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“Hopefully this finds you all well
and ready to ease your way back 
to some kind of normality. It has
been a difficult period and one 
in which we have all missed 
doing things we enjoy.”

It has been isolating and emotional for many, not 
seeing loved ones for a long period has been very hard
and we are all looking forward to being able to meet
again face to face.  With that in mind, I really hope 
this publication goes a little way toward lifting your 
spirits and keep you in touch with our joint interests of
classical music and Worthing Symphony Orchestra.

Many musical artists over the years have said that the hardest

album is the second one, and I guess this can also be the case

for a new publication like Music Matters. The first edition has

received much acclaim and we have had some wonderful

feedback from people who have read it. 

We really appreciate hearing your views and any 

suggestions are always valued as we strive to make 

this publication a vital instrument (excuse the pun),

in the orchestra. It’s our way of staying in touch, 

keeping you informed in regard to what is 

happening with WSO, and hopefully providing you 

with something entertaining and informative to read. 

Our contributors spend a lot of time researching their 

articles and I would like to personally thank them for 

their effort to make Music Matters a success.

So what of the future? Well, we are all keen to get back 

to live concerts as soon as everybody feels it is safe and 

practical to do so. It would be useful to get some feedback

from yourselves on how you feel about coming back to the 

Assembly Hall again. I know that many of us, myself 

included, are concerned about attending events, once the 

government says we can, but what do you feel needs to 

be done to make you feel comfortable in doing this? 

You can email us: admin@worthingsymphony.co.uk.

In the meantime, sit back and enjoy reading this edition of

Music Matters. Please stay safe and we all look forward 

to welcoming you to the first post COVID-19 concert, 

whenever that may be, of one of the most wonderful 

things in the world – live music.

Best wishes,

Paul Baker
Chair of Worthing Symphony Orchestra

Front cover photo: Lady and the Tramp scene recreated at the 

Osborne Family Spectacle of Dancing Lights at Disney’s 

Hollywood Studio - Wikimedia Creative Commons.
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It is not, and has never been our 
intention to charge for this magazine.
It was our way of staying in touch and giving something 
back to our loyal WSO audience and supporters through 
these unprecedented times. 

However, in the feedback we received from the first edition, 
some have indicated that they would happily pay to receive a 
copy. If anyone feels they would like to make a voluntary 
contribution to the production costs of Music Matters then of
course, this would be gratefully received, as all donations 
are always welcomed.

We are in the process of setting up Paypal and JustGiving 
accounts for online donations and as soon as these become 
operational we will let you know. Please keep checking the 
website for updates - www.worthingsymphony.org.uk

In the meantime, if you wish to make a donation 
please email: treasurer@worthingsymphony.co.uk 
or call us on 07505 439617. Thank you!

@WsoWorthing worthingsymphony     

WSO is a Registered 
Charity No.1164531

WSO is supported by Worthing 
& Adur Councils and WTM –
Worthing Theatres and Museum.

The professional Orchestra of

West Sussex staging an annual

season of 8 concerts in the 

Assembly Hall, Worthing.
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MUSIC AND ART

PORTSMOUTH POINT
Etching by Thomas Rowlandson 

Concert overture by 
Sir William Walton

Prolific English artist and caricaturist
Thomas Rowlandson (13th July 1757 
to 21st April 1827) was renowned for
his political satire and social 
observation. He depicted characters 
in bawdy postures (much like his 
contemporary James Gillray) and he
also produced erotica which was 
censored in the more repressive 1840s. 

Rowlandson’s caricatures included such
figures as the Duchess of Devonshire,
William Pitt and Napoleon Bonaparte.
His work included a personification of
the United Kingdom, John Bull, who
was developed as a character during
the 1790s by Rowlandson, Gillray and
George Cruikshank. He also produced
many works depicting characters 
involved in election campaigns and 
race meetings whilst his satirical 
works of street life exhibit acute social 
observation and commentary - the
"pleasure gardens at Vauxhall, jostling
with soldiers, students, tarts and society
beauties” being a fine example. 

He painted early scenes of Brighton 
and in 1811, Portsmouth Point. This
hand-coloured print of the quay at Old
Portsmouth depicts returning (or 
departing) sailors cavorting with their
wives and/or prostitutes. From the 
upstairs window of the Ship Tavern a
naval captain examines ships with his
telescope, whilst a man with a wooden
leg plays the fiddle. 

English composer William Walton
(29th March 1902 to 8th March 1983))
was inspired by this print to write a
brilliant concert overture, Portsmouth

Point, in 1925.  Walton was born to 
a musical family in the industrial 
Lancashire town of Oldham. At age 
ten, he became a chorister at Oxford’s
Christ Church Cathedral, and by 1916
he was an undergraduate. The shy
youngster surrounded himself with the
masterworks of contemporary music,
much to the detriment of his academic
studies. Upon leaving Oxford in 1920
without a degree, Walton took lodging
in London with his fellow student, the
poet Sacheverell Sitwell, as an
‘adopted, or elected, brother.’

The three Sitwells, all poets, were 
well-known as artistic eccentrics, and
they introduced Walton to the bright 

vigour of the Roaring ’20s. This 
friendship yielded the ground-breaking
‘entertainment’, Façade, for chamber
ensemble with recitation of Edith
Sitwell’s nonsense poetry, first 
performed at a private soirée in 
January 1922. Subsequent public 
performances created a minor scandal,
bringing Walton’s name to a wider 
public. An early string quartet was 
premiered at Salzburg, and Walton
composed foxtrots for the Savoy 
orchestra. In spring 1925, he joined the
Sitwells on a trip to Spain, and this visit
saw him working on Portsmouth Point.

The Sitwells had a Rowlandson etching
in their Chelsea home, and Walton had
already composed a Pedagogic 
Overture on the playful Dr. Syntax 
series, so little surprise that 
Rowlandson’s Portsmouth Point
should inspire this overture. 

However, Walton’s composition 
contains as much 1920s London as
nineteenth-century Portsmouth. He
later recalled that the main musical
idea had come to mind whilst riding on
a route 22 bus in London. Frequent
metre changes create an animated
liveliness while deliberately 
asymmetrical tunes, continually 
segmented and dislocated by 
syncopation, maintain a confused 
bustle.  A sailor’s hornpipe makes a 
brief appearance, followed by a 
lopsided Catalan sardana. Instruments
dart in and out like customers at a 
tavern, and Walton’s brassy 
orchestration complements the 
crowd’s spirited merriment. 

Upon its 1926 Zürich premiere,
Portsmouth Point skyrocketed Walton’s
international popularity. The Chicago
Symphony Orchestra even included it 
in their 1929 touring repertoire. 

Within ten years, the Viola Concerto, 
the cantata Belshazzar’s Feast, and 
the   First Symphony confirmed Walton’s
position as the leading British 
composer of his generation.

What inspires the 
composition of music? 

John Gibbons 
explains how the 

answer can lie 
with a painting.



Italian painter Piero della Francesca
(c.1415 to 12th October 1492), was 
known to his contemporaries as a 
mathematician and geometer. His
painting is characterised by its serene
humanism, its use of geometric forms
and perspective. His most famous work
is the cycle of frescoes The History of

the True Cross in the church of San
Francesco in Arezzo, Tuscany. 

Piero was born into the noble Tuscan
family: the Franceschi. It seems 
probable that he was apprenticed to
the local painter Antonio di Giovanni
d'Anghiari and in 1439 worked on 
frescoes, now lost, for the church of
Sant'Egidio in Florence, where he 
must have met other artists like Fra 
Angelico, Luca della Robbia, Donatello,
and Brunelleschi. 

Piero returned to his hometown in
1442 and was elected to the City 
Council of Sansepulcro. In about 1450
he completed, for the Priory of 
S. Giovanni Battista in Sansepolcro,  
Baptism of Christ, now in the National
Gallery in London. In 1452, Piero was
called to Arezzo to replace Bicci di
Lorenzo in painting the frescoes of the
basilica of San Francesco.  The work
was finished in 1464. 

The History of the True Cross cycle of
frescoes is considered a masterwork 
of the Renaissance. The story in these
frescoes derives from legendary 
medieval sources that explain how 
timber relics of the True Cross came 
to be found. 

Czech Composer Bohuslav Martinů
(8th December 1890 to 28th August
1959) was born in the tower of St.
Jakub Church in the Bohemian town of
Polička. His father Ferdinand, a 
shoemaker, was also the church sexton
and town fire watchman. In return the
family lived in the tower apartment.  As
a small boy Bohuslav was sickly, and
had to be carried up the tower’s 193
steps on the back of his father or his
older sister. He was shy at school but
excelled as a violinist and developed a
strong reputation, giving his first public
concert in 1905. The townspeople
raised enough money to fund his 
studies at the Prague Conservatory. 

He became a violinist in the Czech 
Philharmonic Orchestra and briefly
studied with Josef Suk, Dvorak’s 
son-in-law. In 1923 he moved to Paris,
where his compositional style moved
away from Romanticism into a neo-
classicism incorporating elements of
jazz and expressionism. Following the
Nazi invasion of France, he emigrated
to the USA. Here he taught at the
Mannes School of Music, the Berkshire
Music School and Princeton University.
His pupils included Burt Bacharach and
Alan Hovhaness. It was in America he
composed his six symphonies, works
that were performed in the next few
years by all the major US orchestras. 

In 1953 he returned to Europe for two
years, meeting up with family and
friends in France, Switzerland and Italy.
In spring 1955 he took a trip to Perugia
and, travelling down the Tiber Valley,
saw Piero della Francesca’s The 
Resurrection in Burgo San Sepolcro.
Later on he visited Arezzo and spent

much time looking at Piero della
Francesca’s ten panel The History of
the True Cross. Inspired by the theme
and style of these visual works, 
particularly The Meeting of Solomon,
The Queen of Sheba and Constantine's
Dream, Martinů composed the work in
Nice in 1955.

It was premiered by the Vienna 
Philharmonic Orchestra in August 1956
conducted by Rafael Kubelik, to whom
the work is dedicated. 

 Frescoes della Piero della Francesca

is not directly illustrative of the visual
art that inspired it.  Instead, Martinů
was interested in capturing the 
orchestral sound, their essence and
general ambience. 

The first movement relates to two of
Piero’s depictions of the Queen of
Sheba: in one she kneels at a bridge,
the wood of which will later be used to
build Christ’s cross, the other depicts
her bowing before King Solomon. 

The second movement depicts a vision
of the sleeping Emperor Constantine in
which an angel shows him a cross in
the sky, signalling his coming defeat of
the Emperor Maxentius in battle. The
third and final movement conflates two
of Piero’s battle paintings, one in which
Constantine, cross in hand, defeats
Maxentius, the other depicting the 
defeat of the army of Chosroes, the
Persian king, who had stolen the Cross
from Jerusalem. 

THE HISTORY OF THE TRUE CROSS by Piero della Francesca  

The Frescoes of Piero della Francesca – Bohuslav Martinů

Recovery of the True Cross

Dream of Constantine
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THE ISLE OF THE DEAD painting by Arnold Bocklin  

The Isle of the Dead – Sergei Rachmaninoff  • The Isle of the Dead – Max Reger

Die Toteninsel (Isle of the Dead)

Swiss symbolist painter Arnold Böcklin
(16th October 1827 to 16th January
1901) was born in Basel. He studied at
Düsseldorf academy under Schirmer,
who later sent him to Antwerp and
Brussels, where he copied the works 
of Flemish and Dutch masters. Böcklin
then went to Paris, where he worked at
the Louvre, and then in March 1850 to
Rome where he was inspired by 
allegorical and mythological figures. 
It was here that in 1853 he married 
Angela Rosa Lorenza Pascucci and 
together they had fourteen children. 

In 1856 he moved to Munich, and then
was appointed professor at the Weimar
Academy before returning to Rome from
1862 to 1866. He also lived in Zurich for
a time, before finally moving to San
Domenico near Florence in 1892. He
died in January 1901 and is buried in
the Cimitero degli Allori, Florence. 

Influenced by Romanticism, Böcklin's
use of imagery derived from mythology
and legend often overlapped with the
Pre-Raphaelites aesthetic. His paintings
often portray mythological subjects in
settings involving classical architecture,
exploring death and mortality in the 
context of a strange, fantasy world.

Böcklin is best known for his five 
versions (painted between 1880 and

1886) of the Isle of the Dead, which
partly evokes the English Cemetery, 
Florence, which was close to his studio
and where his baby daughter Maria had
been buried. 

In 1880 Marie Berna, the American-born
widow of a German diplomat, visited
Böcklin in Florence, where she saw an
unfinished first version of this painting
(now in the Kunstmuseum, Basel) on his
easel. She commissioned the second
painting (now in The Met, New York) as a
memorial to her husband, requesting the
additions of the draped coffin and the
shrouded female figure. 

In a letter to Marie Berna on June 29th
1880 he calls it "die Gräberinsel" (Island
of the Graves) and states that it was
sent to Berna on June 23th. Prodded by
his dealer, Böcklin painted three further
versions by 1886. 

Böcklin generally disliked giving titles to
his paintings, preferring to leave it to the
imagination of the viewer. The title Isle
of the Dead is the invention of the art
dealer, Fritz Gurlitt, whose sole purpose
was to make these canvasses more
saleable. Böcklin’s picture shows a tiny
islet, thickly wooded by dark cypresses
and with towering cliffs in which are set
mysterious portals. In the foreground is
a small boat, oarsman crouching in the

stern whilst in the prow, behind a coffin,
stands a white, shrouded figure. 

The turn of the century marked the
zenith of the popularity of Böcklin. Not
only did reproductions of his pictures
adorn the walls of all good middle-class
households, but a whole host of now
forgotten composers were inspired to
produce tone-poems. There are at least
nine such settings of The Isle of the
Dead.  The artistic importance of the 
latter becomes apparent when we read
the end of August Strindberg’s play
Ghost Sonata of 1907: “The room 
disappears; Böcklin’s picture The Isle 
of the Dead, is seen in the distance, and
from the island comes music, soft,
sweet and melancholic.”

Russian Composer Sergei 
Rachmaninoff (1st April 1873 to 
28th March 1943) moved his family to 
Dresden following the abortive 1905
revolution in Russia. During this calm
period he composed the Second 
Symphony and the First Piano Sonata.

In 1909, whilst in Leipzig, he was shown
a black-and-white reproduction of 
Böcklin’s painting The Isle of the Dead
by his friend Nicolas von Struve. Ideas
quickly flowed and the work was 
premiered in Moscow on 18th April
1909 conducted by the composer.  



The image affected Rachmaninov
deeply and inexplicably. It was powerful,
immediate and spontaneous – a creative
trigger which seemed to unleash music
which demanded to be brought to life.
The composer later described the 
mysterious experience saying, “When 
it came, how it began ... how can I say?
It came up within me, was entertained,
written down.” When Rachmaninov saw
Böcklin’s original colour painting, he
found to his disappointment, that the 
initial, mystical revelation could not be
recaptured. He went so far as to say, 
“If I had seen first the original, I probably
would have not written my Isle of the
Dead. I like it in black and white.”. 

His musical interpretation of Böcklin’s
vision transcends it in artistic beauty
and depth of feeling. Moreover it 
expresses, in the middle section, the
passionate longings of the departing
soul for the life it must leave forever. 
In a letter to Stokowski, Rachmaninoff
writes about this section “It should be 
a great contrast to all the rest of the
work – faster, more nervous and more 
emotional – as the passage does not
belong to the ‘picture’, it is really a 
‘supplement’ to the picture – which 
fact makes the contrast all the more 
necessary. In the former is death 
– in the latter life”. 

Fragments of the Dies irae, the ancient
Latin chant of the dead, emerge like
fleeting ghosts, but the bulk of the work
is more infused by the highly unusual
5/8 time: Furthermore the pulse, caused
by the grouping of the 5 notes, oscillates
between the groupings 2+3 and 3+2.
This creates a rocking feel to the music
suggestive of the dip and pull of the oars
as the boat moves over the still waters
of Lethe and then slowly returns,
whence it came.

...........................................................

Johann Baptist Joseph Maximilian
Reger (19th March 1873 to 11th May
1916) was born in Brand, Bavaria. A 
brilliant pianist and organist, he wrote a
vast number of works. His wife Elsa,who 
rejected his first offers of marriage, was
a divorced Protestant so Reger found
himself excommunicated by the Catholic
Church for his eventual marriage.

In 1911, Max Reger was appointed
music director at the court of Duke
Georg II of Saxe-Meiningen, responsible

also for music at the Meiningen Court
Theatre but had to relinquish the 
position in 1914 for health reasons. 
He died unexpectedly of a heart attack
in a hotel in Leipzig on 11th May 1916 
following a day of teaching.

Reger typically wrote abstract music
and described his Romantic Suite and
Four Tone Poems after Böcklin as 
"Ausflug in das Gebiet der 
Programmusik" (Excursions in the realm
of programme music). The latter were
composed in Meiningen between 
October 1912 and July 1913 and 
premiered by Reger and the Städtisches
Orchester in Essen in October 1913. 

We know that Max Reger admired 
Böcklin’s work through the testimony of
painter Giorgio de Chirico. His brother
studied composition with Reger, and
would wait in Reger’s living room, 
turning the pages of a magnificent
album of Böcklin reproductions. 

The number of Reger’s works and 
the consistency of their quality are 
astonishing. However, the timing of 
his death and the political and social 
transformation wreaked by World War I
profoundly affected his posthumous 
reputation. Many never lost faith in the
power of his music and fought against
its gradual slide into obscurity. This 
included such modernists as Alban Berg
and Arnold Schoenberg, who found his
music vindication to their notion that the
over-cited “Brahms-Wagner” conflict
between apparent conservatives
(Brahmsians) and futurists (Wagnerians),
was firmly in the past. 

Reger demonstrated how Brahms 
could be an inspiration for progressive
composers and how classical 
procedures of thematic development
and variation were vital resources:
Berg’s use of formal structures in his
opera Wozzeck (1914–22) owes a debt
to Reger’s conviction that classical 
practices such as variation and imitative
counterpoint were not obsolete.

In Four Tone Poems After Böcklin, the
sequence of movements is reminiscent
of a symphony whilst the treatment of
themes is closely aligned to his variation
technique. Böcklin’s paintings are full of
symbols which Reger interprets in a
highly personal manner. 

Reger’s letter to Duke Georg III on the
day of the premiere gives some insight
into his artistic intentions: 

“The Hermit with Violin sounds almost
ethereal, the gentlest, softest colours 
together with ancient Palestrina 
harmonies create a very strange 
atmospheric picture; the effect is most
subtle and almost ‘disembodied’ in The
Play of the Waves. In the Isle of the Dead
bleak, utterly inconsolable despair 
alternates with tempestuous outbursts
of pain before the great final 
transfiguration; how strange that it 
is these eerie pieces that had such a
great effect upon the public ... while I
somehow got the feeling that the fast
and furious nature of the Bacchanale,
where everything ends in complete
abandon, went somewhat ‘above their
heads’. I must admit that this 
Bacchanale is a piece of music whose
exuberant abandon and Dionysian 
whim are almost unparalleled. 

A musician made an original 
observation, saying that it seemed to
him as if in the end “Father Zeus with all
his gods had got shockingly drunk”.

Reger’s approach to The Isle of Dead is
different to that of Rachmaninoff. 
Reger uses musical ideas to create an
unequivocal atmosphere: repeated
notes in the lowest registers (timpani
and low brass) express mourning and
melancholy, highly dissonant 
modulations that are rarely resolved 
and massive dynamic crescendos and
fortissimo outbursts vent ‘utterly 
inconsolable despair in tempestuous
outbursts of pain’.

Both musical works are powerful 
experiences that take the listener on
an intense emotional journey that is
quite in contrast to Böcklin’s own 
expectation:

“... that the painting should have so 
pacifying an effect that the viewer 
would jump if anyone tapped them
on the shoulder.” 

(Böcklin letter to Maria Berna 
on 4th April 1890). 

John Gibbons

All images used in this article are 
in the public domain.
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MY CLASSICAL MUSICAL LIFE

“My interest in 
classical music goes
back to 1941 when 
I was eight years old.” 

My Mother and I were living with her
parents, my grandparents. It was
wartime and my Father was 
overseas in the Forces. My parents
had no interest in classical music. 
I enjoyed the few record request
programmes that were on the radio.
The music played was mostly 
popular numbers of the time which 
I enjoyed, plus the occasional 
classical piece which I also liked.

My Mother loved films and visited the
local cinema frequently. She often took
me, so I was well up-to-date with films
of the time. In 1941, I saw the thriller
Dangerous Moonlight. It was a good
film but I was most taken by the 
musical score. This was mainly a piece
for piano and orchestra called the 
Warsaw Concerto, written as a single
movement in classical style by Richard
Addinsell. It became hugely popular at
the time and from then on, I was
hooked on classical music for life.  

Other films with classical music 
followed. The first movement of
Tchaikovsky’s 1st Piano Concerto (also
used in a much-liked film) was very 
popular. 

More classical music goodies came to
the fore, when in 1946, BBC Radio
opened a new station –  the ‘Third
Programme’ which many years later
became Radio 3. The Third Programme
broadcast not only classical music
(complete, not just extracts) but also
‘serious’ plays – just what I liked!
Nowadays of course we have Classic
FM and Scala Radio too!

I was very fortunate when a neighbour
learned that I liked classical music but
had never been to a live concert.  This
lady was a member of several local
choirs and she took me to their live
performances such as Gilbert & 
Sullivan and later The Messiah. My
concert-going days had started! 

I also went to concerts at Hampton
Court Palace – a wonderful venue.
While I was at Uni, I went to all the
School of Music orchestral and choral
concerts.

Later, when I worked in central London
it was easy for me to get to concerts at
the Royal Festival Hall. I saw and
heard many famous orchestras,
soloists and conductors of the day. 
I was also at the World Premier of
Vaughan Williams 9th and last 
symphony. Little did I realise that
much later in life I would encounter
equally high musical standards here
with WSO!

In more recent times, I lived near
Southampton and was a regular at the
Mayflower Theatre. I saw many great
operas (and some new ones) by visiting

Opera companies as well as Modern
Dance companies. I got hooked on that
too! There were visits by well-known 
orchestras and I remember one or two
‘happenings’.  One was a London 
orchestra with a female conductor –
I was in a front row seat and saw the
action. She walked to the rostrum,
raised her baton and looked round at
the orchestra. As she looked at the side
where I was, she gave them a great big
wink before starting the music!

Another incident occurred when an 
orchestra included a giant metal gong.
One of the percussion players gave 
the gong (as the score required) a 
tremendous whack, and turned away.
Almost too late, he looked back at the
gong and its stand which were about to
fall over, no doubt making an unscored
crash!  He looked horror-struck but
caught the stand just in time. Phew!

I have greatly enjoyed the first-class
WSO work since moving to Rustington
some years ago, and look forward to the
season starting, whenever that may be.
The policy of engaging competition 
winners especially the ‘Young Musicians
of the Year’ to play with the orchestra is
really great. Keep it up, John!

So finishes my account of almost 80
years of classics! I'm hoping for a few
more yet!

George Preston
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Ex-farmer, ex-magistrate, composer, and a 
significant force, with his wife Mary, in the 
encouragement of young musicians, for which
he was awarded the CBE in 2004 and made an
honorary member of the Royal College of Music
in 2005.

Having realised a substantial sum from the sale of some
property, David and Mary built the Music Room, seating
160, at their home, Champs Hill, near Pulborough in 1987. 

David designed most of it himself and invited Dame Felicity
Lott to check the acoustics with her top C. Young musicians
are invited there to give recitals, and furthermore to make
recordings. There are well over a hundred titles on the
Champs Hill Label.

Concert goers are invited to apply for tickets and give a 
donation to the Bowerman Charitable Trust. He said “It’s not
about making money, it’s about giving people the chance to
hear some of the finest musicians in the world, and about
providing a platform for some of the marvellous young 
instrumentalists who are on their way up.”

And the concert goers are always supplied with a glass of
wine in this lovely building.

My involvement with Champs Hill started around 2010
when I began attending concerts. These are generally
chamber music, which suits the intimate atmosphere of 
the Music Room, but other instrumentalists are also 
welcomed.

In 2013 I was involved in securing sponsorship by the Trust
of the second and subsequent Sussex International Piano
Competitions. Poom Prommachart won and received his
first prize courtesy of the Trust along with the opportunity 
to play and record a CD at Champs Hill. Varvara Tarasova
(winner in 2015) also played and recorded there.

At one stage, Champs Hill asked Worthing Symphony 
Society to provide a couple of volunteers to page-turn for
musicians while recording. I did this, as did Robert Clarry.
David and Mary made me very welcome there, and I was
privileged to meet and lunch with the musicians and 
observe at first hand the recording process. I turned 
pages for Poom (who didn’t really need me as he had
memorised everything!), the London Bridge Trio and Kitty
Whateley among others.

Among the many recitals I have heard there are some that
stand out – The David Rees-Williams trio; Nicholas Daniel
(oboe and cor anglais); The Man Overboard Quintet, and a
delightful quartet of lady harpists.

I attended a BBC Lunchtime Concert with Katie Derham and
also a performance of Admission: one Shilling, with Piers
Lane and Dame Patricia Routledge (herself a regular 
concert goer there) telling the extraordinary story of the
lunchtime concerts given in the National Gallery by Dame
Myra Hess during World War 2. This performance has since
been to Chichester and was due to play in Dublin earlier
this year.

Champs Hill also hosts a concert by the young musicians of
the Menuhin School each year.

Apart from the music, a visit to Champs Hill allows one to
walk around the 27 acre Wealden garden, dotted with
sculptures, most with a musical theme. The Bowermans
have amassed a large collection of art, mostly twentieth
century, and particularly of the Newlyn School, a selection
of which are always on display in and around the Music
Room.

David Bowerman will be sorely missed, but his legacy will
live on in the capable hands of his wife Mary and their 
family. I look forward to more concerts there.

Christine Constable

THE MUSIC WORLD 
MOURNS THE PASSING 
OF DAVID BOWERMAN

Photo: Chris Constable



FLOWERS TO THE FOREFRONT

Decorating the Assembly Hall Stage
Once upon a time ... in this case the
mid 1980s, when I began attending
Worthing Symphony Orchestra 
concerts in the Assembly Hall. The
superb music delighted my senses
but I also marvelled at the beautiful
flowers ranged across the front of
the stage.

I discovered that they came from the
Borough Council's own large nursery on
the eastern side of Titnore Road and that
the nurserymen were in great demand
all year round, not just for concerts, but
also for other prestigious events, none
more spectacular than the annual
'Mayor Making' ceremonies. Back then
the foyer of the Town Hall, open to public
view, was a wonder to behold with
graceful trees, fabulous floral 
arrangements and even mini waterfalls
heralding the installation of the newest
mayor. Never since have I seen 
antirrhinums growing to two metres tall!

However, as time went by, the land was
sold and the glasshouses demolished;
hence no more flowers on the stage.
At the start of one concert season
though, troughs of flowering plants 
appeared bearing cyclamen, 
chrysanthemums, etc., commissioned
from Ferring Nurseries, but sadly, 
following further financial cuts, these
too disappeared and a bare stage 
became the norm.

My own foray into stage decorating
began with the Sussex International
Piano Competitions instigated by our
eminent conductor, John Gibbons BEM.  

During the first competition in 2009, 
the Assembly Hall was used only for
the two days of the competition, the
semi-finals and final. The backdrop to
the stage was the council's large Art D   -
eco screen with lime green, orange,
yellow and turquoise blue ‘sun rays’.
As the second competition approached
in 2012 and international competitors
would be in the hall for a whole week
this time, I felt the stage required a bit
of a lift, in addition to the screen and
solitary Steinway.

I was able to borrow two wrought iron
pedestals and (with a kind donation
from a friend and Symphony Society
patron) I ordered some beautiful yellow
and lime green chrysanthemums and
large palm sprays.  These were to be
augmented with yellow, white and
turquoise 'paper carnations' to 
complement the colours of the screen.

When I placed my order, taking with 
me the fake carnations to explain the
colour scheme, the florist held up his
hands in horror at the sight of the
turquoise one!  I think I offended his 
sensibilities! Now, of course, flowers
can be dyed in every hue. Happily, all
the flowers, real and otherwise, lasted
until the last note was played by the 
finalists and WSO.

But paper carnations?  Yes ... these
I had learned to make many moons
earlier at a pre-Christmas 
demonstration.  They are formed
using good quality paper napkins,
pinking shears, florist wires and

tape, cotton wool, dexterity and
much time and patience!

Having these carnations packed away
at home, I wondered if they could be 
re-used to put some colour back on the
concert platform.  John kindly agreed
and with encouragement from my 

husband (double bass player Eddie
Hurcombe) I increased my stock to 
include red, blue, fuchsia and pink
‘blooms’. However, all floral 
arrangements require a quantity of 
foliage for basic structure, but our own
garden shrubs could not sustain 
regular cutting. The problem was
solved when my husband and I 
became volunteers at St. Mary's 
Historic House in Bramber with its five
acre estate. To my delight, the owners
(both avid classical music lovers)
allowed me to ‘prune’ all I required
from the large laurels and yews 
surrounding the car park.

As time went by I discovered ‘The
Range’ store which sells superb 
artificial roses for a very moderate
price. Other realistic flowers followed
and a large box of unwanted quill 
pen feathers in brilliant hues further 
increased my scope.

“Planning the designs 

takes some thought, so I 

am grateful for the years

when I was a member of 

Worthing Flower Club.”

There I learned the basic rules for 
arranging and observed the skills of 
the demonstrators and artistry of other
club members.  I start by perusing the
forthcoming concert season brochure
and try to plan colour schemes around
special events, soloists and John's 
programme titles.

Remembrance Sunday concerts dictate
a red colour scheme but the New Year
concerts are an opportunity for a bit 
of bling, often following the titles of
waltzes, polkas etc.  Out come the gold
and silver baubles, gold poinsettias and
roses in all colours! One year I had fun
drawing and painting a small army of
Nutcracker soldiers to stand 
listening attentively to Tchaikovsky’s
glorious Nutcracker Suite.

10    music matters
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The RAF Centenary concert in 2018 was depicted, of course, in red,
white and blue and the quill feathers came into their own, spreading
upwards from the flowers to emulate the smoke trails of the Red 
Arrows. Once again my husband was persuaded to deplete his ink
cartridges by printing me some RAF flags to add to my already large
international collection.  

“This particular concert was notable, as not only

were huge RAF and Union flags hung from the

lighting gantries, but fellow Symphony Society

committee member Alan Jones hung a large 

model Spitfire above the stage, which amusingly

appeared to threaten the heads of the double

basses below!”

The colours for John Gibbons' 21st Anniversary concert in February
2019 were easy - yellow and orange - since John is an ardent 
supporter of Wolverhampton Wanderers Football Club, as was Elgar.  
To complement the flowers, I also made replicas of the Wolves badge
to stand in the podium arrangements.  Incidentally, John was presented
with a David Austin yellow Molineux rose bush to mark our gratitude 
for the immense effort he expends on behalf of the WSO.

This commitment to music was further recognised when John was
awarded the British Empire Medal during a very special concert in
October 2019 which featured, for the second time, the extraordinary
talents of the young, gifted cellist Sheku Kanneh-Mason. The colours
had to echo the medal ribbon using claret roses.

The arrangements (usually three on either side of the stage and one
in front of the podium) are put together the day before a concert.
This means several treks to our top floor room to bring down the 
chosen flowers, etc. from storage.  All good exercise!  A couple of
days before though, the foliage is doused in a mild disinfectant to
eliminate any nasties from entering the Assembly Hall. The designs
sit in floral foam blocks in trays and when finished are each about a
metre in length.  In our house they seem pretty big but shrink 
considerably when set upon the large stage!

A logistics exercise is the transporting of them all to the Assembly
Hall. If we can gain access the day prior to a concert it is a bonus.  
If not, we have learned to carefully balance them in our estate car on
top of the double bass, stool, garment bag, case containing all the
music scores, plus the tea, coffee and biscuits box for the 
refreshments I provide during the musicians' rehearsal break!  This
process is then repeated at the end of each concert and often brings
forth amused comments such as ‘funeral car?’.

I have been equally amused but also delighted when, on several 
occasions, members of the audience and staff have been surprised 
to discover the flowers are not real.  Perhaps I should spray them
with some perfume!

We in Worthing are extremely fortunate to have had a 
professional orchestra perform for us for over ninety years, 
together with numerous hugely talented soloists. Therefore, 
I hope a few flowers decorating the stage once more, adds 
a little to the occasion and the intention to keep 
‘World Class music on our Doorstep’.

Pamela Hurcombe

Photos by Pamela Hurcombe



On a (somewhat) cold, wet and
windy afternoon I sat down to watch
this film – the first time I had seen it
in a long time – and I thoroughly 
recommend this as something to do
with your family during lockdown.  

Released in the summer of 1955 (and
yes, it really is as long ago as that!), it
represented two ‘firsts’ for Disney. It
was the studio’s 15th animated feature
film but it was the first to be filmed in
Cinemascope Widescreen and it was
their first full-length cartoon based on
an original story rather than an 
established ‘classic’.

Lady and the Tramp was based on the
1945 Cosmopolitan magazine story of
Happy Dan the Cynical Dog by Ward
Green. 

Lady is the pampered female American
Cocker Spaniel belonging to Jim Dear
and Darling.  When her human masters 

bring a baby into the house, Lady feels
that she is being eased out; and when
Darling’s insufferable Aunt Sarah 
introduces her nasty twin Siamese cats
(Si and Am) into the fold, Lady is certain
that she is no longer welcome.  The cats
wreak all manner of havoc, for which
Lady is blamed.

After the poor dog is fitted with a 
muzzle, she escapes from the house,
only to run across the path of Tramp, a
raffish male dog from the wrong side of
the tracks. Tramp (with the aid of his
friends) helps Lady to remove her 
muzzle and then takes her out for a
night on the town, culminating in the
scene we all know and love – a 
romantic spaghetti dinner, courtesy of 
a pair of dog-loving Italian waiters.

Following their idyllic evening together,
Lady decides that it is her duty to 
protect Darling’s baby from those 
duplicitous Siamese felines.  On her
way home, however, she is captured
and thrown into the dog pound.  Here
she learns from a loose-living mutt
named Peg that Tramp is a canine rake.
Disillusioned, Lady is more than happy
to be reunited with her human family,

even though it means that she will 
be chained up at the insistence of
Aunt Sarah.

Tramp arrives at Lady’s home, to 
apologise, but she wants nothing to do

with him. Suddenly a huge, vicious rat
breaks into the house, threatening the
baby.  Lady breaks loose and together
she and Tramp run into the house to
protect the infant.  When the dust set-
tles it appears to Aunt Sarah that Tramp
has tried to attack the child. That is

when Lady’s faithful friends Jock the
Scottie and Trusty the Bloodhound

swing into action, rescuing Tramp
from the dogcatcher.  

Once Jim Dear and Darling are 
convinced that Tramp is a hero
he is invited to stay ... and
come next Christmas there
is a whole litter of little

Ladies and Tramps gathered around the
family Christmas tree.

Helping to make this an adventure for
the whole family were the voices of 
Barbara Luddy as Lady, Larry Roberts
as Tramp, Bill Thompson as Jock (who
also voiced Joe - an assistant chef - a
stray Male Bulldog, a stray Dachshund,
a policeman and Jim Dear's friend), Bill
Baucon as Trusty, Verna Felton as Aunt
Sarah, George Givot as Tony (owner of
the Italian restaurant), Lee Miller as Jim
Dear (and the dogcatcher), Stan Freberg
as the beaver who gnaws off Lady’s
muzzle, Alan Reed as Boris (a stray
male Borzoi), Thurl Ravenscroft as Al 
the alligator (first recruited to bite the
muzzle off), Dallas McKennon as Tough
(a stray male mutt) and The Mello Men
(Thurl Ravenscroft, Bill Lee, Max Smith,
Bob Hamlin and Bob Stevens) as the
Dog Chorus.

Missing from this list, as I am sure you
will have noticed, is the inimitable
Peggy Lee, who voiced Darling, the
Siamese twins Si and Am, and a stray
Pekingese from the dog pound.

Beyond the usual excellent animation
and visual effects, the principal selling
card of Lady and The Tramp is its
music. The score was composed and
conducted by Oliver Wallace, who was
born in London in 1887 and became a
US citizen in 1914.  He began working
on film scores in 1910, finally moving to
Disney Studios in 1936.  In his years
with Disney, he proudly estimated that
he had written more than 30 miles of
soundtrack. He was musical director for
the Academy Award-winning score for
Dumbo, as well as for Cinderella, 

Alice in Wonderland, Peter Pan and, 
of course, Lady and The Tramp.  He
also wrote scores for Donald Duck and
Mickey Mouse shorts and contributed
music to a number of well-known
songs, including When I see an Elephant

Fly, Pink Elephants on Parade and Der

Fuehrer’s Face (for which he also wrote
the lyrics). 

MUSIC FROM THE MOVIES

LADY AND THE TRAMP

PEGGY LEE

Photo of Peggy Lee - public domain



Wallace’s feature film scores included
Darby O’Gill and the Little People, Ten

Who Dared and The Incredible Journey

– accruing 5 Academy Award 
nominations during his career. He was
still working at Disney Studios when 
he died in September 1963.

As well as the score by Oliver Wallace
there are a number of songs, written
by Sonny Burke and Peggy Lee.

Sonny Burke was born in Scranton,
Pennsylvania in March 1914.  Unlike
keyboard artist Reginald ‘Sonny’ Burke,
who played modern jazz with many of
the greats of that genre, this Sonny
Burke was an accomplished big band
leader, arranger and composer.  He
studied violin and piano as a child and
played in various bands whilst studying
at Duke University, North Carolina in the
late 1930s.  After moving to New York in
1938 he assumed leadership of Sam
Donahue’s band and made several
recordings.  He wrote arrangements for
the bands of Charlie Spivak and Jimmy
Dorsey in the 1940s and then, from the
late 1940s through to the 1970s he 
directed recording sessions for Decca,
Reprise, Warner Bros and his own 
company (Daybreak).  He also remained
active as an arranger and his orchestra
accompanied such musicians as Ella
Fitzgerald and Louis Armstrong as well,
of course, Peggy Lee.

Born Norma Dolores Egstrom in May
1920 in Jamestown, North Dakota, her
mother died when she was four and her
father later remarried, but left her with
her stepmother when he deserted the
marital home. Her treatment by her
stepmother is portrayed in her song 
One Beating a Day.

She declared at a very early age that
she wanted to be a singer ... and at the
age of 14 was singing at local night
clubs and on local radio stations for 50
cents a night.  Whilst appearing on a
radio station in Fargo, North Dakota, the
station’s program director suggested a
name change and so was born Peggy
Lee.  She even has a rose named after
her, as well as a drink. In 1948 in Santa
Cruz a barman at the renowned Texas
nightclub, The Balinese Room, mixed up
a new drink especially for her, ‘The 
Margarita’.  He named it after the 
Spanish version of Margaret, the formal
version of Peggy.

Unfortunately, she was never in the best
of health.  A diabetic, she was often
troubled by weight and glandular 
problems.  In 1961 she suffered a bout
of double-pneumonia and in 1976 she
had a near-fatal fall in a New York hotel.  

She was seriously injured in another fall
in Las Vegas in 1987. In early 1985 she
underwent four angioplasties – balloon
surgery to open clogged arteries – and
resumed her singing tour.  While
appearing in New Orleans in October
1985, she underwent double-bypass
heart surgery.  In 1998 she suffered a
stroke that impaired her speech, 
requiring extensive therapy to recover.

The song for which she is probably
best-known and best-remembered is
Fever, a 1958 smash hit, distinguishable
by the drummer’s use of his hands and
fingers to tap his snare drum and 
tom-tom to the accompaniment of the
bass drum.

Peggy was an accomplished song-
writer with a great many songs to her
credit.  For example, the song One 

Beating a Day (mentioned previously)
was one of 22 she co-wrote for the 
autobiographical musical ‘Peg’ in which
she made her Broadway debut in 1983,
at the age of 62.

She will also be remembered for the
songs she co-wrote with Sonny
Burke for Lady and the Tramp.  In
particular her vocalisation of The

Siamese Cat Song and He’s a Tramp.

Unfortunately Lee’s relationship with
Disney was not always amicable.  
In 1988 she sued the Walt Disney 
Company for breach of contract, 
claiming that she retained the rights 
to transcripts of the music, arguing 
that video editions were transcriptions.
After a protracted legal battle the 
courts found in her favour and awarded
her $2.3 million in 1991.

Never a stranger to controversy, at the
time of her death she was the leader in
a class-action lawsuit against Universal
Music. In early 2002 the music giant
agreed to pay $4.75 million in back 
royalties to as many as 300 performers
in settlement of this suit.

There are some 22 tracks on the 
soundtrack to Lady and the Tramp.
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Twelve of these are by the film’s 
musical director Oliver Wallace, and one
is an arrangement of the traditional
song Home Sweet Home by Sir Henry
Bishop. The remaining nine songs are
those of Burke and Lee.

The music by Wallace follows the 
actions of Lady and her friends and of
Tramp and his friends. The two groups
are quite easily distinguishable by the
music that accompanies them. For Lady
and co it is often up-beat, light, joyous
and even romantic, with a little extra
verve thrown in for danger and the thrill
of the chase.  The music for Tramp and
co, on the other hand, is devil-may-
care, sometimes mischievous and even 
rakish, with the odd touch of sinister
thrown in. In other words, all the 
musical antics that we have grown to
love and identify with cartoon films are
employed to great effect in this great
Disney classic.

The songs of Burke and Lee are 
probably what are most memorable
about the film.  Performed by The 
Disney Studio Chorus, the Mello Men,
with individual vocals by Donald Novis,
George Givot and, of course, the 
inimitable Peggy Lee. 

The scene that has become a firm
favourite of us all (as featured in our
cover shot) is the candlelit dinner for
Lady and Tramp, eating spaghetti and
meatballs outside Tony’s restaurant.

Who can forget that moment when their
lips meet, eating the same string of
spaghetti .... to the accompaniment of
Bella Notte sung by George Givot and
The Disney Studio Chorus?  

Next up is Home Sweet Home sung by
the Mello Men, followed by He’s a Tramp

with Peggy Lee.  The last song is a
reprise of Peace on Earth by The Disney
Studio Chorus, which accompanies the
picture around the Christmas tree with
Jim Dear, Darling, the baby, Lady, Tramp
and their four offspring. 

And, it goes without saying, they all
lived happily ever after!

John Gander



SPOTLIGHT ON SEAN MCDONALD

WSO Trustee, Worthing 

and West Sussex County 

Councillor ... Sean talks

about his life and music.

“I have lived in Sussex all my life and

grew up in Hove where I attended De

La Salle College, which became 

Cardinal Newman school in the Upper

Drive.  I completed my A Levels at

Northbrook College in Worthing and

eventually moved to Worthing in the

early 1980s. 

After education, I worked in the Civil

Service but I was always frustrated

with the job, because I really wanted

to be a Policeman. So in the mid 80s 

I successfully applied to join Sussex

Police and embarked on the career

that I had always wanted.  I was 

initially posted to Littlehampton and

then served in both uniform and plain

clothes in various stations along the

coast.  I finished my career in

Brighton working on the public order

unit.  This allowed me to expand my

second real passion and attend

Brighton football matches throughout

the country.  

“I have seen Brighton beat

John Gibbons’s team Wolves

(and lose to them)!”

After 30 years’ service as a 

Policeman, I re-joined Sussex Police

as support staff and also stood in the

local Council elections in 2014. 

I was fortunate to be successful and

now represent Northbrook ward in

Durrington.  I was also elected to

West Sussex County Council in 2017

to represent the same ward.  In 2016

I was honoured to be the Mayor of

Worthing and one of the ‘chores’ was

to attend WSO concerts as a guest!!

This was easy for me as I had been a

regular for many years.

After my year as Mayor I was 

asked to be a WSO Trustee and I was

delighted to accept.  In addition to

this, I am a Governor at Hawthorns

school in Durrington.  I am still a

Brighton and Hove Albion fan and 

a member of The Sons Of The Desert

– the Laurel and Hardy fan club.

However, my main interests remain

classical music and ballet which I

have enjoyed since my school days.

I have lived in Durrington for 35 years

and I have two sons and three (soon

to be four) grandchildren.”

WSO 90th Anniversary Celebrations in 2016

Worthing Pier – Southern Pavilion

Sean McDonald with Kamila Bydlowska

Photo: John Gander



ENNIO MORRICONE
Film Composer 1928 to 2020

Being a huge fan of Ennio
Morricone, I was very sad
to hear of his passing on
6th July 2020.

Morricone, who has died aged 91,
was an Italian composer and 
conductor who wrote music for
some 500 films, including several of
Sergio Leone’s ‘Spaghetti Westerns’.
From the coyote call that opened
The Good, The Bad and The Ugly in
1966 to the rolling wistfulness of
Once Upon a Time in America in
1984, his music was always written
with the on-screen action firmly in
mind.  Rather than being a mere 
accompaniment to the drama, his
music became an integral part of it,
capturing mood and atmosphere.

His melodic and evocative scores
could be found accompanying films
as diverse as La Cage aux Folles in
1978, The Untouchables in 1987
and The Mission in 1986. Films
such as City of Joy in 1992 featured
dramatic swells, while jagged
strings pervaded thrillers such as
Wolf in 1994.

“Most of the scores were ugly, and I
believed I could do better” he said,
though at other times he insisted
that he only prioritised his film
music over serious composition 
because it paid well and he had a
family to support.

He was dismissive of questions
about his prolific workload, 
comparing his one (and sometimes
more) film scores per month to the
output of Bach, who “used to 
compose a cantata a week”. He told
one interviewer, that compared with
the great man, “you will see that 
I’m practically unemployed”

Ennio Morricone died in Rome 
as result of complications from 
injuries sustained following a fall 
in 2014. He is survived by his wife
and four children.

MY MOST MEMORABLE CONCERT
It is hard to single out one concert from the many I have attended.  
I am a great fan of the annual Viennese New Year Concerts. I love the 
joyous, uplifting music - waltzes, polkas, marches and the audience 
participation that comes with it.

But the concert that stands out most was the very first one I attended
back in 2002.  It was Sunday 6th January and all the family were out for
the day. It was particularly cold, an afternoon for staying indoors and
maybe watching a 3rd rate film on the TV. I was home alone and did not
really fancy the film option, so looked in the local paper to see if there
was anything on in Worthing. It was there I saw WSO advertising their
New Year concert. 

I drove down to the Assembly Hall to see if they had any tickets for the
afternoon performance and fortunately they had some spares. I bought a
ticket near the front on the left and sat down to enjoy the show.  On this
day the soloist was a soprano named Louise Cannon.  

I sat there mesmerised by her performance, supported by the most 
fantastic orchestra. The concert opened with Mozart’s uplifting Overture
to The Magic Flute and then onto the stage walked Louise Cannon and
the moment she started singing the Countess’s aria Dove sono from
Mozart’s opera The Marriage of  Figaro, I knew I was hooked. 

The glorious sound of a beautifully rich soprano voice singing such 
sublime music was intoxicating. A little later she returned as Violetta in
Verdi’s La Traviata. John had explained how Alfredo had made a lasting
impression on Violetta and the aria “Ah, fors’ è lui” captures that moment
when love truly strikes.

The second half of the concert opened with the exhilarating Overture to
Die Fledermaus, a work I always love to hear at the Viennese concert.
Louise Cannon then reappeared to sing the electrifying Czardas from Die

Fledermaus and concluded her appearance with the ever-popular Lehar
hit from The Merry Widow, Vilja’s Song. 

I have been to many WSO concerts 
since that day – too many for me 
to count. My favourite soloist is 
saxophonist Jess Gillam and I look 
forward to every time she performs.  
But I still fondly remember that very 
first concert almost 20 years ago.

For a provincial seaside town like 
Worthing to have a professional 
Symphony Orchestra is truly 
remarkable and the fact that it has
been part of the cultural fabric of
the town for almost a century, is more 
remarkable still. 

It is an asset to be valued, cherished
and preserved ... and I for one, am truly
honoured to be a Trustee, a supporter, 
and one of its greatest fans. 

Sean McDonald

LOUISE CANNON
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CONDUCTOR’S BLOG

Music is everywhere – on our
phones, our computers, on film, in
restaurants and pubs, videogames,
and increasingly, at sports events.
The list is endless and the 
proliferation of music into such 
sacred temples of silence as cricket
grounds shows that music has
never been more available and 
yet ... how much of this organised
noise is more than mere background
or a device to manipulate how
crowds are feeling? 

The present pandemic crisis is hardly
helping. Our concert halls and theatres
remain empty and the Arts sector is left
bewildered by politicians who are
patently unaware how the Arts in this
country work. A large sum has recently
been announced but the devil will be in
the detail. It will keep major venues
afloat, but what about smaller regional
venues and the artists themselves? 

Most artists (excepting those employed
by larger organisations such as the
BBC orchestras, the Royal Opera
House, the National Theatre) work 
freelance. Suddenly all the work
booked into diaries for this year has
gone, and with no income the future
looks bleak. 

Do ‘live’ Arts matter in our modern
world of computers and A.I.? Some
might argue that we can get all the 
entertainment we need from screens:
relays from the great Opera Houses of
the world, the Premier League, Rock
concerts from Wembley and the Boat
Race without the need to get wet, cold,
or stand in a queue. Do we want to 
experience music second-hand while
sitting on the sofa in the future? 

Our understandable fears about social
distancing are in danger of destroying
so many of our collective experiences.
Watching the FA Cup quarter finals in
empty stadiums was surreal – home
advantage wiped out in these sterile
atmospheres; was it a surprise 
therefore that all four ties were won 
by the away team? Interestingly, 
broadcasters have used simulated
crowd noise to build up the 
atmosphere of the game.  Like sport,
does music also thrive from the 
presence of the spectator? Art and
sport seem to be about direct 
communication with the audience,
rather than a camera lens.

I love listening to music at home or 
in the car BUT these experiences 
never match the power of live events. 
Numerous live events are etched in 
my memory - oddly, many of them
are either music or sport!

Standing at Molineux in February 1995
with my Dad for an FA Cup evening 
replay which ended with an astonishing
penalty shoot out between Wolves and
Sheffield Wednesday.   After 5 kicks
Wednesday led 3:0 but Wolves 
dramatically won it 4:3 - unrestrained
elation in the stands; listening to 
Gurrelieder at a Prom conducted by 
Sir Simon Rattle with the most 
astonishing pianissimos ever; watching
Joe Root build his maiden test century
against the Australians at Lords; an
oboe recital given at Lancing College
by the then new BBC Young Musician
of the Year Nicolas Daniel, whose 
astonishing breath control you had to
see with your eyes to truly appreciate.
Of course, close camera work now 

allows us to be up-close and personal
but the choice of angle lies in the hands
of others. We can also enjoy wonderful
sound at home, but is it an honest
sound? On TV and recorded media we
are now used to hearing the sound of
soloists (especially singers) thrust into
the bright foreground, pushing the band
or orchestra in the background. This is
especially prevalent in popular culture
but I, for one, would like to hear the 
accompanying riffs on guitar, the 
subtleties of the drumming and the
movement of the harmonic bass line.

I have often made mention, in talks, of
the need to listen beyond the tune; to
develop the art of listening to the whole
picture and enjoying the rich variation 
of sound and texture that so often lies 
behind the tune. This weekend, it was
fascinating to hear Massenet’s famous
Meditation from his opera Thais in its
true context (scene change in Act Two)
and its reincarnation in the final scene
of the opera. 

WSO has given so many people similar
memories. We remember David 
Bowerman, a huge supporter, along with
his wife Mary, of the Arts and, in our case,
the Sussex International Piano 
Competition where they gave winners 
the opportunity to record a solo CD for
their highly acclaimed Champs-Hill label.
Elsewhere, one of our trustees, Sean 
McDonald, fondly remembers his first
WSO concert which, for him, is indelibly
embedded in his memory (alongside, 
no doubt, a few Brighton victories). 

We are always keen to hear about your
favourite WSO memories and continue
to build up knowledge about the 
orchestra’s unique history and its place
in the cultural life of Worthing. It is still
very unclear when we will be able to 
resume our concert season and how 
we will be able to balance income/
expenditure in the light of social 
distancing requirements. Perplexing
times for us all.

Wishing you all a glorious summer.

John Gibbons

IS LIVE MUSIC DEAD?

Lancing College Chapel

Photo by John Gander
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RECORD REVIEW

I doubt there are many reading this, and

until now I have been one of them, who

will claim experience – let alone an

overview – of the more than a hundred

works by William Wordsworth (1908 -

1988), an output that includes eight 

symphonies, three concertos and six

string quartets.  Two CDs, issued by 

Toccata Classics, through which John 
Gibbons pursues his crusade to widen 

appreciation of British music, have 

provided major input towards rectifying 

my ignorance of a very significant and 

unjustly neglected composer.

Like his contemporaries Edmund Rubbra

and George Lloyd, Wordsworth favoured a

“traditional” musical language – although

each used that language in a different way

– and it is probable, for that reason, that

he shared the same fate in having his

music sidelined or ignored by the BBC

during the notorious period when new

music was deemed acceptable to

broadcast, only if it was avant-garde,

atonal or experimental.  

There may also have been a tacit post-war

bias against promoting an active pacifist

rather than his peers. A conscientious 

objector, Wordsworth had not fought but

worked on the land, often composing at

night. Albeit rather overdue, dissemination

of the music of Rubbra and Lloyd has now

been rectified through the quite extensive

number of recordings issued by the more

enterprising and imaginative record labels.

I’ve been able to find, however, only three

previous Wordsworth CDs (all by Lyrita) 

offering the first three and fifth 

Symphonies and a Piano Sonata. 

William Wordsworth (great-great-great

nephew of the poet), born in London, from

the age of thirteen studied for ten years

with the organist of St.Michael’s Church,

Croydon, George Oldroyd, a composer of

organ works and music for the Anglican

Church.  In 1934, having ventured to 

submit his Phantasy Sonata for Violin and

Piano Op.3 to the renowned Sir Donald

Tovey – musicologist, academic, and 

composer – Wordsworth received an 

invitation to study with him, in Edinburgh,

for three years.  Before the war he 

returned to England but in 1961 the family

moved from Hindhead to Kincraig in 

Speyside where the view of the mountains

and countryside from his new home 

became a source of constant inspiration.

The Piano Concerto Op.28 – in one

movement – is dedicated to Sir Clifford

Curzon, who gave performances of a

number of notable new works, but, for

reasons that I have been unable to 

discover, was not soloist at the premiere.

There are no rhapsodic themes or overt

virtuosity; to me there is, throughout, an

underlying sense of contention between

piano and orchestra, sometimes forcefully

assertive yet not expressed in an 

aggressively antagonistic manner, more 

as if each is firmly adopting an opposing

standpoint to a common proposition with

some resolution in the concluding pages.

The Concerto is tightly constructed, the

outer sections surrounding a gentler and

slower central episode. Arta Arnicane is

sensitive to the elusive mood and plays

with admirable clarity whatever the 

dynamic or density of orchestral texture.

The Violin Concerto Op.60 dates from

nine years later and is more lyrical, 

expansive, and generally introspective.  

It is described by the writer of the 

accompanying notes as “one of

Wordsworth’s most extended and 

impressive orchestral works”.  From my

brief experiences of her playing in 

Worthing, I came to consider Kamila 
Bydlowska a remarkable artist and her

extraordinary empathy with this music is a

key, and essential, factor in the success of

this performance, perhaps most evident in

conveying the intensely personal character

of the second  movement.  Wordsworth’s

mastery of orchestration is evident in all

three works on this CD, but no more so

than here.  A substantial percussion 

section, including vibraphone – and a

wooden box (!) – is used with great 

effectiveness.  

Three Pastoral Sketches Op.10

– the composer’s earliest orchestral work, 

completes the very generously filled 

disc.  Here there is a definite element of 

Impressionism and, from the descriptive

titles, one can readily appreciate the 

immediacy of Wordsworth’s musical 

imagery and use of orchestral colour.

This disc is the second of the pair to have

been issued and I’ve focussed on it 

because the varied character of the three

works give some idea of the range of the

composer’s expression; then there is the

additional interest of the soloists, well

known to the WSO audience.  The earlier

disc (TOCC 0480), equally generous and

varied in content, offers Symphonies 4

Op,54 and 8 Op.117 (Pax hominibus),

the Divertimento in D Op.58 and 

Variations on a Scottish Theme Op.72.

Liepaja is a city on the Baltic coast of

Latvia.  Suffice it to say that the Liepaja

Symphony Orchestra is evidently an 

excellent ensemble and, from the outcome

of the association, I sense that John 

Gibbons enjoyed working with them, 

and they with him, in the city’s remarkable

Amber Concert Hall, opened in 2015.

The recordings suggest that the Hall’s

acoustic is exemplary.

Altogether then a totally satisfying CD of

fascinating, approachable, and previously

“unknown” music, with superb recording

quality, comprehensive and informative

booklet notes, two outstanding and fully

committed soloists, and a first-class 

orchestra under the direction of JG.  

I hope that listening to the reviewed disc

may encourage you to explore the other.

Tony Purkiss

Wordsworth: Piano Concerto Op.28;
Three Pastoral Sketches Op.10; Violin Concerto Op.60

Arta Arnicane – piano; Kamila Bydlowska – violin; Liepaja Symphony Orchestra

/ John Gibbons  Toccata Classics TOCC 0526  (79’ 41”)

Copies of the reviewed CD (and the first in the Wordsworth Set) can be purchased 

direct from WSO at a discounted price of £10 each or £18 for the pair, and posted 

directly to you. Please email admin@worthingsymphony.co.uk with your contact 

details and someone will be in touch to arrange payment and prompt despatch.

BUY
DIRECT
FROM 
WSO

Purchase

individually

or as a 2

CD set.



HOW CLASSICAL MUSIC SHAPED THE PROGRESSIVE ROCK MOVEMENT OF THE LATE 60S/EARLY 70S
“It grew out of rock music and that’s
why it’s written about in the rock
press, but it’s a shame that it ever
became regarded as rock ‘n’ roll, 
because it’s not ... the ethos is 
completely different.  If you judge it
by the standards of rock ‘n’ roll, then 
it fails.  It’s actually a bunch of 
talented musicians, who were cursed
with musically intelligent brains, who
got bored very quickly with playing
three chords all the time, and wanted
to do stuff that was more complex
and more challenging.”

Jonathan Coe

As the 60s became the 70s, Prog Rock
was establishing itself as a force to 
be reckoned with, and the historic
Cathedral town of Canterbury in Kent
unintentionally found itself at the 
centre of the movement.

‘The Canterbury Scene’ as it came to 
be known, began with jam sessions 
between school friends who called
themselves The Wilde Flowers, and
these young players went on to provide
members for pioneering Prog bands of
the era including Hatfield and the North,
Soft Machine, Caravan, and Matching
Mole.  Singer/drummer Robert Wyatt:
“I don’t want people to think we were
clever Grammar School kids who
thought we were doing something better
than mere ‘pop’. We were awestruck by
pop music ... but in getting our little
group together, dialects of other stuff
we’d picked up, crept in.”

Wyatt’s Soft Machine was the first truly
successful band to emerge from The
Wilde Flowers. They headed for the 
London underground clubs playing
alongside groups such as Pink Floyd
and The Crazy World of Arthur Brown. 

Prog is renowned for its meandering
and sometimes frantic keyboard solos,
the evolution of which wasn’t always
down to virtuoso playing ability.  One of
the instruments applied to great effect
by Soft Machine and others was the
‘Fuzz Box’ – an early synthesised 
keyboard that had its fair share of faults.
Once you took your fingers off the keys,
the feedback through the amps was ear
splitting, so the proggers developed a
playing style of continual notes without
a single break.  It was a case of ‘Keep
Playing or Else’. Rambling solos up and
down the keyboard that went on for
hours, because they daren’t stop!

Renowned Welsh composer Sir Karl
Jenkins (who has collaborated with our
own John Gibbons) is a former member
of Soft Machine, joining the band in 
1972 when Prog was at the height of its 
powers. During his tenure they played at
The Proms, Carnegie Hall, and the 
Newport Jazz Festival. Jenkins first
played on the award-winning ‘Six’ album
and also performed and composed most
of the tracks on the follow up album in
1975 (imaginatively titled ‘Seven’!) and
subsequent albums well into the 80s.

One of the most popular bands of the
Prog era were Yes. Drummer Bill 
Bruford describes how they would
stitch movie soundtracks to TV themes
and all sorts. According to Bruford lead

singer Anderson “... was like blotting
paper, he absorbed music.  He was keen
on Sibelius and TV themes ... he’d start
singing and we’d say ‘Jon, that’s the
theme to Bonanza’ and he’d say ‘Oh
never mind, let’s stick it in anyway!’” 

Prog’s heyday coincided with the first
golden age of the British outdoor music
festival.  Rick Wakeman of Yes, 
remembers – “it really was about the
music. Yes there was a bit of pot 
smoking and hippies dancing ... but in 
the beginning the primary focus was 
the music” Festivals provided a way for
youngsters from all over the country
who couldn’t make the London clubs, 
to get to experience live performances 
featuring the prog rockers of the day,
and many would stand in rapt adoration
through all weathers, often soaked to
the skin and knee deep in mud, 
watching their idols perform. 

Pete Sinfield (co-founder of King 
Crimson along with Robert Fripp), 
refused to play anything that sounded
like anyone else. “It had to be more
complicated ... have more expansive
chords, strange influences ... if it
sounded too simple we would make 
it more complicated so we’d play it in
5/8 tempo just to show off.” 

King Crimson’s first chance to ‘show off’
was in the Summer of 1969, playing with
The Rolling Stones in Hyde Park. They
unleashed their highly rehearsed sound
on an unprepared audience. Members of
Yes were watching from the sidelines
and Bill Bruford recalls “We were scared

PART TWO OF OUR PROG ROCK SERIES



to death. Nobody knew rock musicians
could play like that.  To execute rapid
passages, so loud, so precise, in unison,
then quiet ... it was scary. This was the
best group in the world!”

The amount of musical ability, skill and
talent that went into their debut album
‘In the Court of the Crimson King’ was
extraordinary.  If you were around at the
time you can likely remember the iconic
album cover (with artwork by Barry 
Godber). The album is one of the first
and most influential of the progressive
rock genre and combines blues with 
elements of jazz, classical and 
symphonic music. 

The grandiosity that defined King 
Crimson was very much missing from
the whimsical music still coming out of
Canterbury. Jonathan Coe: “with the
Canterbury scene you have progressive
music at its most melodic ... a kind of
British melodic tradition, which maybe
has to do more with 20th century 
classical music that pop music. You hear
distant echoes of Vaughan Williams and
Britten and that kind of thing.”

If Kent Grammar Schools were a 
breeding ground for prog rockers, it was
a public school in Surrey (Charterhouse)
where one of the most successful of all
the prog bands – Genesis – were
formed.  A group of young scholars
began to see progressive rock as a way
of dodging the stablishment professions 
for which they were being groomed.  

Tony Banks: “We were at a school that
was shaping people to go out into the
civil service. You often talk about music
as being as escape from poverty as it
was in the 40s and 50s, but for us it was
an escape from the pre-determined, 
albeit privileged, career choice of our

parents.”

Mike Rutherford: “I was
banned from playing the
guitar at Charterhouse.  
I don’t quite know why. 
I think they saw the 
guitar as a symbol of
revolution.”

Genesis (with Peter Gabriel) not only
thrived during the glory years of prog,
they were a rarity in that they survived
after it, going on to arguably even
greater success in the post Prog era
when drummer Phil Collins assumed
lead vocal duties. 

Progressive rock brought with it the
‘highly accomplished player’ - the
named musician.  As mentioned before,
many of those at the forefront of the
movement were classically trained and
musically competent, if not exceptionally
gifted players.  It was in 1970 of course
that prog’s first ‘supergroup’ came 
together – The Nice’s Keith Emerson 
(keyboards) – King Crimson’s Greg
Lake (bass), Crazy World of Arthur
Brown’s Carl Palmer (drums). 

ELP’s musicianship and crowd pleasing
antics, took ticket sales to new heights.
Prog was now very big business and it
was the era of the album – the more
grandiose the better – ambitious music
required ambitious presentation.  What
began in 1967 with The Beatles’
‘Sergeant Pepper’ became the norm.
Groups competed for the most 
imaginative and artistic sleeve artwork,
the ‘gatefold’ sleeve became a thing –
opening out to provide more space for
more detailed sleeve notes and ever
more elaborate artwork.    

Keyboard wizard Rick Wakeman of Yes
remembers “It was a whole event. 
Getting the album. Getting it home, 
putting it on the record player, reading
all the bits and pieces, reading about it,
holding it, it was absolutely fantastic.”

And then of course there was the
recording process itself. The vague
democracy adopted by many prog
bands in the studio meant that albums
could take an age to record, with 
debates and discussions and everyone
making suggestions and adding their
bit.  Yes’s most commercially successful
album Close to the Edge took months to

record and Bill Bruford remembers
“there were a whole lot of writers in the
band – can I trade your idea for my
idea? ... I’ve got this bass run I’d like to
do something with ... can you imagine
five guys writing a book?  It was like
horse trading and muscle power and the
guy with the thickest skin won out.” 

“We also heard it had taken Simon and
Garfunkle three months to make Bridge
over Troubled Water, and we thought ‘By
golly, our next album is going to take
three months and a day!’  This was the
infantile way we behaved.”

After Close to the Edge, Bruford 
defected from Yes to King Crimson and
found things were done very differently.
“In Yes there was endless debate about
should it be F natural in the bass with a
G sharp on top, or should it be the other
way around? In King Crimson almost
nothing was said ... you were just 
supposed to KNOW.”  

Despite the success of Prog through live
performance and albums, the singles
charts were dominated by ‘Glam’ artists
like T Rex, The Sweet, Slade, Roxy
Music, Rod Stewart and so on. Unlike
Prog, Glam rockers had a large female
following, whereas prog mainly 
appealed to a male audience. 
Mont Campbell of Egg recalls, they
had enough on their hands playing 
complicated arpeggios “Can you 
imagine me doing pelvic thrusts on
stage while playing in 25/8”?  

Phil Collins: “The fishing hats, great
coats, pipe and glasses ... it was very
male orientated. In those days the 
audiences were 95% male.” 

Prog now had such a loyal (male) fan
base that record labels were happily
signing new bands and letting them do
pretty much whatever they wanted to
do, both on stage and in the studio.  
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SIR KARL JENKINS
I first met Karl at the premiere of The Armed Man in

the Royal Albert Hall. It was quite clear to me that

here was a work that would grip the imagination of

the general public and would, in time, become a hit

with choral societies. 

In 2004 I proposed the idea of a national tour of 

Requiem to Karl, his publishers and EMI. The idea was

adopted and over the next couple of years I ran three

Karl Jenkins tours. The Requiem tour included Lancing

College Chapel as our Southern venue whilst the local

location for Stabat Mater was St Bartholomew's

Church, Brighton.  

I have always enjoyed working with Karl and admired

the skills he brings to his work. This was brilliantly 

illustrated to me when we had a bass singer in the

professional choir go sick half-way through our 

concert in Liverpool’s Metropolitan Cathedral. 

I conducted the first half whilst Karl conducted 

Requiem in the second half. I stepped into the 

breach and joined the basses, seated behind the 

percussionists. It was fascinating in one of the 

ladies’ numbers to follow the complex intricacies in

the delicate percussion parts: a detail that is all too

easily overlooked in the grand scheme of things. 

John Gibbons

www.karljenkins.co.uk

But it was not to last. The musical self-indulgence, the
grandiosity and pomposity meant that the Prog balloon was
about to burst – sooner rather than later. 

Bob Harris: “in 75/76 it all got over-indulgent. I remember
filming with ELP and they had three forty foot trucks with
their names painted on the top, so there was this moving
‘EMERSON, LAKE and PALMER driving across America”.

“This whole stadium thing, with Yes coming out of big petals
that opened ... there was a tipping point where the stage
design, presentation and everything else was taking over
the music in terms of importance.  And these bands were
trying to outdo each other.”

Rick Wakeman: “It was overblown, pretentious, completely
over the top and thoroughly pompous!”

Arthur Brown: “Then some people came along who
thought, we could make this sexy ... and you got Queen,
who had a lot of prog elements but wanted to get back to
having tunes and devastating emotional climaxes instead 
of intellectual doodlings.”

When Peter Gabriel left Genesis in 1975 to go solo, Phil
Collins became the front man.  A new Genesis became 
even more successful with Trick of the Tail an album that 
marked a return to simpler and shorter songs. 
Phil Collins: “Some of the things that became simplified or
shortened or ‘commercialised’ is the dirty word, they kind of
think that was my fault.  And I won’t take the glory, or the
blame, for any of that.”

Mike Rutherford: “After Peter left you became conscious
that we can’t keep doing what we’ve always done. These
long half hour concept albums.  We thought, ‘we’ve kind of
done that you know’ and you move on a bit.”

By the mid 1970s it was virtually all over. Across the horizon
was Punk – and it was back to basics, with a vicious 
return to three chord pop, often played on out-of-tune 
instruments, with angry lyrics shouted rather than sung.
Prog rockers were already being seen as musical dinosaurs,
even though some were still only in their late 20s/early 30s!  

Last word goes to Rick Wakeman:  

“You initially grow up with the music that the 
generation before you – your parents – have chosen.
And you don’t want it.  My mum and dad used to listen
to Pearl Carr and Teddy Johnson. I didn’t want to listen
to bloody Pearl Carr and Teddy Johnson, so along
comes The Who and bands like that and it’s ‘Yes, 
absolutely, that’s what I want’.  And it belongs to you.
Prog rock to some extent, killed the pop bands.  Pop
bands killed the crooner .... and punk killed prog rock.”

Martha Morris

This article is inspired the BBC documentary programme:

‘Prog Rock Britannia: an Observation in Three Movements’ 

– with all quotes coming directly from it.

Information and Clips about the programme can be 

found here: www.bbc.co.uk/programmes/b00g8tfv
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MY MUSICAL INFLUENCES

 Martin Turnlund is the Fixer for  
WSO (the person responsible for
finding and engaging the wonderful 
musicians we hear on stage at 
WSO concerts). Martin has been a
professional musician for his entire
working life and WSO’s Fixer for the
last ten years or so. 

“When I was asked to name five pieces
of music that have played an important
part in my life, my mind went blank.
“It's blank anyway”, I can hear my 
colleagues of WSO exclaim!  There 
are so many to choose from, but I 
have decided to break it down into 
five chapters of my musical life.

The most important (and the one that
has been most continuous throughout
my career) is the Beethoven Violin 

Concerto.  This has always been the
piece that I have chosen to play for 
auditions. Most people choose Brahms,
Tchaikovsky or Mendelssohn but I
opted for the Beethoven after listening
to the Josef Suk recording with Karel
Ancerl and the Czech Philharmonic.  I
studied it in my last year at the RAM
with the late great Hugh Maguire.

In my early 20s I decided I wanted to
play abroad. A friend of mine had just
returned from playing in the 
Gulbenkian Orchestra in Lisbon and
told me that he was going to audition
the next week for an orchestra in
Venezuela.  Knowing that I wanted to
travel he suggested that I audition too.
I blew the dust off the trusty Beethoven
and trundled along.  Two months later I
arrived in Maracaibo for a two year
contract that lasted for three and a half
years. During my time there we under-
took an 8-week tour of the USA,
Canada and Mexico. One of the pieces
we took on this tour was Brahms 1

which happens to have cropped up a
lot, not only in performances with 
various orchestras but the opening
page is a favourite excerpt for 
auditions!!

After leaving Venezuela I returned to
London and resumed freelancing. 
One afternoon I received a call from the
librarian of an orchestra I had worked
with, informing me that the opera
house in Lisbon were looking for 
players and that the audition was the
next morning!!  The Beethoven came
out again. A week later I was in Lisbon
where I remained for over seven years.
It was at this time that I really began to
enjoy playing opera and my favourite
composer was Puccini.  I think of all his
operas Tosca was the one I enjoyed
the most and we were fortunate
enough to perform it with Placido
Domingo.  By the time this came along
I had worked my way up the ranks
from the middle of the second violins to
co-leader of the orchestra, with some
help from my trusty friend Beethoven!
One of my first duties was to lead the
orchestra and play the solos in the 
ballet Swan Lake.  However I would
pick Tosca as my favoured piece from
this chapter for its brilliant, dramatic
effect and incredible orchestrations.

Upon returning to London, where I
stayed for the next 20 years, I changed
course and though I remained under
the stage, my life revolved around West
End musicals.  After a brief year or so
as an extra with the Royal Philharmonic
Orchestra I was asked to play the first
violin in Kiss of the Spiderwoman, this
lead to leading at Sunset Boulevard

and my final task in the West End at
Les Miserables, for 9 years.  
I guess I would pick Sunset as 
my album from this period.  
Though there are great songs 
in Les Mis, the orchestrations 
of David Cullen and diversity of 
songs are more interesting.

After retiring from music 
performance to sunnier climes 
a very interesting job opportunity 
came my way.  

I was asked to go to Doha, Qatar to
teach soldiers to play the violin!!  The
project lasted a year and whilst there 
I had to teach them ensemble and 
orchestral playing.  In the middle of the
year, shortly after Ramadan, I was
asked to prepare and conduct them in
a performance of Mozart’s Eine Kleine

Nachtmusik.  It was a very rewarding
challenge which they rose to with great
enthusiasm and the performance for
their Brigadier, himself a violinist, was
a huge success.  It was an amazing
privilege to have spent time with these
boys who joined the army to become
soldiers but ended up being musicians. 

I have had a very interesting career in
music, made some very good friends
and lived in and experienced very 
different cultures.  I hope these choices
convey that diversity.  If I could have
chosen more pieces, I would have 
included My Way with Frank Sinatra,
who I worked with early in my career.  

The New World Symphony, my first
ever piece as fixer of WSO!!  And where
I made my debut as a percussion
player at the Chichester Festival in
2018!!  I could go on but enough is
enough.” 

Thank you.

Martin Turnlund

“If I could have chosen more pieces, I would 

have included ‘My Way’ with Frank Sinatra,

who I worked with early in my career.”
Photo: Frank Sinatra as Tony Rome - public domain



in the tenor in each movement, 
unornamented.  This is the only cyclic
setting of the mass Ordinary which can
be attributed to him. In fact, the OHM
attributes two full Kyrie Gloria, three
Gloria Credo, two Sanctus Agnes, 
nineteen fragmentary settings and
some sixteen other pieces to Power.

There are several CD recordings with
the works of Power as part of their
repertoire, with one devoted jointly to
the works of Power and Dunstaple.
There is, however, one devoted solely
to his work – Leonel Power: Masses
and Motets by The Hilliard Ensemble.

JOHN DUNSTAPLE (C1390 – 1453)
Dunstaple was one of the most one of
the most well-known composers of 
the early 15th century, and was widely
influential in England and on the 
continent, especially the developing
style of the Burgundian School.

He was probably born in Dunstable,
Bedfordshire and there is conjecture on
whether his name should be spelt with
a ‘b’ or a ‘p’. His birthdate derives from
his earliest surviving works (from
around 1410 – 1420) which imply a
birth date of around 1390. Nothing is
known of his educational or musical
background.  He was clearly a highly
educated man, though there is no
record of his association with either
Oxford or Cambridge universities.

He is believed to have been in the
service of John of Lancaster, 1st Duke
of Bedford (fourth son of Henry IV and
brother of Henry V).  As such he may
have spent time in France as the Duke
was Regent of France during the period
1423 to 1429 and then Governor of
Normandy from 1429 until his death 
in 1435. Dunstaple appears to have
owned property in Normandy as well
as in Cambridgeshire, Essex and 
London, according to tax records of
1436. After the death of another 
patron, the Dowager Queen Joan, 
in 1437, he was in the service of
Humphrey, Duke of Gloucester (fifth
son of Henry IV).

Unlike the majority of composers of this
time, he was most likely not a cleric,
though there are links with St. Albans
Abbey.  He was probably married,

based on the record of women sharing
his name in his parish.  He also owned
a manor in Hertfordshire.

He had a contemporary reputation as
an astronomer, astrologer and 
mathematician (a volume in the
Bodleian Library, in the hand of William
Worcester, acknowledges that certain
information has been copied from 
Dunstaple’s writings). Some of his 
astrological works survive to this day
and may well be in his own hand.

He died on Christmas Eve 1453, as
recorded in his epitaph, which was in
the church of St, Stephen, Walbrook in
London (destroyed in the Great Fire of
1666).  This was also his burial place.
The epitaph stating he had “secret
knowledge of the stars. was reinstated
in the church in 1904.

Dunstaple’s influence on Europe’s 
musical vocabulary was enormous,
considering the paucity of his 
attributable works. He was recognised
for possessing something never heard
before  – la contenance angloise (the
English Countenance) – a term used 
by poet Martin le Franc in his ‘Le
Champion des Dames’. 

The ‘contenance angloise’, was likely a
reference to Dunstaple’s stylistic trait
of using full triadic harmony, along with
a liking for the interval of the third.  
Assuming that he had been on the 
continent with the Duke of Bedford,
Dunstaple would have been introduced
to French faux-bourdon; borrowing
some of the sonorities, he created 
elegant harmonies in his own music
using thirds and sixths. Taken together,
these are seen as defining 
characteristics of early Renaissance
music, and comments by Le Franc and
others suggest that many of these
traits may have originated in England,
taking root in the Burgundian School
around the middle of the century.

The musical output of Medieval 
England was prodigious, yet almost all
music manuscripts were destroyed
during the Reformation. Most of 
Dunstaple’s work has had to be 
recovered from continental sources
(predominantly those from northern
Italy and the southern Alps). It can
therefore be assumed that his fame
must have been widespread.  

GREAT BRITISH COMPOSERS
Having discussed composers
from the Medieval era in the
previous edition, we now move
on to those who cross over 
between the Medieval and 
Renaissance eras.

LEONEL POWER (C1370 – 1445)
(also spelled Lionel, Lyonel, Leonellus
and Leonelle) was one of the major
figures in English music in the early
15th century.

Documents dating from the early
1440s refer to him as a native of Kent.
Stylistic analysis of his music, as well
as his probable age during known 
appointments, show that he may have
been born 1370 to 1385.  There was
one suggestion, by W. H. G. Flood in 
his 1905 publication A History of Irish
Music, that Power may have been Irish,
but this is now discounted.

The earliest dated reference to Power
refers to him as an instructor to the
choristers of the household chapel of
Thomas of Lancaster, 1st Duke of
Clarence, who died in 1421.  The next
reference to him is from 14th May
1423, when he joined the fraternity of
Christ Church, Canterbury.  He almost
certainly served as choirmaster of the
cathedral and may also have been 
employed by John of Lancaster, 1st
Duke of Bedford,  Power died on 5th
June 1445 and was buried the next
day. There are several notices of his
death which survive to this day.

While Power’s output was slightly less
than that of John Dunstaple (there are
40 extant pieces that can be attributed
to him) his influence was similar. He is
the composer best represented in the
‘Old Hall Manuscript’ (OHM)*, one of
the only undamaged sources of English
music from the early 15th century.
Most manuscripts were destroyed 
during Henry VIII’s Dissolution of the
Monasteries (1536 - 1540).

Power was one of the first composers
to set separate movements of the 
Ordinary of the Mass which was 
thematically unified and intended for
contiguous performance. The OHM
contains his mass based on the Marian
antiphon, Alma Redemptoris Mater, in
which the antiphon is stated literally 



Two problems face musicologists of 
the 15th century – firstly determining
which surviving anonymous works
were written by which composers –
and, second, unravelling conflicting 
attributions.  This is made even more
difficult for English composers such as
Dunstaple because scribes in England
often copied music without ascription.
Many works published in Dunstaple’s
name have other, equally valid 
attributions in different sources to 
other composes, including Gilles 
Binchois, John Forest and Leonel
Power ... and vice versa.

Works attributed to Dunstaple include
two complete masses, three sets of
connected mass sections, fourteen 
individual mass sections, twelve 
complete isorhythmic motets (including
the famous one which combines the
hymn Veni creator spiritus and 
sequence Veni sancta spiritus, and the
less well-known Abanus roseo rutilat),
as well as twenty-seven separate 
settings of Marian antiphons, such as
Alma redemptoris Mater and Salve
Regina, Mater misericordiae. 
He was one of the first to compose
masses using a single melody as 
cantus firmus.  A good example of this
technique is his Missa Rex secutorum.

He is believed to have written secular
music, but no songs in the vernacular
can be attributed to him with certainty.
The French-texted rondeau Puisque
m’amour is attributed to him in two
sources and there is no reason to doubt
his authorship. The ballade remained
the more favoured form of English 
secular song at this time and there is
limited opportunity for comparison 
with the rest of his output. The popular
melody O rosa bella, once thought to
be by Dunstaple, is now attributed to
John Bedyngham. Yet, because so
much of the surviving 15th century
repertory of English carols is 
anonymous, and Dunstaple is known to
have written many, scholars consider it
likely that some of those anonymous 
carols are by Dunstaple.

There are a few recordings of his work
available. Most notable is Power &
Dunstaple: Masses and Motets by The
Hilliard Ensemble, and John Dunstaple:
Musician to the Plantagenets by The
Orlando Consort.  

OLD HALL MANUSCRIPT
We have been asked where information
on these early composers comes from.
There are sources such as the 
Encyclopaedia Britannica, but the main
source for Medieval and early 
Renaissance eras is the Old Hall 
Manuscript (OHM).

The OHM (British Library, Add MS
57950) is the largest, most complete
and significant source of English 
sacred music of the late 14th/early 15th
centuries. The manuscript survived the
Reformation and formerly belonged to
St. Edmund’s College, a Roman Catholic
School located at Old Hall Green (hence
its name) in Hertfordshire. It was sold to
the British Library after an auction at
Sotheby’s in 1973.

The manuscript contains 148 
compositions, 77 of which are written
in score rather than in separate parts.
Most of the pieces are settings of parts
of the ordinary Mass and are grouped
by section, in other words the settings
of the Gloria are together, as are the
settings of the Credo, Sanctus and
Agnus Dei. Between these grouped 
settings are some motets and pieces
related to the conductus.

The OHM was compiled in the early
15th century, probably over a period of
about 20 years. The hands of several
copyists are identifiable and some of
them may be those of the composers
themselves.  Recent research has 
suggested that work on the manuscript
ended with the death of Thomas, Duke
of Clarence, in 1421, a somewhat later
date than was previously thought. 
This date allows the fitting into the
chronology of the most recent piece in
the manuscript, the wedding motet by
Byterring, which was almost certainly
written for the marriage of Henry V to
Catherine of Valois on 2nd June 1420,
as well as a group of motets by several
composers, the titles of which closely
match written accounts of the music
played at the celebration of the victory
at Agincourt in 1415.

Various musical styles and techniques
are represented, including English 
descant, treble-dominated works,
isorhythmic compositions and canons.
A complex Credo (No. 75 in OHM) 
includes a three-voice mensuration
canon among its five voices; it is 
notated in black, red and blue notes.

THE BURGUNDIAN SCHOOL
... was a dominant musical style of 
Europe during most of the 15th 
century, when the prosperous and
powerful dukes of Burgundy, 
particularly Philip the Good and Charles
the Bold, maintained large chapels of
musicians, including composers,
singers and instrumentalists. Among
the chapel members were Nicholas
Grenon, Jacques Vide, Gillas Binchois,
Pierre Fontaine, Robert Morton, Hayne
van Ghisegham and Antoine Busnois.
Guillaume Dufay (the most illustrious
Burgundian composer) was probably
never a regular member of the chapel,
he was associated with the ducal court
of Dijon as a musician and chaplain.

Despite Dufay’s developments in the
mass as a musical genre, the 
polyphonic chanson, or secular song, 
is the most characteristic expression 
of the Burgundian School.  Its clear
musical structure is based on the
stanza patterns of the ballade, rondeau
and virelai, written in the traditional
fixed forms of French poetry.  Early in
the 15th century, composers shifted
their attention from the intricate and
lengthy ballade to the simpler and
more concise rondeau.  This shift 
reflects the general tendency toward
greater simplicity, brevity and 
naturalness in the Burgundian 
chanson.  Typically, the chanson is
dominated by the vocal top part, in
which the melodic interest is greatest.
Of the two lower parts, the 
instrumental tenor is the most 
important, for it provides the main 
harmonic support of the soprano.
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1.  Does this sound like half a Native American?
(9)

6.  A pointless meal, composer of well-known vi-
olin concerto. (5)

8.  An answer written in the same key from Eton
always. (5)

9.  Part of the piano that sounds like a way to
cook a short huge man. (8)

10.  Bank a spider’s product with hesitation an
organist and composer. (5, 6)

12.  Series of single notes, a replaces point an
Italian opera house.  (5)

14.  Musical interlude found in an icicle. (3)

15.  London Opera House that John Ireland and
a London football team have in common. (7)

1.  Posers heard players of Indian lute. (6)

2.  English music critic and operatic author, male
and a girl. (4)

3.  Russian three-stringed instrument, similar to
a guitar! (9)

4.  Sounds like you call with first person hesita-
tion small brass instrument. (9)

5.  Orpheus’ operatic wife, European travel
sound diamond. (8)

6.  Brass instrument in a bug left here. (5)

7.  Ember jazz singer Rossini’s fairytale heroine.
(10)

11.  Shouts essential piece of an accordion. (7)

13.  Confused double a and a Madagascan gar-
ment where you may have come from if you
have a banjo on your knee. (7).

16.  These members of the flute family sound
like bananas. (5)

18.  Concerto by Bach or Mendelssohn sym-
phony European. (7)

21.  Girl and boy a third name, owner of a many
coloured garment. (6)

23.  Dance that sounds like a race! (5)

24.  Dilemmas and brass instruments? (5)

26.  The opposite of a flat with no start stringed
instrument. (4)

27.  Breeze, e.g., section of the orchestra. (4)

28.  I knew, perhaps, no king subject of many
songs. (4)

The answers to the crossword will
be published in the next edition of
Music Matters or you can check
them on our website at
www.worthingsymphony.org.uk

MUSIC CROSSWORD

CLUES DOWN

CLUES ACROSS

SOLUTION TO SPRING EDITION PUZZLE

16. Open and honest British Composer and tutor
of Britten (first name). (5)

17.  Messian’s intimate name for his wife, for
whom he wrote ‘Poemes pour ..’. (2)

19.  Welshman’s son and a dip with no ends a
Stravinsky ballet. (6)

20.  Musically depressed apartment? (4)

22.  The love of three of these will lead to a
Prokofiev opera. (6)

25.  A double-reed wind instrument played in
days gone by. (5)

29.  RN a lie translated 17th century English
lutenist and composer. (6)

30.  A large soft instrument! (5, 5)

31.  Highland musicians from seeds embracing
the Queen. (6)
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