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FROM THE CHAIRMAN 
 
 
 
 
Exciting News! 
 
In the recent survey which was kindly completed by so many of you there was a very strong 
preference indicated for our Club to offer live music events in London. Whilst the capital is not 
exactly short of live music, we know that our members appreciate and enjoy our own musical 
events with a distinctive difference. 
 
As announced by Malcom Rivers at our recent AGM, Mastersingers have very kindly agreed to 
arrange a series of quarterly musical events featuring many of the young artists they support.  
As is well known, Mastersingers have arranged a large number of superb events for us over the 
years and this is a continuation of the excellent relationship between our two organisations. At 
these events we have been privileged to hear young artistes early in their careers, many of whom 
have proceeded to win international recognition: the likes of James Rutherford, Lee Bisset, and 
Rachel Nicholls, to name just a few. 
 
You will find outline details of the planned programmes for this “Four Seasons” project on the 
following page. Dates and venues will be announced in our forthcoming quarterly newsletter, along 
with booking forms for all the events which are listed in this issue of Harmony. 
 
These events are costly to provide. They need your support if they are to continue on a regular 
basis, which is very much our aim. Please do come and join us! 
 
 
With very best wishes, 
 
 

Michael Bousfield 
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The resonance of the seasons in music promoting the talents of our young artists 
 

An exciting collaboration between The Music Club of London and Mastersingers 
 

To be presented by Michael Bousfield 
 

 
 
 
 

PROVISIONAL PROGRAMME 
 
 
 

October 2019: Autumn: The Baroque Period 
Handel, Monteverdi, Bach, Telemann, Vivaldi, Rameau, Purcell etc. 

 
 
 

February 2020: Winter: The Classical Period 
Mozart, Schubert, Haydn, Beethoven, Weber, Gluck etc. 

 
 
 

May 2020: Spring: The Romantic Period 
Schumann, Brahms, Chopin, Debussy, Elgar,  

Rachmaninoff, Delius, Bellini, Wagner, Smetana etc. 
 
 
 

July 2020: Summer: The Contemporary Era 
Britten, Messiaen, Henze, Stravinsky, Schoenberg, Bartok, Debussy, Ravel, 

Prokofiev, Copland, Gershwin, Ralph Vaughan Williams, Walton, Satie, Berg, Janacek, etc 
 
 

Full details will be appear in the September issue of Harmony 
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ANNUAL GENERAL MEETING 2019 
 

Ian Slater 
 
The Music Club of London held its 51st AGM on May 8th 2019 at the Lancaster Hall Hotel, 35 
Craven Terrace, London W2 3EL. As well as the Chairman, Treasurer and Secretary, four 
committee members and 31 other members were present. 
 
The Chairman’s and Treasurer’s reports had previously been posted to all members and the 
Secretary’s report was distributed at the meeting. The Treasurer’s reports led to discussion and 
questions which he answered. In particular he confirmed that strict financial controls including 
budgets and regular financial reviews are now in place. The accounts presented at the meeting 
had been examined. 
 
The Chairman’s report said that we need more committee members, more ideas and greater 
involvement on the part of the membership so if you could help please let us know. We need your 
help. 
 
The three reports were accepted. 
 
The Chairman, Treasurer and Secretary were re-elected. The Chairman however expressed a 
desire to stand down at the 2020 AGM. Candidates for his replacement will be sought by the 
committee.  
 
With the exception of Dave May, the other committee members were re-elected. Domestic matters 
precluded Dave’s further membership of the committee but he is willing to continue as Webmaster.  
His work in bringing our website up to date was recognised with our gratitude. 
 
Under AOB there was a useful discussion on future fund raising events and Malcolm Rivers made 
a very welcome offer for the involvement of the Mastersingers. Discussion between the committee 
and Malcolm has already started. You will soon be hearing more about our plans. 
 
After an interval for refreshments committee member Robert Mansell gave a most interesting and 
informative talk on the life and loves of Liszt, illustrated with a large range of his music. This was 
very well received by those present and is reported separately elsewhere in Harmony. 
 
Any member of the Club who wishes to see the minutes of the AGM is invited to contact the 
Secretary. The minutes will be sent by email if this is possible and otherwise by post. 
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NO WEDDING FOR FRANZ LISZT 
 

A talk by Robert Mansell for the Music Club of London AGM 
Lancaster Hall Hotel, 8th May 2019 

 
The full version of Robert’s talk is available on the Music Club of London Website. 

 
Using no fewer than 21 musical examples, Robert told us how Liszt performed in public for the first 
time at the aged of nine with a concerto by Ferdinand Ries and some improvisations of his own. 
Following piano tutoring in Vienna the 14 year old’s first opera was performed in Paris in 1825 
after which he hear the violinist Paganini (only 18 months his senior) which stimulated Franz to try 
to write similarly virtuosic music for the piano. Franz also met Frederic Chopin (who also was only 
one year older than him) at about the same time and they became firm friends. 
 
The charm that the good looking young man exerted on women was already beginning to make its 
presence felt and at the age of 21 he met the Countess Adèle de la Prunarède, later Duchess de 
Fleury, and spent some months at her lonely romantic chateau in the Alps. Then there was 
Countess Pauline Plater, one of many Polish aristocrats resident in the French capital, who was 
something of a connoisseur of musicians. 
 
In Paris Franz started giving piano lessons and among his pupils was the then 16 year old, 
Caroline de Saint-Cricq. When her father realised that the lessons were going on far too long after 
midnight Franz was turned out of the house and forbidden from coming back. 
 
In 1833 Countess Marie d’Agoult was among the guests at a party at which Liszt had been 
engaged to play.  Marie was 28 and trapped in an unsatisfactory arranged marriage to the much 
older Count. The brilliance and impulsive originality of the handsome young Liszt flooded her world 
with a dazzling new light.  Here was a promise of liberation enshrined in a figure who ‘conquered’ 
her the moment they set eyes on each other!  For Liszt the sudden total affection by an enchanting 
lady of high rank quite overwhelmed him. From the beginning the relationship was indeed true 
love, even though she was rather serious looking and handsome rather than beautiful. 
 
Some months later Franz and Marie eloped to Switzerland - but unusually her mother came too!!  
(Not for long though.)  Marie hadn’t told her mother that she was already pregnant!  The daughter, 
‘Blandine’, was born in December 1835. The baby was almost immediately left with a ‘wet nurse’ 
and the parents went off travelling, ending up in Italy where, two years later, another child was 
born on Lake Como and christened ‘Cosima’. A son was born in May 1839. Although the birth of 
this third child might indicate otherwise, they were in fact already drifting apart. In 1840 they 
travelled to London and played at Buckingham Palace for Queen Victoria; then three concerts for 
the Philharmonic Society.  The Countess Marie d’Agoult came too, but she was left while he went 
off to play for Lady Beresford, the Duchess of Cambridge and Lady Jersey and later the Duke of 
Beaufort.  His continual absences from her were partly the cause of their difficulties. Their 
separation gradually became more and more permanent. Franz placed the children with his own 
mother in Paris.  They never really knew their father (or their mother) and Liszt came into their 
lives only intermittently but he always managed to provide financially for them and their education.   
 
Another reason for Liszt’s separation from the Countess d’Agoult may well have been her jealousy 
over his interest in and attraction to and for other women!  Some of the those who he ‘entranced’ 
along the way included Countess Potocka, actress Charlotte Hagn, singers Karoline Unger and 
Pauline Viardot, courtesans Marie Duplessis and the colourful Spanish dancer Lola Montez, who 
was then between monarchs (the Tsar of Russia and King Ludwig the First of Bavaria). One 
particularly infatuated admirer to mark her territory stood naked on the balcony of Liszt’s room to 
show the world what had apparently just taken place!  
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In 1847 Franz gave a recital in Kiev and the next day he received from a wealthy aristocrat a letter 
containing a substantial donation to the charity fund for whom he had been playing. The following 
day he went there to pay his respects to this benefactor, Princess Caroline zu Sayn-Wittgenstein.  
She was 28 years old and he was 36. When she was 17 her father had forced her to marry Prince 
Nicholas Sayn-Wittgenstein. A year after the wedding she bore him a daughter, but separated 
from him soon after and returned to the family country seat. As well as a huge amount of money 
she was, like Liszt, possessed of a very strong religious conviction and she rapidly became his 
counsellor and conscience. 
  
Six months after their having met Liszt gave his final concert as a professional pianist, thereafter to 
be composer, conductor, writer and teacher. He had previously been offered the position of 
Kapellmeister at Weimar. Now, he fled there with the Princess, escaping from her husband, after 
she had filed a divorce petition against him. 
 
The Grand Duchess at Weimar, Maria Pavlova, was an admirer of Liszt and the sister of Tsar 
Nicholas the First of Russia. Liszt hoped that she would intercede with her brother to have 
Caroline’s marriage annulled so that she would be free to marry him. Instead the Tsar ordered her 
to return to Russia on pain of banishment and the sequestration of her great estates. 
 
The Princess knew nothing very much about music and neither did she sing or play an instrument, 
but Franz loved her all consumingly. She loved him no less intensively for his genius and she was 
an excellent hostess. She dispensed a truly regal hospitality, receiving and waiting upon her 
guests in sovereign style. 
 
Finally, Carolyne’s husband Prince Nicholas decided to sue for divorce because he wished to 
remarry. The Princess went to Rome to plead her case and in August 1861 the Cardinals granted 
the divorce. Liszt joined her in Rome where she had made huge preparations for the wedding to 
take place the following day: his 50th birthday.  For several days she had been most expensively 
decorating the church for the service. However a messenger from the Vatican delivered a Papal 
decree ordering a postponement of the wedding because matters concerning her divorce needed 
to be investigated. To her this was the ultimate blow of fate; her will was now broken and she gave 
up the fight. The martyrdom of these two romantic souls began. They never lived together again. 
 
For Liszt the denial of his marriage to the Princess never ceased to be a source of pain and 
sorrow. They continued living in Rome - close together yet apart. Liszt turned to religion. In 1863 
he went to live in a monastery on the outskirts of Rome. He lived in spartan conditions of one 
small room with a table and chair, pictures of saints on the walls, a marble cast of Chopin’s right 
hand and a battered out-of-tune upright piano with one note missing!!  In 1865 he took minor holy 
orders, was tonsured, and for the rest of his life wore a cassock and wished to be known as the 
Abbé Liszt.  
 
Liszt’s religious state however did not prevent him from continuing to have interest in complex 
female relationships. He was now spending about a third of each year back in Weimar where the 
Baroness Olga von Meyendorff also took up residence to be near him (her Baron having died 
unexpectedly young). She liked to be called ‘Your Excellency’ and was very jealous of Liszt’s 
younger female students. Another young lady who attached herself to Liszt at this time was Olga 
Janina, who claimed to be a Cossack Countess, although in reality she was neither a Cossack nor 
a Countess!  
 
For some time Liszt was looked after by another adoring young lady: Lina Schmalhausen. By now 
he was seriously ill but he went to Bayreuth to visit his daughter Cosima. Pneumonia in those days 
was incurable. He died there and is buried in Bayreuth cemetery. Seven months later the Princess 
Caroline zu Sayn-Wittgenstein died and was buried in Rome. 
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Music Club of London Programme: Summer/Autumn 2019 
 

CHIAROSCURO QUARTET 
 

11.30am Sunday 28th July 
Wigmore Hall, 36 Wigmore Street 

 

 
 

Beethoven String Quartet in C minor Op 18 No.4 
Schubert String Quartet in D minor D810 Death and the Maiden 

 
 

Tickets: £14 including coffee/sherry/juice 
 

Please note on the application form if you would like to have lunch after the concert. 
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Music Club of London Programme: Summer/Autumn 2019 
 

 
 

7.30pm Saturday 10th August 
St Martin-in-the-Fields, Trafalgar Square 

 
Bach  Concerto in E 
Purcell Chaconne 
Finzi  Two pieces for strings 
Bach  Air on a G string 
Vivaldi  La Stravaganza No. 6 
Vivaldi  The Four Seasons 

 
 

The Trafalgar Sinfonia was founded in the early 90s by its musical director Ivor Setterfield.  
Formerly known as the New Soloists Orchestra, it has built a reputation as one of London’s most 
dynamic and accomplished ensembles 
 
 

 
 
 

Tickets: £29 
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Music Club of London Programme: Summer/Autumn 2019 
 
 

 
 
 

 
 

With Southbank Sinfonia 
Directed by Stuart Barker 

 
7pm Thursday 5th September 

Peacock Theatre, Portugal Street 
 

 
 
The classic Cinderella story with a human touch. Without a fairy godmother or a pumpkin coach, 
our heroine has to depend entirely on true love and the kindness of others to make her dreams 
come true – the exact opposite of what she gets at home. 
 
The drama, whose full title is Cinderella or Goodness Triumphant, focuses on the adventures of 
Angelina, a frail and brilliant heroin for whom Rossini has reserved his most tender melodies, 
deliciously interwoven with those of Prince Ramiro. Suddenly the voices sparkle, flow forth and 
mingle in arias and ensembles punctuated with clever puns and witticisms: The composer wrote 
this highly successful piece when he was only 24. 
 
The next generation of opera stars perform Rossini’s captivating work right at the start of their 
professional careers. 
 

Tickets: £25 (This is an approximate price) 
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Music Club of London Programme: Summer/Autumn 2019 
 

MILES DAVIS 1959 
Kind of Blue plus Porgy and Bess 

 

 
 

7.30pm Saturday 21st September at 7.30 pm 
Cadogan Hall 5 Sloane Terrace 

 
The Jazz Repertory Company continues its celebration of music from the 1950s by paying tribute 
to Miles Davis, one of jazz history’s most revered and influential musicians. 
 
60 years after its release Kind of Blue remains the best selling album of all time with over million 
copies sold. 
 
The accomplishments of Davis and bandleader Gil Evans rank as one of the most celebrated 
collaborations in jazz history. 
 
Porgy and Bess was Davis second outing with Evans and featured some of the most beautiful 
work of their careers. The delicacy of Evans’ work on his albums with Davis is breathtaking using 
instruments seldom heard in jazz – oboe, alto and bass flutes, French horns bass clarinets and 
tuba to create a gorgeous backdrop for the solo trumpet 
 
Taking the role of Miles will be Freddie Gavita and the evening will be presented by music 
journalist, author and TV presenter Davis Hepworth. 
 

 
 

Tickets: £19 
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Music Club of London Programme: Summer/Autumn 2019 
 

GUILDHALL SYMPHONY ORCHESTRA 
 

7.30pm Friday 27th September 
Barbican Hall, Silk Street 

 
Guildhall Symphony Chorus 
Guildhall Symphony Chorus 
 
Guildhall Jazz Orchestra 
Guildhall Jazz Singers 
 
Rachmaninov The Bells 
Gershwin  Rhapsody in Blue 
Duke Ellington Sacred concerts (excerpts) 

 

 
 
The evening begins with Rachmaninov’s epic choral symphony The Bells, featuring a new English 
translation by Stephen Plaice and showcasing the Guildhall Symphony Orchestra and Chorus 
conducted by Head of Opera Dominic Wheeler. 

For the second half of the concert Guildhall Jazz musicians and singers take to the stage for a 
programme including a jazz orchestra arrangement of Gershwin’s famous Rhapsody in Blue, plus 
selections from Duke Ellington's Sacred Concerts – described by the composer as “the most 
important thing I have ever done” 
 

Guildhall School is a vibrant, international community of young musicians, actors and production 
artists in the heart of the City of London. Ranked the UK’s top conservatoire in the Guardian 
University Guide 2019 for Music and selected as one of the top ten performing arts institutions in 
the world (QS World University Rankings 2019). The School is a global leader of creative and 
professional practice which promotes innovation, experiment and research, with over 1,000 
students in higher education, drawn from nearly 60 countries around the world.  
 

Tickets: £5 
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Music Club of London Programme: Summer/Autumn 2019 
 

DON GIOVANNI 
 

12pm Thursday, 3rd October 
Royal Opera House, Covent Garden 

 

 
 

Kasper Holten’s visually striking production accentuates the beauty of Mozart’s dazzling 
tragicomedy. The visually spectacular set by award-winning designer Es Devlin features ingenious 
video designs by Luke Halls which provide an insight into the characters’ thoughts and emotions. 
But at the production’s heart are the beauty and invention of Mozart’s dazzling score 
 
 

The impulsive, charismatic Don Giovanni is a serial seducer, accompanied by his long-suffering 
servant Leporello. But when Don Giovanni commits murder, he unleashes a dark power beyond 
his control. Don Giovanni continues to seduce and betray with his usual rapacity. Haunted by the 
ghost of the murdered man, he decides to invite him to dinner. The ghost urges him to repent – but 
Don Giovanni refuses.  
 
 

Don Giovanni is the second of Mozart’s landmark collaborations with librettist Lorenzo da Ponte 
(after The Marriage of Figaro and before Così fan tutte). In it they created a work that has beguiled 
and entranced in equal measure since its premiere in 1787. Perfectly situated, as no other opera, 
between tragedy and comedy, this potent drama combines glorious music with a seductive central 
character who is endlessly fascinating in his complexity. 
 
 

Tickets: £45 
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Music Club of London Programme: Summer/Autumn 2019 
 

HAPPY BIRTHDAY CLARA! 
 

11.30am Sunday 6th October 
Kings Place 90 York Way, N1 

(  Kings Cross) 
 

I, Clara with Harriet Walter, narrator 
 

Pianist Lucy Parham celebrates a remarkable woman 
 

 
 

Scripted by Lucy Parham to celebrate the bicentenary of Clara Wieck Schumann’s birth in 1819, 
I Clara tells her extraordinary life story in her own words. 
 

Clara’s mother left the irascible musician Friedrich Wieck when Clara was young and he turned his 
daughter into a musical ‘project’ He would fly into rages if she played the piano badly. But he also 
took her to operas and made sure she was learning things necessary for a concert pianist’s life.  
The reason Friedrich famously disapproved of her betrothal to Robert Schumann was that he 
raised her to be a soloist. But she married Robert and produced eight children, funding the family 
by giving concerts all over Europe and composing for piano, orchestra and choirs 
 

 
 

Tickets: £19.60 
 

Lunch is available at Kings Place after the concert. 
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Music Club of London Programme: Summer/Autumn 2019 
 

THE SLEEPING BEAUTY 
 

1.30pm Saturday 9th November 
Royal Opera House, Covent Garden 

 
Journey with the Royal Ballet to an enchanted world of princesses, fairy godmothers and magical 
spells in this landmark production of Petipa’s classic ballet to Tchaikovsky’s glorious music. 
 

 
 
The wicked fairy Carabosse is furious she wasn’t invited to Princess Aurora’s christening. She 
gives the baby a spindle saying that one day the Princess will prick her finger on it and die. The 
Lilac Fairy makes her own christening gift, a softening of Carabosse’s curse. Aurora will not die, 
but fall into a deep sleep which only a prince’s kiss will break. 
 

The performance lasts about 3 hours, including two intervals 
 

 
 

Tickets: £45 
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Music Club of London Programme: Forward Planning 
 

COPPELIA 
Royal Opera House Covent Garden 

2pm on 4th January 2020 
 

A classic returns to the Royal Opera House with Ninette de Valois’ 
charming and funny ballet of love, mischief and mechanical dolls. 

 

 
 

Toy maker Dr Coppélius seems to have a beautiful young woman in his house: Coppélia, who sits 
and reads on his balcony. Franz and his fellow young villagers are curious about her and how she 
ignores them all. Franz’s fiancée Swanilda is not pleased by Franz’s interest in another woman, 
but equally curious. When Dr Coppélius goes to the local tavern, the young villagers slip into his 
house to introduce themselves to the strangely silent young woman. 
 

In the house, they are astonished by several mechanical dolls, including Coppélia. Coppélius 
returns and throws them all out – except Swanilda, who hides and takes Coppélia’s place. When 
Franz climbs in through a window, Coppélius drugs him and attempts through magic to put his 
lifeforce into the mechanical Coppélia. Swanilda is able to trick him into believing his spell has 
worked. In the inevitable happy ending, Coppélius is placated, and Swanilda happily united with 
Franz as the villagers celebrate their new town bell. 
 

The intricate choreography is set to Delibes’ delightful score and shows off the technical precision 
and comedic timing of the whole Company. Osbert Lancaster’s designs bring a colourful storybook 
world to life in this Christmas treat for the whole family. 
 

Please indicate on the booking form if you are interested in seeing this production 
so that I have an idea how many tickets to reserve. 

 

The price will probably be £33. 
 

Do not send payment. 

Marjorie 
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Music Club of London Programme: Summer/Autumn 2019 
 

SEEDY SOHO 
 

10.50 for 11am Tuesday 23rd July 
 

Meet at Tottenham Court Road Station 
Main Oxford Street Exit 

 
Ann Archbold, a qualified London City guide, will lead a walk of approximately two hours around Soho, 
somewhat cleaned up today but notorious in the 1950s for the criminal gangs who operated there. 

Please indicate if you would like to have lunch in the area afterwards. 
 

Tickets: £9 members, £10 guests. 
 

Please apply to Mrs Jean Lines on the application form, 
enclosing an SAE and leaving the amount blank, stating an upper limit. 

 

THE LINNEAN SOCIETY 
 

10.50 for 11am Thursday 1st August 
Burlington House, Piccadilly, W13 0BE (  Green Park or Piccadilly Circus) 

 
The Linnean Society is the world’s oldest active biological society, having been founded in 1788. It was 
named after the Swedish naturalist Carl Linnaeus, who died that same year. Linnaeus travelled many 
thousands of miles around the world collecting specimens and he devised the system of taxonomy, the 
classification of plants and animals by genus and species, which is still in use today. 
 
The Society was founded by Sir James Edward Smith, himself a distinguished scientist and collector, who 
in 1829 acquired the collections, library and correspondence of Linnaeus, at the urging of Sir Joseph 
Banks, and the Society later purchased the collections and manuscripts of Sir James himself. During World 
War II the collections were removed to Woburn Abbey for safekeeping, a move facilitated by the 12th Duke 
of Bedford, himself a Fellow. 
 
Perhaps the most famous Fellow of the Society was Charles Darwin, who in 1858, along with Alfred Russell 
Wallace, presented a paper on his Theory of Evolution by Natural Selection, the first time it had been made 
public. Other Fellows notable in their particular fields included Edward Jenner, pioneer of vaccination, the 
Arctic and Antarctic explorers Sir John Franklin and Sir James Clarke Ross, the founder of Singapore.  
 

Tickets: £15 members, £18 guests. 
Please indicate if you would like to have lunch in the area afterwards. 

Ann Archbold will accompany the group, and applications should be made to Jean Lines. 

 
 

9.30am Saturday 7th September 
Departing promptly from opposite Marylebone Station 

TOUR OF AUDLEY END HOUSE 
 

Audley End House is a magnificent Jacobean mansion near Saffron Walden, built by Sir Thomas Audley, 
King Henry VIII’s Lord Chancellor and rebuilt on a massive scale by his grandson, Thomas Howard, Earl of 
Suffolk, making it one of the largest mansions in the country. While the State rooms give a flavour of life 
“upstairs” in the time of King James I, the Coal Gallery and Service wing show what life was like 
“downstairs”. The extensive gardens were remodelled by Capability Brown in the 18th Century. 
 
There will not be a guided tour, so you can enter the house any time, perhaps after taking lunch in one of 
the two restaurants, or picnicking in the gardens. This is an English Heritage property, so entry is free to EH 
members or members of the Art Fund. Please remember to bring your card on the day. Cost details and a 
booking form will appear in the Newsletter package to be mailed out shortly. 
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7pm Friday 11th October 
 

Society of Antiquaries, Burlington House, Piccadilly, London W1J 0BE 
 

 
 

TO BE INTRODUCED BY TONY PALMER 
 

Refreshments will be available before the screening 
at the Royal Academy Cafe (off the courtyard next door) 

 

Tickets; £20 (Members), £25 (Guests) 
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VISIT TO THE ROYAL SOCIETY 
7th May 2019 

 
Cath Alderson 

 
The tour combined a glimpse of items from the Archives connected with music, with historical 
information about the Society and its current home in Carlton House Terrace. One of our guides 
was the Royal Society’s Digitisation and Digital Resources Manager, an extremely knowledgeable 
young woman giving interesting answers to every question.  
 
The Royal Society was founded following a 1660 lecture to physicians and ‘natural philosophers’ 
by Sir Christopher Wren on mathematics (his other passion.) Charles II granted the group a Royal 
Charter in 1663, and his Mace is taken to any Council meeting where the Patron (the Monarch) is 
not present. The Council is a budgetary and administrative body, whereas the various Committees 
deal with scientific papers, grants and scientific advice to Government on public policy.  

 
 
The Charter Book contains the signature of the Charles II as 
Patron, and of every Patron, President and Fellow up to the 
present day. The Blazon (or crest) carries the motto ‘Nullius in 
verba,’ meaning “take no-one’s word for it.” The Society is an 
independent body presenting scientific ideas for discussion and 
verifying facts through experiment. From the beginning it was 
independent of the Stationers’ Company and therefore not 
subject to censorship by Government or Monarch. Fellows are 
elected, and the President is elected from the Fellows, serving a 
maximum of two terms of five years each. 
 

 
The Royal Society published Isaac Newton’s Principia Mathematica after Newton 
was urged by Edmund Halley to publish, and thereby prevent others from 
claiming the ideas as their own. The Royal Society supported James Cook’s first 
voyage to observe the Transit of Venus from Tahiti. The clock used on the 
voyage as a navigation aid continues to keep time in the library.  
 
Fellows of the Royal Society have included Isaac Newton, Robert Boyle, Joseph 
Banks, Joseph Hooker, Humphrey Davy, Lord Kelvin, Joseph Lister, Thomas 
Huxley, Ernest Rutherford, Albert Einstein (Foreign Fellow,) Frank Whittle, 
Alexander Fleming, Stephen Hawking and many Prime Ministers, such as 
Gladstone, Attlee, Macmillan and Wilson. 
 
There are Portraits on display of Charles II, Wren, Newton, Hooker, Tim Berners-Lee, Benjamin 
Franklin, Hans Sloane, Michael Faraday, Paul Nurse (a recent President) and one portrait painted 
by Hogarth, of Martin Folkes. In the early days the President may not have been a scientist, which 
explains why Samuel Pepys served as President.  
 
The first women to be elected as Fellows were Marjory Stephenson and Kathleen Lonsdale in 
1945. To date there has been no female President, although currently the Director is female, as 
are 50 per cent of Council members. The current President is the winner of the Nobel Prize for 
Chemistry, Venkatraman Ramakrishnan. Current Fellows include David Attenborough and the 
controversial figure Elon Musk.  
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As we are the Music Club of London, we were shown the text of a letter concerning a young JCWT 
Mozart (the same!) who had performed in Salzburg and whose style, taste and capacity were so 
exceptionally developed as to be worthy of scientific interest. We saw a copy of a diary entry by 
John Herschel, who succeeded his father William Herschel as Society President. John was both 
astronomer and musician and his diary showed a composition, a Lied melody. Also on display was 
a copy of a paper by Robert Hook on the emotional effects of vibrations from music.  
 
The Royal Society has had several homes over the centuries, moving from Burlington House to its 
current home in Carlton House Terrace in 1965. This building was converted from three houses, 
each decorated in an individual style. Part of the building was the Prussian Embassy, later the 
German Embassy and seized from Germany during World War II. This section features a marble-
lined hall donated to Hitler by Mussolini. The most luxurious section was owned by the Baring 
family of Barings Bank.  
 
The temporary exhibition had some curiosities on display, such as an Almost Perpetual Motion 
machine, comprising a bicycle wheel and weights that have been rotating for 40 years. My 
personal favourite was Isaac Newton’s own reflecting telescope from 1671, built to his design, with 
a drawing of the telescope by Henry Oldenburg from the following year. 

 
 

 
 

For your diary 
 

THE MUSIC CLUB OF LONDON ANNUAL DINNER 
 

Wednesday 15th January 2020 
 

The Sovereign Room RAF Club, 128 Piccadilly, London W1J 7PY 
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PROJECT VALHALLA: FELICITY PALMER'S MASTERCLASS 
St Cyprian's Church, Glentworth Street, 14th April 2019 

 
Katie Barnes 

 
Photography: Roger Lee 

 

 
 

As the second stage of Project Valhalla, Dame Felicity Palmer, fresh from her recent triumph in 
The Queen of Spades at Covent Garden, masterclassed Christie Cook, Harriet Williams and 
Maryia Krywaniuk in the Norns' scene from the Prologue of Götterdämmerung in Andrew Porter's 
English translation. 
 
In contrast to January's masterclass on Siegfried, which covered a range of scenes requiring a lot 
of acting as well as singing, this was an in-depth exploration of a single scene, possibly the most 
static in the Tetralogy. I found it interesting to experience the approach of a teacher, as it were, 
from the outside: Dame Felicity has not performed any role in this scene (although she has sung 
Fricka, which must have been amazing), and concentrated entirely on the words and music. 
"Singers have a certain approach to the text", which she wished to unravel. 
 

All three were singing beautifully, but she 
commented that their consonants were not clear 
enough and should be punched out more without 
singing any louder. "When there's a rest, keep 
the thought going through... you need to feel that 
the sisters are talking to each other". She 
enlarged on the energy of the vowel sounds: "we 
let vowels live, we provide ourselves with breath 
for the rest of the phrase... The consonants have 
to be there, or the audience won't hear the 
phrase. If you bring the vowels in, the consonants 
will follow... The smaller notes and words have to 
be there, but go for the key words if you can... 
Opening the vowel sets up what you will do in the 
next phrase". 
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As before, the workshop process brought out the differences in stress between the German and 
English texts. Porter's "and so we should sing as we spin" is a proposition, whereas the German, 
"Was spinnen und singen wir nicht?", is a question. After some discussion it was agreed to change 
the line to "...shall we sing as we spin?", to match the questioning inflexion in the music. Later it 
was agreed to substitute the more sombre "dawn" for "day". Elsewhere, Dame Felicity expressed 
dissatisfaction with the translation compared with the German - "heilige" has a rapturous sound, 
but "holy" sounds more solemn. The number of consonants in "World Ash Tree" makes it harder to 
sing than "Weltesche" and the singer has to work harder to make the English words heard. 
 
 
Time and again we returned to 
the importance of the words and 
of conveying the text. "We have 
to communicate. We put too 
much vocal stuff into it and have 
to strip some out... Keep the 
energy in the key words... The 
words are your friends if you use 
them in the right way". Natural 
delivery of the words is important: 
she encouraged Harriet Williams 
to speak her text while looking 
into a mirror and to reproduce the 
spoken sounds when singing. 
When she sang, almost 
murmured, "whisp'ring" to 
demonstrate how to colour a 
word, the effect was magical. 
 
 
"We want an English colour that comes as close as possible to the German... we are not taught to 
impart the flavour of the language." Singing in English is "a trial of how much audiences 
understand in the theatre." Much though she loathes surtitles, she considers singing in German 
with surtitles preferable to singing in English. 
 
 

          
                             Christy Cook                                               Maryia Krywaniuk                     
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In the second part of the masterclass Dame Felicity emphasised the importance of breath control: 
"We don't think about how we provide ourselves with breath. If you engage the vowel in the right 
way, the muscles provide you with enough breath for the phrase. Because you have a finite 
amount of breath, you eke out the sound instead of freeing everything. We forget that the body is a 
sounding board like a cello... Recitatives need to be expressed thoughts or a conversation, not a 
singer emoting". If the singer has a picture of where they are heading, they are less likely to need 
to breathe in the middle of the phrase.  
 

 
 

Imparting all this Norn-like wisdom to her three pupils meant that she had to work them terribly 
hard. The whole scene was dismantled and dissected virtually word for word. But when something 
went right they drew the most wonderful smile from her, and when they reached the end of the 
scene she praised their "really good work". 
 

 
David Edwards introducing the singers 
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A word with Dame Anne Evans 

 

 

 
Kelvin Lim 
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Camille Saint-Saëns 

SAMSON ET DALILA 
Aylesbury Opera: 2nd March 2019 

 
Ken Sunshine 

 

Photography by Vanessa Champion 
 

I had never heard of Aylesbury Opera until I saw an advert for Samson et Dalila to be presented 
as a fully staged performance at the Court Theatre in Tring. I was intrigued to note that the Musical 
Director was Kelvin Lim, that fantastic pianist I had met at so many Music Club of London, Wagner 
Society and Mastersingers events. 
 

Aylesbury Opera is a pro-am company mounting one major production a year since 1980. I have 
to admit that I was anticipating a production where enthusiasm and commitment battled to 
overcome self-conscious acting and less than perfect singing. I could not have been more wrong. 
 

 
 

Set in the grounds of Pendley Manor, the 200 seat auditorium has a relatively small stage and a 
somewhat cramped orchestra pit. This arrangement gives good close–up views of performers' 
faces and was perfect for Dalila's seduction scene but was too intimate for the crowd scenes. 
 

The home-grown elements, chorus and orchestra, 
were well up to the job of supporting the professional 
soloists. The latter were led by Brian Smith Walters 
as Samson, and Christie Cook as Dalila, as shown 
here. 
 

Christie Cook was seductive, beautiful, irresistible; 
even Tannhauser might not have escaped from this 
compelling Venus. Brian Smith Walters played the 
role of a muscular Jupiter. Andrew Mayor, the 
devious High Priest, skilfully pursued his political 
ambitions, hoping for the bonus of reward from 
Dalila. 
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Dancers from the Attitude School of Dance in Milton Keynes provided the ballet interlude and, 
although confined by the small stage, they gave a nicely choreographed performance. A five star 
award to the wardrobe team for producing perfect, realistic costumes. Nothing amateurish about 
their contribution. 
 
Kelvin Lim, clearly in control, conducted the small orchestra energetically and skilfully, always 
maintaining the important balance between instrument and voice. With his black hair, freed from 
pigtail, flowing like Samson’s I was left musing…. 
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CARMEN AT OXFORD OPERA 
Oxford Playhouse, 10th March 2019 

 
Roger Lee 

 

Who says opera can’t be fun? Founder and Artistic Director of Oxford Opera Stuart Pendred 
brought together a cast for no more than five days of rehearsal before they joined the orchestra 
and a 100-strong chorus for just one day to perform a storming Carmen to thrill a three-generation 
audience which was richly populated with opera “first-timers”. 
 

Involving a university choir, a county youth choir and children from eight schools across the city, 
this was truly a community production. Whilst the rehearsal time for the principals was incredibly 
short, preparations for the chorus had begun in the autumn term, providing a real experience of 
opera for young people from primary school age upwards. This drew proud parents in to support 
the project which so effectively extended its reach into local life. The result was exactly what 
Pendred had set out to achieve with this venture. He told me: “I’m interested in breaking down the 
perception of elitism which surrounds opera and I’m interested in making access to opera easier”. 
One way that these aims were met was through his decision to replace the recits in the original 
French with dialogue in English. 
 

Pendred is still stopped in the street by parents wanting to talk about Carmen. “It says everything. 
I’ve had some kind receptions as a singer over the years but the response to this has been truly 
humbling. Knowing that you have done something that has genuinely changed some people's 
lives is priceless. Seeing the faces of children (and parents) when they hear an operatic voice up 
close for the first time ever: shock, disbelief, awe, delight, giggles, You can’t put a price on that.” 
 

This success of this production had much to do with the fact that the principal singers understood 
and empathised with the vision of Oxford Opera. “They knew absolutely that they were helping to 
start a new company that has a passion to introduce an art form at which they are all highly 
skilled.” Pendred was unstinting in his praise for the cover singers who comprised the super-
chorus. ”Every single one of them was a huge credit to themselves in their application to the 
project and the way in which they engaged with the students and children that they worked with.” 

 

To sing the role of Don Jose Mike Bracegirdle flew in from Denmark with his partner Lise 
Christensen who sang Mercedes and son Tobias who performed in the chorus. Mike said “I was 
reminded how wonderful it is when our art form can bring a community together with a shared 
experience whether as performer or audience member. This is what it should be like every time we 
go on to the stage. 
 

“Knowing that we were restricted to just one week of rehearsals, Stuart was keen to cast principals 
who had prior experience of their roles. I dare say we would have had at least 150 shared 
performances of Carmen among us. I for one had done five previous productions as Don Jose.” 
He told me how director Paul Carr had needed “dedicated, flexible, fast-thinking and experienced 
principals to adapt what we had developed in a rehearsal space into the theatre. We only had 
access to the stage at 12 o’clock on the day of the performance! No chance for a dress rehearsal, 
let alone the usual series of stage and piano technical rehearsals, stage and orchestra rehearsals 
and a couple of sitzproben*.” 
 

He described how the children and teenagers had been so well prepared in the previous months, 
especially with regard to the professionally choreographed movement and drama. “I think that this, 
above all else, was the outstanding achievement of this production. Good pros can easily make 
something work, but the kids were all so committed and focused that their performances showed 
just how capable they can be when they are given sufficient challenge, encouragement and 
appropriate direction. Hats off to them, their teachers, their parents and their helpers!” 
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On the influence which a director has upon the working environment, Mike continued: “Paul Carr 
instilled a culture of fun, focus and fraternity. He is a fabulous director who has done so many 
Carmen productions and has such an approachable style that he was able to give us a certain 
amount of liberty to develop our roles within a basic framework. We were therefore able to shape 
the production and develop significant detail and polish within that very short time frame.” 
 

Hannah Pedley was able to draw upon her extensive experience of singing the role of Carmen to 
produce the wonderful performance that will so vividly remain in the memories of the audience and 
of the young people who shared the stage with her. “I was very lucky that the first time I prepared 
the role, it was for Opera Holland Park and I had a great deal of time to learn the piece and a lot of 
language coaching. I put in a lot of work as I hoped that it would be a role I'd sing again. This has 
paid off! In the usual rehearsal process, we would have a few days music calls - even if everyone 
knew the piece - to shape it and make sure that we understood the conductor's intentions. This is 
followed by anything from three to six weeks of studio rehearsals. For the first two at least, it is just 
the principals, finding their feet with the production, then the chorus join and the piece starts to 
take shape. A few days technical rehearsals in the theatre, a sitzprobe*, a dress rehearsal, a day 
off to recover and then opening night.” She added: “We all really did have a wonderful time on this 
production. It was totally pulled together by having Stuart's dedication and enthusiasm spread 
amongst us. Despite the crazy time frames, everyone was keen to do as good a job as possible 
for him and for the community.” 
 

Let me hand over to director Paul Carr for the final word on this remarkable event. “Oxford Opera’s 
first staged production was an absolute joy for me as a director. Carmen is one of the biggest and 
potentially one of the most difficult operas to stage but being blessed with such a fine cast and 
knowing that it had to be rehearsed and settled into in just five days means there was no time to 
waste. I rather relished the fact that having almost no budget meant that we had to be even more 
creative. We had so much fun and there were days when I was in tears laughing.  
 

“I have often thought that the opera world wastes so much time with too many weeks of rehearsal. 
Companies can be a bit “precious” and as an opera stage manager for 35 years I realise that all 
you really need is a director and production team who know what they’re doing (especially 
important with the chorus), a good cast and a good conductor. 
 

“I wrote the English dialogue, bringing it up to the present day so that setting it in a university 
seemed only natural. We had minimal props and the entire company wore their own clothes from 
within guidelines I had set out. I think it worked and, were I to direct a Carmen again in a company 
with a large budget and more weeks of rehearsal, I’d most likely take ideas we used in this one, 
breaking it down to just telling the story without any need for operatic fluff. 
 

“One element of this production which needed particular attention was the involvement of school 
children and students, most of whom had never been to an opera, let alone sung in one. This was 
something challenging for sure, but it was also very rewarding for both myself as director and for 
my choreographer, Alicia Frost. Watching a group of students open up to create something and be 
involved for themselves was inspiring. The energy and enthusiasm they brought (once they 
realised that this was a real event and time was alarmingly short) was something so worthwhile. 
We staged the chorus scenes over two weekends and on the third weekend the cast joined and 
we put the whole thing together. I think the arrival of professional opera singers lifted the spirits of 
the whole student chorus and they realised just how fabulous this journey could turn out to be.  
 

“Of all the productions I’ve been involved with, this has proved one of the most rewarding and I 
look forward to doing it again! Stuart Pendred is a man on a mission to involve the community of 
Oxford in the production of opera. He's a towering force of energy and commitment, a very brave 
man, and it worked!” 

*See next page 
 

28 



ESSENTIAL   HARMONY 
SITZPROBE 

 
Roger Lee 

 
Sitzprobe (plural: sitzproben) as used in the preceding item is a musical term which may be 
unfamiliar to some readers. It translates from the German as “seated rehearsal” and represents 
the point in the process of preparing a production at which the singers get to work with the 
orchestra for the first time. Everyone can concentrate on just the musical performance before 
having to give their attention also to the stage aspects of movement and drama. The sitzprobe 
takes place just after the studio rehearsals finish and before they begin on the actual stage. It is 
often a singer's last chance to refer to the score.  
 
Brian Smith Walters writes: The sitzprobe is my favourite part of the rehearsal process. It can be 
very special because it is the first time that singers and orchestra combine forces. Part of the 
reason I love a sitz is that, after having a few weeks of staging a piece, the character is in one’s 
bones. We know how our character feels and reacts in the different dramatic situations. When we 
get a chance to focus solely on singing with the orchestra, all of the stage work informs how the 
role is to be sung. Though traditionally a sat-down rehearsal, it is perfectly acceptable these days 
to stand when doing the Sitz.  
 
Most UK opera companies encourage us to use sheet music when first singing with the orchestra 
as sometimes musical cues might sound different compared with the piano or the music director 
might want to adjust balance in a way that had not been necessary with a piano. Sitzprobe days 
can be long they are most definitely worth it. The sitz is the real start of the magic of the theatre. 
 
Paul Carey Jones writes: The score of an opera provides a temporal fabric onto which the 
dramatic action is woven, and the switch from piano to full orchestral accompaniment will provide 
the performers with many challenges. The difference is not only one of sound, but of pace and 
clarity of execution. For instance, as a percussion instrument, the piano sounds almost 
instantaneously, whereas the changes of sound in an orchestra - sometimes as individual 
instruments and always collectively - take place over a small but significant amount of time. Part of 
the operatic rehearsal pianist’s skill is to replicate that, perhaps by not playing absolutely on the 
conductor’s downbeat, and so forth. But nonetheless, enacting the piece with orchestra for the first 
time always fundamentally changes every aspect of the timing and execution of the staging and 
singing, and the sitzprobe is essentially a chance for the singers to process that and attempt to 
anticipate the necessary adjustments. 
 
In Italy the sitzprobe is known as the Italiana, from prova all’Italiana - “Italian-style rehearsal”. That 
might tell you something about the traditional approach to the priorities of performing opera in Italy. 
 
Julian Close writes: Although the “sitz” suggests that the singers sit and not act, we frequently 
stand if the music is particularly physical or demanding. I always find sitproben to be particularly 
exciting. Some may approach them with trepidation. It can be quite intense as the conductor has 
to pay attention to the orchestra and we must be very aware of the fact that tempi etc may not be 
as flexible as with a piano and we have to listen to the orchestra and feel how we fit. 
 
As a cover, the sitz is usually the first time we have met any of the cast and also the orchestra and 
the conductor. We are usually just required to listen and take note but on several occasions I 
have, at extremely short notice, been required to sing a sitz when the principal is indisposed, such 
as in this season’s Rigoletto sitz at the New York Metropolitan Opera. 
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ESSENTIAL   HARMONY 
 

CONTRIBUTORS 
 

 
 
 
 
Brian Smith Walters makes his New York debut in July 2020 singing at 
Carnegie Hall as Siegmund in Die Walküre for Manhattan Opera. Later in 
the year, he will be covering Tristan for the Saffron Opera Guild’s concert 
version of Tristan und Isolde briansmithwalters.com 
 
 
 
 
 
 
 
 
Welsh heldenbariton Paul Carey-Jones is currently appearing as Lescaut 
in Puccini’s Manon Lescaut at Opera Holland Park. From 2020 he will 
appear as Wotan in Longborough Festival Opera’s new production of 
Wagner’s Ring cycle and will appear on a new album of songs by Rhian 
Samuel and Clara Schumann which is scheduled for release this autumn. 
 
 
 
 
 

 
 
 
 
 
 
Julian Close will sing the Rheingold Wotan at Symphony Hall, 
Birmingham on 13th October and is the 2019 Holder of the Carole Rees 
Award for Advanced Musical studies. 
 
 
 
 
 
 

 
 
 
Thanks also to Ian Wilson-Pope who received critical acclaim for his portrayal of Wotan in 
Fulham Opera's Ring cycle. 
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MARK WIGGLESWORTH: THE SILENT MUSICIAN 

 
Roger Lee 

 

 
 

 
June 1977, The Royal Festival Hall. As part of the Queen’s Silver Jubilee celebrations a number of 
Welsh male voice choirs are about to rehearse together the Prisoners’ Chorus from Fidelio. I had 
practised the piece as a second tenor with the London Welsh. On to the podium comes a 22 year 
old Simon Rattle. As he picks up his baton he is still unaware of the fact that male voice choirs are 
essentially unconductable. (Once you have been taught a piece, that is exactly how you will sing it 
for ever more.) 
 
Young Simon conducted the orchestra (and, as he thought, the choirs) through a first run. 
Naturally, he had a few musical points to make, all of which were addressed to us, the orchestra 
having evidently been able to follow the language of his conducting. Off we went again, only to 
discover that the choirs, of course, delivered the piece exactly as before. As a cloud of puzzlement 
became apparent on the conductor’s face I couldn’t wait to see what he would do next. He didn’t 
even try to make those points with the choirs a second time but instead he just had a few quiet 
words with the orchestra to steer them around us, the musically immovable object. I thought “I 
don’t know who this bloke is, but I reckon he’s going to be good at this job.” 
 
In his highly readable book on the art of conducting: The Silent Musician, Mark Wigglesworth 
writes “Experience tells you when to accept the things you cannot change or change the things 
you cannot accept.” My anecdote shows how, even before he had acquired a great deal of 
experience in the craft, Simon Rattle’s musical intelligence had put him in accord with the 
statement: “flexibility is not the same thing as compromise” which characterises Wigglesworth’s 
collegiate approach to the job. 
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This book is as much about leadership as it is about music. “Good leaders don’t just shout orders 
and expect them to be followed. A successful team in any environment is as much about the 
individuality of its members as it is about discipline.” Such statements are particularly true in the 
context of music. Players have to be able to take ownership of a performance if it is to sound 
credible to those listening. “When it comes to a rehearsal or a performance, power is anathema to 
the essential spirit of music-making.” 
 
The Silent Musician is not intended as an instruction manual for conductors, nor is it a history of 
conducting. Rather it provides a fascinating explanation of the musical, physical and psychological 
relationships between an orchestra and its conductor as well as an exploration of some of the 
more public and personal issues which conductors face.  
 
The entire book can be happily understood by non-musicians and musicians alike. Is it better to 
conduct with or without a score? Are composers the best people to conduct their own work? Are 
orchestras more able to take risks successfully if they play with or without a conductor? What 
decision-making is involved in putting a concert programme together? How does making a studio 
recording compare with that of a live performance? 
 
We learn that studying scores occupies more of Wigglesworth’s preparation time even than that 
devoted to rehearsals. Recalling a wonderful afternoon I spent with Anthony Negus with the score 
of Tristan at his Longborough home, I was pleased to discover that the author uses facsimile 
scores for this purpose. Having discovered in Anthony Negus’ garden that he does the same thing 
I believe that this may be part of the secret of his success as a Wagnerian conductor.  
 
A constant theme throughout the book is that which opens this review: a conductor’s working 
relationship with fellow musicians. “In some ways a conductor is a sort of musical satnav. You 
have a course of direction in mind when you start but if your players take a turning you were not 
expecting you will need to know whether to recalibrate your route or tell them to turn round when 
possible. The more often you conduct a piece, the more you realise the variety of different routes 
which can be taken.” Recalibrate your route: a phrase which distinguishes Wigglesworth’s 
approach from that of so many others in his trade. 
 
Many readers of Harmony will have attended MCL/Mastersingers masterclasses and may have 
learned how the best providers of these, such as Sir John Tomlinson and Dame Anne Evans, are 
capable of “recalibrating their routes” in response to the unexpected direction which a young artist 
may be taking. By identifying, accommodating and encouraging student musicians’ strengths, they 
lead masterclasses which deliver a positive experience for candidates and audiences alike.  
 
One is left wondering how many more of the principles which guide Mark Wigglesworth in his work 
in addition to those which I have mentioned are shared by the likes of Simon Rattle, Anthony 
Negus, John Tomlinson and Anne Evans and whether they would all subscribe to such of his 
aphorisms as: “there are no boring pieces, only boring performances.” I am sure, however, that 
our own experience enables us all to recognise what the author means with: “Good performances 
feel short. The best feel timeless.” 
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9th – 17th August 2019, Greenwood Theatre, 55 Weston Street London SE1 3RA 
 

One of the biggest works in opera, Die Meistersinger will be performed in a production directed by 
Paul Higgins and conducted by Ben Woodward. The production features a specially 
commissioned orchestral arrangement for 18 instruments by Jonathan Finney. 
 
Its high calibre cast of professional singers include bass baritone Keel Watson who is double cast 
with Steven Fredericks in the role of Hans Sachs. Tenors  Ronald Samm and Florian Thomas 
share the role of Walther von Stolzing, and sopranos Catharine Woodward and Philippa Boyle 
share the role of Eva. 
 
Fulham Opera’s Artistic Director Ben Woodward says “I am thrilled to have singers on board that I 
have been looking forward to working with on this for some time. It might be the biggest, maddest 
project that a fringe opera company has ever undertaken, but we do feel ready for this to be our 
next step.” 
 
Regarded as a leading light in London’s ‘fringe’ opera scene, Fulham Opera’s combination of 
ambitious, big repertoire and superb professional singers has brought it great critical acclaim. It 
has developed a strong reputation for its performances of Wagner and Die Meistersinger will be its 
sixth Wagner opera, including two complete Ring cycles,  since the company began in 2011. 
 
Director Paul Higgins says, “We can very easily recognise ourselves in the characters in 
Meistersinger, and we can see our own struggles and ambitions. There are so many strands to 
this opera, such as elitism versus populism, old versus the young, those who belong and those 
who do not, and a community jealously guarding its independence and becoming more inward-
looking than they had been before. The issues raised in Die Meistersinger seem more relevant 
than ever today.” 
 
With a cast and chorus of 57 singers this huge project marks the first time the company will 
perform in a full-sized theatre. 
 

TICKETS: £40 
 

www.fulhamopera.com 
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AN OPERA EXPERIENCE IN SICILY 
 

Rosemary Brown 
 

 
 

A recent holiday took us to Sicily where we were delighted to find a wealth of historical, culinary 
and cultural delights. In Catania at the foot of Mount Etna we discovered the Teatro Massimo 
Bellini Opera House and bought tickets for a performance of Fedora by Umberto Giordano. It was 
a cold night in March – not the warmth we were hoping for – and I wished I had packed my 
thermals. The Italian ladies in the crush to enter the house were swathed in their best furs and 
best black outfits. In the crowd outside we accepted a proffered leaflet, thinking it to be relevant to 
the proceedings but we put it aside when we found it wasn't. (Our Italian is not that good.) 
 

Once inside, the building was no disappointment. The entrance hall adorned with busts of famous 
musicians leads into a traditional style auditorium encircled with beautiful gilded boxes and 
crowned with a dome depicting the apotheosis of Bellini himself. We were intrigued to find that, 
having bought the tickets online, the numbering of the seats was quite eccentric: evens on one 
side and odds on the other and ordered from the centre so that our expected central seats turned 
out to be on the extreme outside of the row.  
 

We also found to our surprise, having purchased a programme with full libretto, that 
there were surtitles in both Italian and English. I think this added greatly to our enjoyment both in 
being able to follow the plot in translation and also the words as sung. I know some people don't 
like surtitles, but I believe they have opened up opera to others. So we settled down to have an 
enjoyable evening. 
 

The production was enjoyable and conventional (makes a change?) and in nice contemporary 
costuming for the piece. A stage play in 1882 with Sarah Bernhardt as Fedora was adapted by 
Giordano and launched the career of Enrico Caruso in 1898. 
 

The surprise of the evening came with the final scene. Our heroine, having denounced the killer of 
her fiancé, discovers that she is in fact in love with him and has caused the deaths of his family. 
She commits suicide in the closing bars. So far so operatic. In this production, rather than dying in 
her lover's arms, she turned and walked off centre stage, back to the audience, whereupon all 
confusion took place! 
 

No lights dropped. The curtain didn't fall and all the personnel of the cast and production filled the 
stage for a demonstration against the local council's cuts to the Arts! Yes, that was what that 
leaflet was all about. A sadly familiar story. The Opera House has maybe one more season to go 
before becoming unviable. So there was a speech of denunciation, banners were unfurled and the 
audience applauded in support. Then the curtain fell and the principals came out for their curtain 
calls. It was quite a memorable finish to the evening. 
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HOLST  AND  VAUGHAN WILLIAMS 

Friday 20th - Sunday 22nd September 2019 Highgate House, 

Creaton, near Northampton 

 
 
 
 
 
 
 
 

 
with Terry Barfoot and Andrew Burn 

Ralph Vaughan Williams and Gustav Holst first met when they were students at 
the Royal College of Music, and their friendship endured for some forty years, 
strongly influencing their creative development. We will explore aspects of their rich 
legacy, with illustrations on excellent hi-fi equipment. 
Originally a coaching inn, Highgate House is a country house hotel set amongst 
rolling countryside in the picturesque Northamptonshire village of Creaton, just seven 
miles from Northampton town centre. Our meetings will take place in the appropriately 
named Baronial Hall. 
Terry Barfoot writes widely on music for Britain's leading journals, orchestras, 
festivals and record companies. He lectures at Oxford University and venues 
throughout the country, is Publications Consultant to the Bournemouth Symphony 
Orchestra and the Director of Arts in Residence. 
Andrew Burn is a trustee of the Bliss and Finzi Trusts, and a specialist in 20th 
century British music, on which subject he has written widely, including liner notes 
for over 100 CDs. 
Course members will arrive on Friday at 5pm and depart on Sunday afternoon. Arts 
in Residence and Highgate House offer an excellent cuisine including dinners with 
wine. 
 
Price: £295.00 per person (twin/double rooms), £320.00 (single rooms) 

to include all meals, course fees and accommodation. 
 
Full details and Booking: Arts in Residence, 
25, Mulberry Lane, Cosham, Portsmouth, PO6 2QU. 
£50.00 per person deposit with booking. (Cheques payable to Arts in Residence.) 
Enquiries: 02392 383356 
Email: info@artsinresidence.co.uk www.artsinresidence.co.uk 
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HOLST  AND  VAUGHAN WILLIAMS 

Friday 20th - Sunday 22nd September 2019 Highgate 

House, Creaton, near Northampton 

 
Friday 
5.00 Assemble and welcome 
7.00 Aperitifs 
7.30 Dinner 
After dinner: 

Holst and Vaughan Williams, a lifelong friendship 
 

Saturday 
8.15 Breakfast 
9.30 Vaughan Williams: 

The Shepherds of the Delectable Mountains 
Symphony No. 5 

11.00 Coffee 
11.30 Holst: The Hymn of Jesus 
12.30 Lunch 
4.00 Tea 
4.30 Vaughan Williams: The Pilgrim's Progress 
7.00 Aperitifs 

7.30 Dinner 
After dinner: 

Holst and Vaughan Williams: part songs and other vocal music 

 
Sunday 
8.15 Breakfast 
9.30 Holst: The Planets 
11.00 Coffee 
11.30 Vaughan Williams: Symphony No. 9 
12.30 Lunch 
2.00 Holst: Somerset Rhapsody; St Paul's Suite; Hammersmith; The Perfect Fool 
3.15 Departure 
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BERLIOZ: LES TROYENS 

Tuesday 5th - Thursday 7th November 2019 

Winchester Royal Hotel 
 

Berlioz’s greatest achievement is the five-act opera The Trojans. However, it has only been in recent 
times that audiences have been able to experience this masterpiece in the full version he intended. Its 
ambitious nature, with a story taken from his beloved Virgil, meant that for years it was performed with 
cuts that compromised its true nature. Yet nowhere did Berlioz surpass this work’s imaginative variety, 
its intensity of drama, its subtlety of orchestration, its depth of character. 
We will explore the music and drama of this wonderful opera, with illustrations from modern 
recordings, including compact disc and DVD with cinema-sized screen. 

 

The Winchester Royal Hotel is a characterful building that has recently been refurbished with all 
modern amenities. Located right in the heart of the city close to the Cathedral, it enjoys easy access to 
the railway station while also offering the option of customer parking. 

 

Terry Barfoot writes widely on music for Britain's leading journals, orchestras, festivals and record 
companies. He lectures at venues throughout the country, is Publications Consultant to the 
Bournemouth Symphony Orchestra and the Director of Arts in Residence. 

 

Course members will arrive on Tuesday at 5pm and depart after tea on Sunday. Arts in Residence 
and Dillington House offer an excellent cuisine including dinners with wine. The weekend will end 
with tea on Sunday. 

 

Price: £295.00 per person (twin/double rooms), £320.00 (single rooms) 
to include all meals, wine, beverages, course fees and accommodation. 

Booking: Arts in Residence, 25, Mulberry Lane, Cosham, Portsmouth, PO6 2QU. 
£50.00 per person deposit with booking. (Cheques payable to Arts in Residence.) 

 

Enquiries: 02392 383356 Email: info@artsinresidence.co.uk 
www.artsinresidence.co.uk 
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BERLIOZ: LES TROYENS Tuesday 5th - Thursday 7th November 2019 

Tuesday Winchester Royal Hotel 

5.00 Assemble and welcome 

6.30 Aperitifs 

7.00 Dinner After 

dinner 

Berlioz and operatic life in Paris 

Wednesday 

8.15 Breakfast 

9.30 Les Troyens, Act I: avant-propos 

11.00 Coffee 

11.30 Act I: performance 

12.30 Lunch 

4.00 Tea 

4.30 Act II: avant-propos Act II: 

performance 

Act III: avant-propos 

6.30 Aperitifs 

7.00 Dinner After 

dinner 

Act III: performance 

Thursday 

8.15 Breakfast 

9.30 Act IV: avant-propos 

10.30 Coffee 

11.00 Act IV: performance Act V: 

avant-propos 

12.30 Lunch 

2.00 Act V: performance 

3.15 Departure 
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CONTACTS 
 

www.musicclublondon.com 
 
 
Chairman: Michael Bousfield    Editor of Harmony: Roger Lee  
14 Ulster Terrace, London NW1 4PJ   155 Llanrwst Road, 
020 7486 7596 / 07974 251 112    Colwyn Bay, LL28 5YS 
mikebous@icloud.com     penmaenmawr@hotmail.com 
 
 
Treasurer: Mike Morgan     Bryan Suitters 
9 West Court, Downley, High Wycombe   24 Burywick, Harpenden, AL5 2AH 
HP13 5TG 01494 514 252 / 07908 078 854  01582 763 457 07963 803 872 
mikegmorgan65@gmail.com     suitters@talktalk.net 
 
 
Webmaster: Dave May     Secretary: Ian Slater 
205 London Rd, Waterlooville, PO7 7RN   12 Hawkwood Crescent, E4 7PN 
02392 267 427 07779 847 011   0208 529 3786 
davedotmay@greenbee.net     iw.slater@ntlworld.com 
 
 
Tickets: Marjorie Wilkins     UK Events: Ann Archbold 
16A Carlisle Avenue, St Albans,     37E Greville Road, NW6 5JB 
AL3 5LU 01727 831 423     020 7625 6976 
marjoriewilkins123@btinternet.com    annarchbold@tiscali.co.uk 
 
 
Special Events: Rosemary Frischer   Special Projects: Robert Mansell 
2 St George’s Avenue, N7 0HD    46 Tournay Road, SW6 7UF 
020 7700 7999 07981 010 237   07983 344 953 
rfrischer@earlblue.com     robertmansell@gmail.com 
 
 

Membership Secretary: Margaret Murphy 
16 Doran Drive, Redhill, RH1 6AX 
margaretmurphy567@gmail.com  
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