; and since Robert Simpson's
music uses different material from Beethoven's, it will at times lead
him in different directions. For this is not merely a pedagogical
exercise: Simpson's quartets are magnificent works of art in their
own right.

The pedagogical value of Simpson's Fourth, Fifth and Sixth
Quartets is nevertheless enormous, and no student of Beethoven can
afford to ignore them. | have personally learned more about the
Opus 59 Quartets from a close comparison of them with Simpson's
Quartets than | have from any other analysis. As a brief example 1
may take the opening movement of the First Rasumovsky. 1 had not
previously realised how Beethoven uses pedals to govern the ebb and
flow of rhythm (on the large and small scale) as well as the tonality,
or how he creates (al times) a feeling of uncertainty about strong
and weak pulses. But to attempt to elucidate all that one has
learned would be futile, because of the difficulties of communication



already mentioned: one can only encourage others to study the
correspondences for themselves.

Those- who have no interest in analysis of music need not fear
that this is merely an academic exercise, for Simpson's music is
thoroughly approachable. We may well feel that his three quartets
recapture for us some of the power the Rasumovskies had for their
first heavers: our ears are dulled to much of this impact because of
all the music that continually assaults them and because of our
familiarity with Beethoven's style. Moreover, Simpson's process can
work in reverse: a knowledge of Beethoven's Rasumovskies can in
turn teach us much aboul Robert Simpson's music. All this apart,

Simpson's Fourth, Fifth and Sixth Quartets represent an important
twentiecth-century contribution to the string repertoire: they are
powerful masterpieces, which cry out lo be made available to the

world at large in a commercial recording.

ROBIN LE ROUGET WHITE

SONGS

'One of the delights of a voyage of discovery
through the uncharted waters of neglected British
music is the finding of totally unfamiliar names.
Robin Le Rouget White (born in Lancashire, 1908,
died 1979) is one such. It was therefore with
particular delight that I listened to a new record
which arrived unexpectedly.

'Le Rouget White, whose modest output consisted
mainly of songs and piano music, studied with Alan
Bush and the latter's craftsmanship and attention
to detail is evident in his pupil's song settings.
This disc contains five short song cycles,
variously set to poets such as R.L. Stevenson,
Housman and W.H. Davies, and Cello Song, a sonnet
by Elizabeth Browning.

'Neil Mackie, who came to know and admire Le
Rouget White's songs during the latter years of
his life, sings with great sympathy and under-
standing. The recording is spacious and well-
balanced and can be recommended to all those
interested in 20th Century English song.'

Peter Middleton, review in
British Music Society Newsletter

AHR/ST/2890: Available from Mrs Ann Le Rouget White,
Cross Gates, Lorton, Cockermouth, Cumbria CA13 9UL.
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SIMPSON'S RASUMOVSKYS

Three discussions on the Fourth, Fifth and Sixth String Quartets

Part 1: String Quartet No. 4

MALCOLM MACDONALD: Let me start this discussion on the relation-
ship between your Fourth String Quartet and the first Beethoven
Rasumovsky Quartet by quoting the note at the beginning of the
published scores of the Fourth Quartet and of ils two successors:

‘The Fourth, Fifth and Sixth Quartets constitute a close study of
Beethoven's three Rasumovsky Quartets, Opus 59; that is to say,
the attempt to understand those great works resulted in not a
verbal analysis, but music. The hope is that anyone studying
intelligently the musical analogies offered here will find the
experience a benefit in approaching and entering Beethoven's
masterpieces. To try to describe such analogies in words would
defeat the object. Some of them are obvious, of the kind that
Brahms would say any fool can see. Others are much less so
and reflect subtleties that defy language. They may be
perceived only by those with ears to hear them. If these three

,\'va,h;s"m“'l"’j string quartets enhancef the genius of Beethoven at their own
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expense, their purpose will have been served.'

Before we go any further, in fairness to you | ought to say
something about the appalling modesty of that last sentence,
something which you cannot say yourself, but which 1 as an
independent listener can: namely, that though your quartets - like
nearly anybody else's - may surrender something in direct comparison
with the Rasumovskys, in their own right, as mature and character-
istic pieces of Robert Simpson they stand four-square on their own two
feet. The listener will have no difficulty in enjoying them and in
being able to assess their worth as string quartets. Personally, 1
think they are among the finest siring quartets written in these
islands.

ROBERT SIMPSON: As far as modesty is concerned, 1 was sticking my
neck out by writing what amount to variations on the Rasumovsky
Quartets. 1In saying at the end of the paragraph that il these works
enhance the understanding of Beethoven at Lheir own expense, their
purpose will have been served, | was only stating what happened to
me whe_g I was composing them. [ learned such a lot in this process
that (1¥hope 7only, that somebody else might get some sort of benefit
from it. 1 ink I would have been less than just if 1 had said that
if Beethoven's Rasumovsky Quartets enhance the understanding of
mine at their own expense, their purpose will have been served.

MM: The whole idea of structuring these three quartets as analogies
to the Rasumovskys is fascinating, because il is not something that
one meels witlfin music at all. It is, perhaps, more familiar in
painting where painter might wuse the general composition and
subject of another painter's work as the basis of a free composition
of his own. We are more familiar in music with the idea of music
written in the style of another composer (that is, pastiche) than with
these ‘'analogies'. As far as | can see, you have taken the
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Rasumovskys as a kind of extremely specific background that provides
certain proportions, a certain succession of events for ordering your
own music in your own parlicular way. Would you agree with that?

RS:  Yes. It is quite common for one composer to write variations on
another composer's theme. Very often with these variations one finds
that as the composer, in his variatibns, gets deeper and deeper into
the structure of the theme, the variations become less and less like
the original. Some of the Diabelli Varialions are barely remotely
connected with the theme, except in terms of structure. 1f one heard
the theme followed by one of the later variations (for instance, that
very myslerious pianissimo one, No.20) one would hardly associate it
with Diabelli's Wallz.

Thus it is that, when you come to study some great masterpiece
on a large scale, you immediately begin to sense tensions, and
distributions of tensions and proportions, in the work as a whole. It
tecaches you something about momentum, about harmonic spacing,
about counterpoint, aboul structure in general. You begin to feel:
well, if only | can do something like that. How can this kind of
appreciation or knowledge be somehow reflected in another language,
in one's own contemporary language? Since one of my aims as a
composer has always been to try to recaplure classical momentum,
which has been largely lost in a lot of contemporary music, this was
one way of getting very close to the matter. It started when 1 had to
do a television programme about Rasumovsky No.3. 1 had to study it
very closely. People asked me after the programme, which seemed to
have gone down quite well, why 1 didn't write a book on the
Beethoven quartets, and on the Rasumovskys in particular. But I
don't really want to write any more books. Words secem to be rather
an inadequate means of expression. More and more, as | went
looking into the Rasumovsky Quarlets, which 1 have known since I
was a boy, 1 felt that somehow 1 could learn something about
composing [rom them in a positive way, by taking them as models.
The interesting Lhing was that although each one of my Quartets
starts off in a way which is obviously similar to the Beethoven, each
began to develop along lines of its own¥so that in the end what 1
produced are not atlempls Lo recapture the mood of Beethoven's maadf
quartets - heaven forbid that anyone should attempt to do that: - but
I took the Rasumovskys as their starting point, then allowed the
music to develop, keeping an eye on the model all the time and seeing
the interesting, fascinatling, compelling things that can happen to one
during this process. And so you find the proportions of the work are
much the same as those of the Beethoven. But the material itself isA'pu.,lbl
different, therefore producing differentfkey distributions in places, | Faest
and so, in the end, different works. "It is the differences, rather ‘4 ... .ok,
than the similarities, between my Quartets and Beethoven's master— L E‘ v
pieces which should shed light on both of us - 1 hope. ¢ .

wra dulnba—e

MM: | think it does; in fact, it is noticeable that as soon as one
has listened to your Fourth Quartet even once, how the whole
expressive weight of the piece is differently slanted. To take
perhaps the most obvious instance: the finale of your Quartet, when
compared to Beethoven's finale. Yours is much more of a 'finale
quartet', in that a great deal of the weight falls on the finale,
whereas Beethoven, with the Russian folk theme and the more pastoral
vision of his finale, produced something lighter and calmer in spirit
than yours. It could be said that the main argument of the quartet

is conducted in yewr—Hnaatc—ammd with the greatest fierceness., 0wV Fvale
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RS: That's quite true. There is also another difference arising from
the same thing: the first movement of my Quartet is shorter than
Beethoven's first movement simply because - this sounds silly and
naive - it is in 3/4 time instead of 4/4. 1n other words, there is one
beat less in each bar, and so the entire movement is considerably
shorter. The effect is to lighten the movement, to make it generally
feel quicker and more animated in a different way. This means that
whereas Beethoven put the main weight of his argument in the first
movement, mine has to go the other way: it expands, and the last
movement tends to be bigger and weightier than Beethoven's, which is
intentionally Arcadian after the dark slow movement. In Beethoven's
last movement, too, we find a very delicate contest between the very
plain F major and the Dorian D minor of the Russian folk tune, and
he makes wonderful play with this. Naturally, with the influence of
composers like Nielsen behind me, | became fascinated by this and
began to think of it spread out not in the finale particularly but
throughout the whole Quartet, in a way which Beethoven doesn't
entertain; and so the very first theme of the first movement of this
Quartet oscillates in a way between F and D. If you listen to the
opening of the Beethoven you will hear how the second violin and the
viola are playing in thirds, while the 'cello plays his plain F major
theme wunderneath it. The effect is like a sustained, extended 6/4
chord of F; there's no real doubt about where the tonality is going to
go.f Now, Beethoven makes that plain F major and what | have done
in this case is, instead of putting a simple third on the. two other
instruments against the ‘cello, 1 have made quite a simple change to
accompany the ‘cello - an A and a G which immediately suggest the
possibility of D minor. If yoquleg to the 'cello, you will see that
he very soon does a little twist-out of F and back again, and the
same thing happens when the violin comes in. The whole thing builds
up in a more ambiguous way than with Beethoven. This was one of
the things that Brahms would have said any fool could see: it is so
obviously connected with the Beethoven. But that is the basic
difference from which the rest of the work develops. [\

MM: How is this developed through the movement?

RS: Throughout the whole movement there are not very violent, but
somelimes quite subtle, examples of this, but in the first movement I
didn't want the thing to develop into a full-scale war between these
two tonalities. 1 thought that if that were to happen, it would be
better to leave it to the last movement which seemed the right place
for it. Compare these two passages. See, for instance, what
happened at the beginning of the development section in the
Beethoven. Beethoven comes back as if he is going to repeat the
exposition: we get the 'cello passage just as il was at the beginning
and then suddenly it takes another turn; a G flat intervenes and the
music goes off into another key (bars 103-114). A Now when | came to
this point myself, having gone through exactly the same proportions
in the exposition, 1 had also to suggest that 1 was going lo repeat
the exposition and yet not do so - in other words, take another twist
just as Beethoven did. But with my other scheme in mind, with this
conflict between these tonalities, 1 thought I would turn my G flat
(Beethoven's G flat) into an F sharp, and we'll go into D, and
D major it is./\l"rom there on the movement develops as a normal
sonata movement, but without a repeated exposition. It expands a
little bit more than Beethoven's just at the end to make up for the
fact that it is shorter and lighter and needs a little bit more weight.
Then in the scherzo, the second movement, again | have done the
same,. In this scherzo D minor comes in from time to time with
obviously slightly disruptive intent.
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The slow movement is unlike Beethoven's, in that whereas the
Beethoven is like a very solidly established kind of private funeral
march in F minor, in a very solidly rooted F minor with both feet on
the ground - almost with one in the grave & in a sense[_‘rﬁy movement
isn't rooted to the same exltent in F minor. F is behind it, but it
purposely avoids this solid establishment for the simple reason that it
has to be a preparation for what is going to happen in the last
movement.

The last movement is going to be the crux of this contest between
these two keys. There is nothing sinister, by the way, aboul the
contest between these two keys. It is all very high-spirited and
energetic and is not a conflict in the usual sense of the term. It is
a good-natured conlest belween two tonal centres. But the slow
movement, like Beethoven's, is dark and sad, and forms the
necessary contrast to the last. By the time the slow movement comes
to an end we think the key is almost C minor.A [t sounds almost like
C minor until the last C that is left at the bottom on the 'cello begins
to hang on. As Tovey said, il you hang on to a note long enough, it
will sound like a dominant, and that is what happens to it in this
casc: it sounds like the dominant of F. But when the finale theme
begins, it is ilself a miniaturised conlest between F and D, D minor,
D major, all mixed up together. Incidentally, you know how, at the
end of the slow movement of the Beethoven, the air clears
marvellously; you get a kind of cadenza passage on the violin, it all
goes into a bright C major which is only the dominant of F major,
and at last all the darkness has vanished. What 1 have done is not
this - it would have been too obvious and too difficult to compete
with that. 1 have made the transition not in the tempo of the slow
movement but in that of the finale, so that the actual transition
between the darkness of the slow movement and the brightness of the
last movement is after the allegro begins. So we have this rhythm of
the last movement, and when the theme comes in the tempo is
throroughly established and the air lighter: but there's a little bit
of needle in it as well. A

Throughout the last movement, then, we get this conflict. One
last illustration of that is one passage where it really is fierce: bars
411-444. There is a heck of a lot going on in all the parts, but the
note D is continually trying to force its way through the texture,
through everything, like a knife; and in the end it forces the music
into its own dominant. The music comes to the dominant K with
absolute classical clarity. You couldn't have a clearer dominant of D
in a Beethoven or Haydn quartet than when you get to the end of this
passage. I8

MM: This contest or confllict is, then, never wholly resolved.

RS:  Not in the sense that Beethoven's is, but Beethoven marvellously
absorbs the Dorian mode somehow into F. 1 didn't intend to do
anything like that. What happens is that in the last movement there
is a slow passage, just as there is in the Beethoven, except that in
my quartet it is longer. In there is the ambiguity between the keys,
and just towards the end of it, it sideslips dangerously in the
direction of D, which gives D a chance to slam in fortissimo -the big
ferocious passage at the end of the last movement. The only thing
one can do against that is to dismiss it, and so it is dismissed by
the note F and that's the end of it. You may or may not feel that
that is conclusive.
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MM: Let us look at a couple of other aspects of the work. In the
scherzo, for instance, Beethoven's is a unique kind of structure and
unique in character, too, even for Beethoven. Your scherzo,
strangely enough, has much more of the feeling, in its pace, of what
one thinks of as the typical Beethoven scherzo.

RS: That was deliberate. llow on earth could | write a unique type
of Beethoven scherzo in an idiom which Beethoven only used in that
scherzo? Nobody could possibly attempt to do that. On the other
hand the structure of the scherzo is also very idiosyncratic. There
is no other Beethoven scherzo constructed like this one. Stylistically,
the only subsequent scherzos that resemble it at all are Mahler's, in
their construction, in the kind of texture they produce, and in their
quick changes of style, of texture, of feeling and of movement. Also
they have a moderate tempo in general - not a [last tempo, bul a
moderately paced scherzo. To some extent Mendelssohn also learned
somelhing from it; but they are the only two composers | can think of
who did that. 1 didn't want to try and imitate it 'in any way, and
so | thought it would be, at least, not a bad joke to turn my version
of it into a typical Beethoven scherzo tempo. If he didn't want to do
that, 1'll have a go at it. There is one slightly different element:
there is a passage which you referred to in conversation as a sort of
trio.

MM: This, [ feel, is much more the Arcadian, pastoral moment in
your Quartet. Beethoven does have a contrasting theme at the same
stage in the structure as you introduce this theme | call the 'trio',
but the contrast in your scherzo, as far as | can see, is even
greater. It is a contrast partly of tempo as well as of character.
There is also the fact that you bring this theme back at the end of
the scherzo, which Beethoven does not do with his contrasting theme,
so that it has much more the feeling of a Beethoven scherzo in which
the 'trio element' (I agree it is a very small trio for such a large
scherzo) is repeated just as the scherzo is repeated.

RS: Do you mean the way Beethoven brings back the trio at the end
of his Seventh, or his Ninth, Symphony, and then cuts it off?

MM: Yes, it does have something of that feeling.

RS: [ didn't really intend that, but | can see whan you mean. It's
not really a trio, of course.

MM: But it does have a great deal of weight in the movement. The
contrast etches it in the mind almost as il it were a self-contained
section like a trio.

Boanty t”
RS: Perhaps 1 could just shEy_v/,LhA-—d-H-[eLcnrn Beethoven's theme
really goes in to the key o<> major (or C flat, this is). )It is a
wonderful new idea, so complelely M| eard it, |1

wondered what on earth 1 could do. Al couldn't do anything as
marvellous as that in the same tempo, especially in this fast tempo
which is going flat-out like a presto. And so | thought, | must have
a contrast of that nature, something that is going to be very
noticeable, and it must be in that key at that particular point for
reasons of my own as well as Beethoven's. 1 thought, 1'll have the
same tempo basically but 1'll make two crochets equal three, and
with a new theme which is, incidentally, not unconnected with the
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the texture and tempo of the movement as compared with Beelthoven's;
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indeed, 1 felt it was such a contrast that, unlike Beethoven, | had to
bring it back at the end. It demands somehow to be heard again, to
give the listener some sense of symmentry, and so it turns up again
just before the end of the scherzo.

MM: It certainly gives a very different feel to the whole movement.
Of course, these expressive differences between the two quartets are
really important. In the slow movement, you have already said
something about how Beethoven's movement is weighted down to
I minor within its funeral march rhythms, whereas yours seems to be
somechow suspended in mid-air, although it is still emotionally very
weighty. There are other strange things 1 have noticed.

At three recurrent points Beethoven uses a texture with funeral
march rhythms, in the first violin and ‘'cello, that is, at the bottom
top of the texture (bars 37-40),A and you also at the appropriate
points in your movements have the texture with a first violin high up
and a ‘'cello low down and inner parts on the second violin and the
viola, but what the violin and cello are playing is something much
less clearly defined, much less commanding of the attention than Beet-
hoven's middle figures. It is more just this mysterious oscillation
which, in any case, 1| find rather common to your style, butl this
seems (o throw the whole balance of the texturega different way, so
that one is concentrating much more on the inner parts. Was that
your intention?

RS: Yes. Again, where you have got something in the Beethoven
Quartet which is so obviously characteristic as those funeral march
rhythms, simply to produce some different funeral march rhythms is
going to be frightfully obvious and laughable. 1 wasn't going to be
drawn into a trap of that kind, and 1 felt that this passage must
also have another function. Its function is to turn the tonality into
a different direction each time it comes. The way 1| have done it is
to use the same inner parts on the same notes, while the 'shake' is
on a different note. A The last time it occurs, the shake is on a
D flat. There is a big modulation in Beethoven's movement to D flat
before the recapitulation, and at this point 1 also wanted to go into
D flat. But | didn't want to make it such a dramatic event as the
denial of an expected recapitulation, which is what Beethoven's is,
and | anticipated it by putting that shake on the D flat over those
very same inner parts which float along quietly. It then goes into
D flat in a natural way rather than in a dramatic way. /\

(This discussion was first broadcast on 27 January 1980. The two
subsequent broadcasts, dealing with the String Quartets Nos. 5 and 6,
will appear in TONIC, Vol.2, Nos. 1 and 2. My thanks to the contri-
butors for permission to reprint here.-Ed.)
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FORUM

Simpson Revisionisles?

As is well known, Bruckner's First Symphony exists in two
versions, the earlier of which now has the popular sobriquet 'Linz’'.
In RS's book The Essence of Bruckner, he reprimands the later
composer for tinkering wilh the work of the earlier on the grounds
that the original 'Linz' version continues to be a valid represen-
tation of Bruckner's musical thought at the time of its composition.

Il hear that, almost len years aflter its composition, RS has
recently completely re-written the 'Linz' slow movement of his Fourth
Symphony. Accordingly, | respectfully wonder if RS stands outside
the passage of time.

‘Yours,
Nicholas Woollven,
Teddington, Middlesex.

RS writes:

Bruckner, it is well known, did most of his late revision of
carlier works under pressure f[rom well-intentioned but misguided
friends, who encouraged him to shove his music in a disastrously
inapt Wagnerian direction. 1 must assure Mr Woollven that any
revisions 1 undertake will be under no kind of duress, excepl that of
my own artistic conscience. This is not to say that Bruckner's
artistic conscience was lacking - but its confusions caused him much
externally induced trouble. Even so, he was careful to preserve his
original scores ‘'for 50 years time'. Being more fortunate in my
friends, 1 can guarantee that my work is, for beller or worse, all my
own, and that 'original versions' will be prevented from surviving
into the week following their revision, let alone for: 50 years.

The BRITISH MUSIC SOCIETY has just released its first
pre-recorded cassette, in association with Whitetower Records.
The cassette features 20th century British piano music:
GOOSSENS Kaleidoscope
SCOTT Autumn Idyll
Cuckoo Call
Sonata No. 3
RAPHAEL TERRONI (piano)

The cassette is available from John Dodd, Hon. Secretary, BMS,
40 Laburnham Road, Maidenhead, Berks SL6 4DE. It costs £3.75.
The BMS Journal No. 3 contained the complete score of Cyril
Scott's Sonata; cassette and Journal can be purchased jointly
for £6.00 from the above address.
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THE PROMS AND NATURAL JUSTICE

A Comment

ROBERT MATTHEW-WALKER

The . journal of the Robert Simpson Sociely could seem a super-
fluous medium in which to comment on the latest publication by its
eponymous musician, for one can assume the majority of TONIC
readers will be familiar with the book's existence, and might already
possess it. However, the issues raised by this book demand the widast
possible discussion, not least among members of this Society.

The Proms and Natural Justice is principally a closely argued
alternative plan to the manner in which this great music festival is
presently controlled. The case - an ethical one - is that it is
morally indefensible (and artistically so in practice as well) for the
Proms to remain in the single-handed control of one person from the
moment he assumes the position of Controller, Music of the BBC until
he retires, which can of course be a very long time - as much as
thirty years, or even more. Such single-handed control is as
indefensible here as in any single-party state: furthermore, it has no
basis in logic. No right-minded human being will disagree with this,
and one must welcome RS's thorough statement of this ethical
principle insofar as it applies lo the running of the Proms. While
welcoming the identification and exposition of the principle, if the
currently offending practice i1s to be changed, an acceptable and
workable alternative must be found. There are, however, aspects of
the application of this alternative which are not wholly convincing.
The following comments should not therefore be seen as a criticism of
the ethical principle involved, which is wunanswerable in the
abstract.

RS is well qualified for the task: as a BBC staff Music Producer
for 30 years, he possesses rare qualities among writers on music
today - knowledge and experience of his subject - which are
expressed in his distinctive and lucid prose. A first impression was
that the case 1s argued al too great a length, but subsequent
readings have modified this view. The rephrasing of several
comments and the removal of exclamation marks would have enhanced
RS's argument on a subject about which it must be difficult for him to
write without seeming to fall off the ethical tight-rope which, as a
former BBC employee, he must walk.

RS's remarks on the Glock era are laudable, although his
natural wish to avoid personal censure of the former BBC Controller
softens his strongest criticism. RS is on sure ground with the list of
composers  Sir William saw fit to ignore - this list could be
lengthened, nor is it concerned with individual works. The neglect
of much Important music constitutes the most damning criticism of the
Glock era, which found the time, money and presumably artistic
justification for mounting the Soft Machine rock concert, as prepos-
terous and inappropriate a contribution to the Proms as a group of
HHugo Wolf lieder would be at a heavy metal gig.

The reduction of playing-time at concerts - a direct result of
Glock's example - ought to have elicited RS's opinion, especially as
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this has led to the neglect of many orchestral works, to say nothing
of the virtual abandonment of the overture in contemporary concerts.
One of Glock's great strokes of luck was the abolition of the lome
Service nine o'clock news which dominated all programme-planning.
But freed from this restriction the result has been a gradual
contraction of programme length. A contributory factor is that
orchestras — apart from the BBC's - are sell-governing and see no
reason to programme overtures or shorter pieces, for they get just as
much money by not playing them.

Another recent (roubling Prom development has been the
neglect of much of the standard orchestral repertoire. It s
impossible to cover everything each year, and to the claim that this
music is readily available elsewhere RS replies that Beethoven and
Brahms are the only composers whose music is heard regularly
in toto. To these should be added Mahler and Bruckner, for hardly a
week goes by without at least one symphony by either composer - or
more often both - being performed in London.

With the book's basic propositions it is difficult not to agree. On
cost factors alone, the under-use of the BBC's own orchestras is a
serious misuse of public money and must be remedied forthwith, no
matter what other changes are made, but for the author to calculate
his financial savings Lo eight decimal places weakens the force of his
point.

There is a debit side to RS's argument. Nowhere is the annual
salary of the proposed Prom planner mentioned. How long does it
take to plan the Proms? Is it a full-time occupation for two wecks,
three months, or a year? Whoever takes on this job needs paying -
and paying well, if it is Lo be done properly. Al current prices il
cannot be undertaken for less than £10,000 per annum, and whilst
there may be people prepared to do it for less, administrative
expenses have to be included.

The planner's job should go to a Briton as a matler of course.
The Proms are a British institution, and as two of Simpson's points
are to use the orchestral resources of the BBC to the full, and to
engage nalive musicians where necessary, it appears inconsistent nol
to demand a British Prom planner. Nor would a commilttee be the best
way to appoint the planner, although a suitable alternative does not
readily suggest itself. A committee - always assuming one could be
constituted that would result in agreement - would almost certainly
appoint Establishment figures, and by Establishment | mecan the New
Establishment. RS should also have firmly decided upon a term of
office for the planner of not more than four years.

There is, however, a further serious practical matter. RS states
"the BBC would have the right to make necessary though apt prog-
ramme or casting alterations if the planner were not available'
(p.38). Leaving aside the question why the planner is unavailable
for consultation, especially by a fast-moving communicalions organi-
sation like the BBC, imagine a sensitive soul having been appointed
to the planner's job disagreeing with the BBC's changes to his
concerts, as the Corporation exercises its right, to the point of
resignation. Such a likely event would encourage warring factions
within the BBC (who might resent the appointment of an outsider) lo
jeopardise the success of the whole venture and give ammunition to
those who feel they have been slighted by the adoption of the
proposals. The bad publicity, the financial peralties of terminating
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contracts as well as the additional cost and uncertainty of finding a
suitable replacement planner quickly, are not events one can view
with equanimity. No - for better or worse, the planner must have
total authority. But if he has, the BBC abrogates control over the
content of the programmes it promotes and broadcasts. Can the
Corporation agree to this? It must therefore be the responsibility of
those who appoint the planner to ensure he does not abuse his
position. In other words, one is not convinced that RS's plan, as
detailed in the book, would work satisfactorily in practice, although
clearly in the abstract the principle is unanswerable.

There remain a few peripheral questions. First, the manner by
which the BBC's Controller, Music is appointed should be made more
appropriate to a publicly funded body. Secondly, one would like to
sce  a proflit-and-loss analysis of the cost and sales of the Prom
prospectus.

It is a curious experience to read a book on the Proms without
once encountering the name of Sir Malcolm Sargent - but RS brings the
book to a close by musing over the contemporary relationship between
composer and public. It would be fascinating to read another book of
similar length on how composer-audience relationships have changed
since Bach's time. One is forced to the observation that it is not the
Mass but the mass media which unite people today.

According to the cover photograph, RS is exceptional among
left-handed people: he wears his wrist-watch on his left wrist,
instead of on the right, a rare visible sign of this artist's
profoundly individual character.

RS responds:

What is an 'ethical tightrope'? If there is such a thing, isn't
it the BBC that is attempting to walk it? To maintain the clarity of
the ethics, it was necessary to eschew detailed criticism of this or
that Controller's programme making; further, such criticism could
easily be misinterpreted as personal attack. So such matters as
reduction of playing time - which Glock brought about in the hope
that higher performance standards would result - are not discussed in
the book. The fact that any unlimited personal monopoly will result
in  serious imbalances is enough ammunition against the present
system, and the lists of composers neglected by Glock are selected on
a purely statistical basis, to show that no one man can be
even-handed over a protracted period. Some may rightly feel (as I
do) that one or two of these composers deserved neglect; but every
one of them has substantial admirers, whom no Controller has the
right to ignore.

I suggest that my old friend look again at pp.30-31 of the book
where it says: 'There are in fact only two great composers all of
whose major orchestral works are regularly performed at public

concerts - Beethoven and Brahms'. This is true. All of Bruckner's
and Mahler's orchest ral works are not regularly performed - only a
few of each. How often do you hear Mahler No.7 at the Festival llall,

or Bruckner No.l1? But this is a small point; a much more serious
misreading of the book brings about the complaint that the planner's
'salary' is not mentioned. To draw up a projected series of fifty-odd
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programmes would require an agreed fee, not a salary. The job
could be done in a week or two, given the command over repertoire
the use of the BBC's resources would bring. The present calamitous
system, with its hapless dependence on what olher organisations can
offer, is much more laborious, and plans continually have to be
changed by force majeure, resulting in an amorphous season.

There is none bul jingoistic reason for insistence Lthat the
planner be British. If he is, some will take pleasure in the fact. If
he is not, it is to be hoped he is the best choice. Good programmes
are all that matters. The Proms can't be said to be altogether a
British institution; if they were, we would hear at them none but
British performers, perhaps playing nolhing but British music. 1 sece
no reason why the Proms should not benefit from the ideas of a
musician of inlernationally recognised distinction, regardless of
nationality. If the planner provides a plan, his job should largely
be done with, except for some consultations where practical difficul-
ties crop up; the BBC, who sponsor and pay for the Proms, should
have the inalienable right to adjust details in emergency, and this
could easily be agreed with the planner as part of his briefl, which
should stipulate also that his programmes should be reasonably
comprehensive. None of this would endanger his freedom to use his
imagination. All this is clear in the book, as also are the methods
of his selection proposed in Chapter 5 - none of them dependent on a
rigid committee.

STRAVINSKY SEEN AND HEARD
ossia

'Toccata Press keeps it in the family’

Following RS's The Proms and Natural Justice, the next Toccata
Press publication is by an RSS Vice-President, llans Keller, and his
wife, Milein Cosman. Entitled Stravinsky Seen and Heard, the book
is divided into two parts. The [irst, 'Stravinsky lHeard', is an
examination by Hans Keller of the nature and causes of Stravinsky's
sudden conversion to serialism following the death of Schoenberg; he
finds evidence of serial tendencies in Stravinsky's earlier, neo-
classical music, assesses Stravinsky's potential impact on the future
of music, and considers the vexed question of whether music can have
any meaning outside itself. Part Two, 'Stravinsky Seen', by Milein
Cosman, is an extended sequence of over 60 drawings of Stravinsky,
made when he was in London to conduct some concerts of his music.
A review in Music and Musicians called the book ‘'stimulaling,
valuable and utterly unique ... which anyone who professes to care
about twentieth-century art should possess'.
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RS, in an (unsolicited) letter, commented, 'it's a brilliant and
absorbing essay and the piclures are superb - got the old reptile
superbly."'

Stravinsky Seen and lleard is 128 pages long, has a detailed
and comprehensive index, and is available in both hardback
(@ £5.95) and softback (@ £2.95) either from booksellers or directly
(+ 50p p&p, please) from:

TOCCATA PRESS, 40 Floral Street, London WC2.

Some RSS members will be glad to be reminded that there are
still copies available of The Proms and Natural Justice (@ £1.95, or
direct plus 30p p&p).

What may well be the next Toccata Press publication will also
keep it in the family: we shall be publishing a collection of Ronald
Stevenson's writings on Busoni, probably in the autumn. Watch this
space.

MJ A
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LETTERS TO THE EDITOR

'Naive' Statement and 'Sentimentalic' Development

Dear Sir,

The chief reason why Brian Duke's reaction to and against my
reflections on 'The Man and The Music' (TONIC, Vol.l, No.2) is not
what you say it is, lo wit, a ‘reply', is that he does not know whal
"development' in its technical sense means - not precisely, anyhow.
Composers of good developments apart, few people do; and even
musicians, musicologists and musical lexicographers tend to hide
their ignorance behind applying the term to more or less everything,
as Mr Duke does in the case of the Figaro Overture. And indeed, why
not? With the possible exception of Stravinsky's, all great music can
be said to develop while it lasts: in its technical sense, tLhe English
term cannot rid itself of its ambiguity. What is important to realise
is that the process which the technical term describes isn't confined
to development sections either: in diatonic music, for instance, for
even every good, so-miscalled ‘'bridge passage' or ‘transition'
contains development. 1t is the oldest term for the process involved,
i.e., the German technical term, which defines it unambiguously -
though admittedly, the Germans, too, tend lo confine the term to the
development section, thus making us forget that Durchfiithrung, i.e.,
"leading through' (keys), can happen at any struclural juncture.

The essential meaning of ‘'development' is, at the same time,
beautifully simple: it is modulatory instability as opposed to
a_ statement's stable key. For once, then, the Germans caught a
complex musical event, the intensive modulalory process that is
development in its technical sense, in a single, simple, crystal-clear
word.

As a result of his terminological confusion, Mr Duke meets my
observation on Mozart's attitude towards development with total
incomprehension, and proceeds to misrepresent it - thus offering me a
chance to substantiate it in terms of the polarily between the 'naive’
Mozart and the 'sentimentalic' Haydn. Mozart's adventurous wealth
of melodies and his conservalive ecconomy of keys and harmonic
destabilisations is the 'naive' counterpart to llaydn's sentimentalic
wealth of keys and harmonic destabilisations and his conservative
thematic economy. Haydn's development, even outside his development
sections, achieve veritable climaxes of instability, just as Mozart's
melodies, his stable statements even outside his expositions and
recapitulations, achieve veritable culminations of stability. There
are in fact outstanding Mozartian development sections which start
with the very opposite of development, i.e., with firmly defined, new
tunes in the stressedly confirmed and reconfirmed dominant -
statements par excellence. Readers who will immediately think of the
opening of the development section in the first movement of the 'big’
A major Piano Concerto are warned that what | have in mind are far
more outspoken, extended, and extreme contradictions of development -
repeated, complete sentences, periods in fact, 16 bars of them in
every instance. Curiously enough, they tend to happen, most
frequently, in the mature Mozarl's Bb - or rather, in its dominant:
hear, for instance, the opening of the 'Hunt's' development section,
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or the equally anti-developmental tune at precisely the same juncture
in the second Bb Piano Trio. There is no conceivable, intra-musical
reason why such statements in the ‘'wrongest' possible place should
appear, preferably, in F major: the fact throws a fascinating light
on a genius' possible subjective associations between certain keys
and certain structural innovations; there is considerable evidence in
the works of all the greal masters.

Aside [rom the tolal misrepresentation of my own observations,
there are quite a few fruitful insights in Mr Duke's reaction - but
the fact remains that development in its clear, technical sense only
occurs residually, and for a few bars, in the Figaro Overture. If it
had been by Haydn, there could have been a lot of it - outside the
development section.  As one who may consider himself well practised
in the craft of disagreement, may | submit that 1 have found
exclusively fruitful never to disagree before | understand?

Hans Keller
London, NW3

BBC and Birthdays

Dear Sir,

During the last couple of years, four important British composers
have celebrated their sixtieth birthdays: Peter Racine Fricker in the
autumn of 1980, Adrian Cruft and Robert Simpson last spring, and
Malcolm Arnold last autumn (1 apologise if there are others 1 have
forgotten). It is curious and disappointing to observe how unevenly
the BBC has recognised these events: Dr Fricker was given a talk and
a good series ol concerts; Mr Cruft had only a very few works
broadcast; Dr Simpson had a Sunday morning interview (thankfully
reproduced in TONIC, Vol.l, No.3 - | was unable to hear the
broadcast itself), but no special concerts - even the excellent series
of his eight marvellous string quartets did not appear to be given a
special emphasis in relation to his sixtieth birthday; and Mr Arnold
wdas given a Llalk on the day of his birthday, and not much more
(broadcasts of his First and Eighth Symphonies and the Guitar
Concerto were the most noticeable events). [ know the first three of
these composers personally (two through correspondence and one |
have met), and Dr Fricker tells me that he also had a fine series of
celebration concerts in California, where he has worked for many
yedrs.

I should be interested to hear olher readers' commenls on this
state of affairs; surely the three ‘'residents' deserve as much in the
way of sixtieth birthday celebrations as Dr Fricker, who was well
served on both sides of the Atlantic. 1 am delighted that he should
be recognised in this way, but believe that the others deserve as
much recognition. Some years ago, the BBC did a series of Rubbra's
wonderful symphonies; how about a similar series of the symphonies
of Malcolm Arnold and Dr Simpson - now?

Yours sincerely, lan Milnes,
Hoole, Chester.
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ROBERT SIMPSON SOCIETY

List of Members 1980-81

* = Committee Member

David Allen

51 Alice Shepherd House
Manchester Road

London

E14 9ET

Stephen Arthur Allen
36 Charlesfield Road
llorley
Surrey

Martin ] Anderson*
41 Nansen Road
London

SWI11 5NS

Mrs Pamela Bacon*
Maplewood

52 Foxdell Way
Chalfont St Peter
Bucks

James Reid Baxter
Schoolhouse

2 Shand Street
Macduff

Banff

AB4 1XB

Keith* & Pamela Bennett
214 Gilbert House
Barbican

London

EC2Y 8BD

] Godfrey Berry
5 Stonegate Court
Buck Lane
London NW9

Dr H Blakemore

43 Fitzjohn Avenue
Barnet

Herts

ENS 2HN

Dorothea Braus

The Oaks

65 Lancaster Avenue
Hadley Woods

Herts

Patrick Brian

24 Leazes Avenue
Chaldon
Caterham

Surrey

CR3 5AH

The Rev Michael Brierley
St Luke's Vicarage
Upper lligh Street
Cradley Heath

Warley

W Midlands

B64 S5NH

John Broad

28 Halifax Street
Sydenham
London

SE26 6)A

Denis T Brooks
Oakover

Rodona Road

5t George's Ilill
Weybridge
Surrey

KT13 ONP

John* & Sylvia* Brooks
3 Engel Park

London

NW7 2IE

David ] Brown
33 Coopers Road
Little Heath
Potlers Bar
Herts

EN6 1]Q

Professor & Mrs M Bruce
22 Chorley Drive
Sheffield

S10 3RR

Albert D Carroll
16 Wellesley Road
Claclon

Essex
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S R Il Chapman
20 Eastern Road

London
N2

[ C Coffin
Langfeld
Hackwood
Robertsbridge
Susscx

Professor lan Craft*
12 Coval Gardens
London

SW14 7DG

Anthony H Cross
43a Greenhill Road
Birmingham

BI3

RL &]J] MDawes
57 lvy Road
Northampton

NNT 4Q%

Delme String Quartet
124 Heathwood Gardens
London

SE7

Anthony & Daphne Dorrell
3 Beaconsflield Terrace
Victoria Road

Cambridge

CB4 3BP

Brian Duke*

Merchant Taylors School
Sandy Lodge

Northwood

Middx

HAG 21T

Lesley A R Edgar
lleideckstir.29
8000 Miinchen 19
West Germany

Richard L Edwards®*
52 Priory Street
Colchester

Essex

CO1 20B



David Fanning

7 Richmond Road
Fallowfield
Manchester

M14 6YW

Raymond Few
Chantry House
Vicarage Lane
Horley

Surrey

I Fielding Kirk
17 Old Lane
Prescol
Merseyside

.34 2RE

Dr K H Francis
Westbury
Bossington Lane
Porlock
Somersel

TAZ24

Gabrieli String Quartet
c/o Keith Harvey

23 st John's Wood
London

NW8

Peter Garvie

1718 Hammock Circle West

Jacksonville
Florida 32225
USA

Michael George
The Croft

8 Birchwood Road
Alfreton
Derbyshire

DES 7HB

| C & D M Gilchrist

35 Franks Wood Avenue
Petts Wood

Orpington

Kent

BRS 1BW

lHHoward Gillett

155 Chanctonbury Way
lLondon

N1Z

Professor ] D Gillett OBE*

Heronsmead
Abbotsbrook
Bourne End
Bucks

SL8 50QS

Dr & Mrs Andor Gomme
Barleybat Hall

47 Liverpool Road West
Church Lawton

Stoke on Trent

Staffs

ST7 3DG

David Gow

7 The Garlings
Aldbourne
Marlborough
Wilts

SN8 2DT

Dr John F Grimshaw
Roberts Hall

RMCS

Shrivenham

Swindon

SNG 8LA

Miss lvy Herbert
Ivor Newton llouse
Edward Road
Bromley

Kent

BRI 3NQ

David llewson
9 Kings Avenue
Ealing

London W5

H A &M Holley

16 Red Lion Square
l.ondon

WCl1

Dr Vagn llolmboe
lHolmboevej 4-6
Ramlose

DK-3200 Helsinge
Denmark

John Holstrom
49 Ferne Park Road
L.London

N4 4EB
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Garry Humphreys
4 Hill Court
Stanhope Road
London

N6 SAP

Lady Jeans
Cleveland Lodge
Dorking

Surrey

RH5 6BT

Bret Johnson

11 Norrells Ride
East llorsley
Surrey

Morris Kahn
Stanmore Press

21 Pennard Mansions
Goldhawk Road
London W12

R S Kearsley

34 Arundel Drive
Harrow
Middlesex

David Kerr
Tystie

8c Lower Teddington Roa

Hampton Wick
Kingston on Thames
Surrey

David G Laurie

27 Westbourne Gardens
Glasgow

G12 9PE

Lawrence Leonard
Wellside

Well Walk

London NWJ3

Donald Macauley
140 Oxford Road
Cambridge

Miss E M McDowell
16 Highlands Road
l.Leatherhead
Surrey

KT22 BND



Mrs M | MacEwen
The Vicarage

11 Vicarage Close
Blackfordby
Burton-on-Trent
Staffs

DE11 BAZ

E C Marsden
Lancrigg
Gorse Road
Blackburn
LLancs

BB2 6LZ

John Marshall

6 Shrewsbury Road
Bolton

LLancs

BL1 4NW

Philip Martin

16 The Green
Lydiard Millicent
Wiltshire

SN5 9LP

Miss F Martyr
56 Fairford Road
Tilehurst
Reading

Berks

Robert Matthew-Walker
1 Exford Road

London

SE12 9HD

Peter Middleton
217 Nigel Walk
Castlefields
Runcorn
Cheshire

WA7 2]]

Nina Milkina
20 Paradise Walk
London SW3

lan Milnes
Karelia

25 Prescot Street
Hoole

Chester

CH2 3BN

Michael ] Moravcsik
3230 Whitbeck Boulevard
Eugene

Oregon 97405

USA

Franklyn H Muench
1612 Sibley Court
Sheboygan
Winconsin 53081
USA

Angela Musgrave™
98 Greencroft Gardens
London NW6

llarry & Mrs Newstone
51 loney Hill
Whitstable

Kent

A ] Noakes

73 Stanmore Hill
Stanmore

Middx

John Pickard

23 Keswick Road
Burnley

Lancs

BR10O 1HW

Dr Lionel* & Mrs ] M Pike
3k Alderside Walk
Englefield Green

Surrey

Philip Potter*
2 Ampthill Rise
Sherwood
Nottingham

NG5 3AU

T O S Potter

4 Brook Cottages
Little Burstead
Billericay

“Essex

CM12 9TA

Robert Quaif

1 Barnstaple Mansions
27 Rosebery Avenue
London

ECIR 4SN

Alan Ridout

5 Burgate House
Canterbury

Kent

CT1 2HB
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Gordon Roland-Adams
Flat 3

Adrian House

27 Vincent Square
London

SWI1P 2NN

Ruislip Gramophone Socielty
c/o Mrs Dorrit Dunn
Secretary

99 Broadwood Avenue
Ruislip

Middx

Ron* & Doris Russcll
1967 North Avenue 52
Los Angcles
California 90042

USA

Alistair H Sampson
29a High Street
Eton

Berks

William F Seabrook
2la Mcadow Road
Pinner

Middx

Geoffrey Seddon*
102 Park Avenue
Ruislip
HA4 7UP

Morris Shapira
1 Leycroft Close
Canterbury

Kent

CT2 7LD

Richard Tiedman

15809 Grovewood Avenue
Cleveland

Ohio 44110

USA

Andy Trudeau
National Public Radio
2025 M Street N W
Washington DC 20036
USA

Gordon & Lorna Turner
56 Pine Gardens
Eastcote

Ruislip

Middx



Geoffrey Van Jennians R G & L Wilder Allan S Young

Broadgate 27 Kneller Road 10207 Ambridge Place
Chedburgh Road Brockley Philadelphia
Whepstead London Pennsylvania 19114
Nr Bury St Edmunds SE4 2AR USA
Sufflolk
1P29 4UB Miss D Williams*® John E Young
9 Bulstrode Way 154 Kirkham Street
John Wainwright Gerrards Cross London
28 Firgrove Ilill Bucks SE18 2EN
Farnham
Surrey Nick Woollven
GUY 8LQ la The Pavement
Bushey Park Road
W Owen Waters Teddington
Charnwood Middx
Old Road
Acle
Norwich
NRI3 30N

SIMPSON ANTAGONISTES

The European Broadcasting Union should now attend to the
possibility of simultaneously improvised works by deaf mutes,
afflicted of course from birth to ensure that the purity of their
impulses should not be corrupted by the slightest experience of music.

('"Why Compose?' Twenty British Composers, Chester, 1975)

|'ve sometimes been tempted to suggest to the BBC a series called
the ‘'lgnorant Ear', with specially commissioned works from the most
qualified practitioners.

(Radio 3, 30.x.77)

Nielsen's First Symphony, composed in 1892 (seven years before
that of Sibelius) shows that, like all genuinely original minds, he
flouts tradition only Dby reacting naturally to all the fundamental
facts on which it 1s based. Tonality is a natural, inescapable
phenomenon; his mastery of it saves him the embarrassment of Lrying
petulantly to kick it to pieces.

(*Carl Nielsen: A Great Symphonist', The Listener, 14.vi.51)

In any art, there must be neither understatement nor overstate-
ment: only adequacy is tolerable.

('The Restraint of Berlioz', The Listener, 4.xii.52)
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JOSEF HOLBROOKE

(1878 — 1958)

‘Holbrooke can do quite easily and unconsiously what Strauss had only done half a dozen times in his career—he
can write a big, hearifelt melody that searches us (o the very bone’. (ERNEST NEWMAN)

(Note that the period [rom age 15 10 24 is covered by the opus numbers up to 45. e.g. Opus 21 was written when
the composer was about 17.)

Op. 88  Saxophone Concerto £8.00
Op. 19 ‘Fanlasic’ Cello Sonata £3.00
Op. 21 Piano Quartet in G minor £15.00
Op. 27  Clarinet Quintet paris £15.00 score £15.00
Op. 33 Miniature Suite (wind quintet) £5.00
Op. 43 Sextet in D (strings) ) score & parts £10.00
Op.57 Trio ‘Fairyland’ (clar. viola & piano) £5.00
Op.88 ‘Cyrene’ (clar & piano) £1.50
Op. 100 Javanese Pepper Dance (piano) £1.25
Op. 119 Double Concerto (clar. bassoon & orch.) £7.00

Orchestral Material for Hire:
Op. 32 The Viking

Op. 35 Ulalume *normal full orch.)

Op. 39 Byron (normal full orch. choir optionali)

Op. 40 Les Hommages (suite for strings)

Op. 75 Bronwen Qverture (normal full orch.)

Op. 95 Fourth Symphony (small orch. Based on Scherzo theme of
_ Schubert’s Unfinished Symphony)

Op. 50  The Bells (chorus and orch.)

In course of preparation:
Op. 25 The Raven § Orchestra
Op. 28 Horn Trio in D
Op. 37 Variations on 3 Blind Mice Orchestra
Op. 45 Queen Mab Orchestra and optional choir
Op. 68 ‘Pickwick’ String Quartet
Op. 83 ‘Oriental’ Violin Sonata

Op. 94  Wind Quartet (/1. ob. cl. fag) ( available) £3.50
Op. 118 Symphonietta (for 14 wind)
Songs
: Piano Solos
Op. 63  Prelude and Fugue for Organ £3.50

Blenheim Records (£4.50 includes post in U.K.)

Blen 44 The Delme Quartet: Op 72. Two Str. Quartets:
lan Caddy: Songs of the Bottle

SLCW 1014 Op 21. Piano Quartet in G. Min. London Piano Quartet
Op 27. Clarinet Quintet. John McCaw and Delme Quartet

SLCW 1013 Gwydion Brooke: [J. C. Bach Bassoon Concerto in B flat
Moazart (violin) Concerto in G maj.

BLENHEIM PRESS

COCKERTONS, GT. BRADLEY, NEWMARKET, SUFFOLK
(Stetchworth 568)
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& NATURAL JUSTICE

A PLAN FOR RENEWAL BY
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WITH A FOREWORD BY
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