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FROM THE CHAIRMAN
In this issue you will read about some major events planned for the
Latter part of this year. These include a Mastersingers’ event with the
distinguished international opera director, Keith Warner in conjunction
with the revival of his Covent Garden Ring cycle. As many of our members
will know, we have worked closely with the Mastersingers over the years
and have supported their work in helping the development of the next
generation of opera singers.

By popular demand we are showing another film by the distinguished
filmmaker, Tony Palmer. This will be his recent film on the life of Gustav
Holst and it will be introduced and presented by Tony himself, who is a
long-standing friend of the Music Club.

In common with many other publications, Harmony will in future be available
only online via the Music Club website. This will enable our editor to include a
wider range of features that were not previously available in the paper issue.
The web. address is: www.musicclublondon.com.

A letter has been mailed to all members which explains the changes within the
Music Club and the rationale behind these. Through these changes we hope to
be able to continue offering a wide range of services to our members but this will
rely upon the active support of all members and with regular participation in our
various activities.

Michael Bousfield
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Music Club of London Programme
Saturday 6th October at 2 pm
Kings Place, 90 York Way, London N1 9AG
King’s Cross St Pancras

DEBUSSY’S IMAGES: IN THE MIND’S EYE

In a lecture-recital Paul Roberts performs Debussy’s Images Books 1 and 2 and discusses the
relationship between the composer’s music and the revolutionary visual art of his period. How
valid is the term Impressionism when applied to music?
Light lunches before the concert and afternoon tea after the concert
are served in the Green and Fortune Café
Tickets: £7.60
Saturday 10th November at 12.30 pm
Royal Opera House Covent Garden

LA BAYADERE

The opulent design of Natalia Makarova’s production brings an exotic world of temple dancers
and noble warriors to life with a story of illicit love, jealousy and retribution. The famous moonlit
“white act” (The Kingdom of the Shades) is a corps de ballet highlight as multiple images of the
prince’s long-lost love haunt his mind. Throughout, the melody and moods of Minkus’ music
perfectly match the fluidity and precision of the classical choreography and the drama of the
storytelling. The principals are Akane Takada, Steven McRae and Yasmine Naghdi
Tickets £26
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Sunday 11th November at 11.30 am
Wigmore Hall, 36 Wigmore Street

DANIEL LEBHARDT (PIANO)

Schubert:
Rachmaninov:

Fantasy Sonata in G
Piano Sonata No. 2 in B flat minor

Hungarian pianist Daniel Lebhardt has impressed audiences and critics alike with his thoughtful
interpretations and outstanding virtuosity.
The serene opening of the Schubert sonata contrasts with a playful second subject and the
drama of the development section, The gorgeous slow movement brims with optimism and the
stormy minuet is followed by a wistful trio. A sunny finale builds on the opening theme with
gusto before giving way to a coda which marvellously mirrors the serenity of the opening bars.
For Adrian Corleonis the opening of the Rachmaninov piece “seizes one by the hair. It is the
entrance of a great actor. The sonata rushes past in about 20 tensely breathless minutes and its
taut organization and formal elegance are apt to be overlooked in its rhapsodic outpouring. In
the hands of a great pianist its impact is compelling.”
Tickets: £14
Wednesday 14th November at 7 pm
The Queen’s Chapel of the Savoy, Savoy Hill. Strand
In association with The Music Club of London

VAUGHAN WILLIAMS: MASS IN G MINOR
The Chapel Choir of Worcester College Oxford conducted by Thomas Allery
The Chapel belongs to Her Majesty The Queen in Her Right as Duke of Lancaster. It is a ‘free
chapel’ or ‘peculiar’ not falling within any bishop’s jurisdiction but remaining firmly within the
Church of England. It is the last surviving building of a hospital founded by Henry VII for
homeless people in 1512. It is a beautiful, intimate space for a concert with a fine acoustic and a
splendid Walker organ.
Tickets: £18
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Saturday 17th November at 7.30 pm
St Sepulchre-without- Newgate Holborn Viaduct, London EC14

A NIGHT WITH THE DISNEY VOICES CHOIR

Conducted by Emma Taylor, The Disney Voices Choir present a programme of music from
Disney films from their beginning to the present day. St Sepulchre’s is the largest parish church
in the City of London with a history dating back to1137. It was rebuilt in 1450, only to suffer in
the Great Fire of 1666. Its shell was rebuilt by Wren’s masons in 1670-71. Situated near the Old
Bailey and Newgate Prison, St Sepulchre’s shares some pretty gruesome history. The
Execution Bell, a handbell on display in the church was rung at midnight on an execution day.
More happily, in the 20th Century St Sepulchre’s has become known as the National Musicians’
Church. A young Henry Wood learned to play the organ here and was appointed Assistant
Organist aged 14. In 1944 his ashes were placed in what is now the Musicians’ Chapel.
Tickets: £18
Tuesday 20th November at 7.30 pm
Royal Albert Hall

VERDI REQUIEM

The City of London Choir and the Brighton Festival Chorus conducted by Jac van Steen
Blazing trumpets, thunderous drums and a grand chorus summon forth the power and emotion
of Verdi’s choral masterpiece. Don’t miss this opportunity to experience the thrill of Verdi’s
powerful music in the glorious surroundings of the Royal Albert Hall with Helena Dix (soprano),
Alessandra Volpe (mezzo-soprano), David Butt Philip (tenor) and Roland Wood. (baritone).
Tickets: £23
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Monday 3rd December at 2 pm
Guildhall School Silk Street Theatre

SATURDAY, SUNDAY, MONDAY
A play written by Eduardo de Filippo and adapted by Keith Waterhouse and Willis Hall
An extended Italian family and friends gather for the traditional Sunday ragù. Mother and father
are at war with each other, though neither knows why. When the inevitable volcanic eruptions
threaten the entire basis of family coherence it is the young daughter who unknowingly has the
key to peace and harmony, but can it really be that simple?
Tickets: £5
Saturday 8th December at 3 pm
Barbican Hall

BERNSTEIN: CANDIDE (CONCERT PERFORMANCE)

The London Symphony Orchestra conducted by Marin Alsop
The London Symphony Chorus directed by Simon Halsey.
Leonardo Capable
Jane Archibald
Anne Sofie von Otter
Sir Thomas Allen

Candide
Cunegonde
The Old Lady
Dr Pangloss, narrator

Tickets: £28
Advanced Sale
Friday 29th March at 7.30pm
Royal Festival Hall, Southbank

A GALA EVENING WITH JUAN DIEGO FLOREZ
Juan Diego Florez has one of the great voices of the 21 st Century, and this gala evening offers a
chance to hear it at its most unrestrained. Unsurpassed on the operatic stage, Florez will reveal
all the subtleties of his phenomenal voice. He will sing popular tenor arias from composers such
as Puccini, Verdi, Donizetti, Massenet and Offenbach.
Tickets: £48 (Reduced from £60)
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GUIDED TOUR
CENTRAL ST MARTINS MUSEUM AND SPECIAL COLLECTIONS
Wednesday 10th October at 10.50 for 11am
Granary Building, 1 Granary Square, Kings Cross
Kings Cross St Pancras

In 1854 St Martin’s School of Art and Design was established, followed in 1896 by the Central
School of Art, which grew out of the Arts and Crafts movement. In 1989 they merged to form
Central St Martins, which is part of the University of the Arts and has an international reputation
in the world of the visual arts. Former students include artists and designers who have
challenged and shaped the world in which we live, Turner Prize winners, Oscar winners, Royal
Academicians and Royal Designers for Industry.
The Museum was established in the 1890s with a view to acquiring material to aid student
education. It houses early printed books and manuscripts, embroideries and textiles, as well as
innovative fashion pieces created by staff and students. In 2011 Central St Martins moved from
its various premises in Soho and Charing Cross Road into a converted granary in the
regenerated Kings Cross area.
Ann Archbold will accompany the group
Please indicate if you would like to have lunch in the area after the visit.
Numbers are limited to 15, so please apply early to ensure a place.
Tickets: £10 members, £12 guests.

CITY WALK
BLACKFRIARS TO IRELAND YARD
Thursday 18th October at 10.50 for 11am
Meet at Blackfriars Underground Station
Ann Archbold, a qualified London City guide, will lead a two-hour walk in the City from Blackfriars
Station, which stands on the site of the Tudor building Blackfriars Hall, to Ireland Yard, where
William Shakespeare had a house.
Please indicate if you would like to have a pub lunch after the walk.
Tickets: £9.00 members, £10.00 guests.
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DIE WALKÜRE ACT II SCENE 1
A MASTERSINGERS / MCL WORKSHOP WITH KEITH WARNER
2pm on 6th October 2018 at The National Opera Studio, 2 Chapel Yard, London SW18 4HZ
Roger Lee
Keith Warner has been going to Wagner operas since he was a teenager. In conversation with
Gary Kahn* he said: “When you’re 16 and you’re sitting in the amphitheatre at Covent Garden
for Walküre you wait for Winterstürme and the Ride of the Valkyries. Now I find it’s the WotanFricka dialogue.” He will lead Paul Carey Jones as Wotan and Verena Gunz as Fricka through
this scene. The masterclass will take place as Warner’s production of The Ring runs at Covent
Garden with Paul Carey Jones covering the role of Wotan.
We join the action at the point where the music tells us, as Antonio Pappano says * ”everything
becomes a little poisoned with the arrival of Fricka.” Her first words are filled with foreboding as,
(Wagner’s directions) she strides impetuously towards Wotan and places herself with dignity
before him: “wherever you hide in the hills to escape the eyes of your wife, I seek you out.” This
is a rare and exciting opportunity to witness a great opera director at work, and I for one am
particularly looking forward to Kelvin Lim’s performance in the role of Brünnhilde!
Here the two singers who will be working with Keith Warner share their thoughts on these roles.
Paul Carey Jones (Wotan)

The confrontation between Wotan and Fricka is an example of what so much of The Ring
consists of: a profound philosophical debate in the form of a domestic squabble. In many ways it
is a rematch of the husband and wife spat from the second scene of Rheingold, but a lot of
water has passed down the Rhine since that point, and the stakes by now are infinitely higher.
As with most marital tiffs, the important point is that neither side is wholly right or wrong. One of
Wagner’s supreme gifts is to present us with both sides of an argument, each entirely legitimate
on its own terms. But from the philosophical point of view, in this conflict of love versus morality
it becomes clear to us - as it does to Wotan - that the position he has been developing over the
period between Rheingold and Die Walküre is entirely unsustainable: “how effortlessly Fricka
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exposed my deceit” as he puts it himself a few moments later. It is both a humdinger of a
philosophical debate and a bitingly accurate portrait of a fractious, failing personal relationship.
The almighty challenge of this act for the singer portraying Wotan is to undergo a journey
between what must be the most extreme states of elation and despair in any drama, from the
triumphalism of his first entry to the utter desolation as he surveys the abject failure of his life’s
work. There is often a single pivotal moment in these Wagnerian journeys, a point where the
penny drops and the character realises that his world’s magnetic field is switching polarities.
That moment for Wotan comes in this scene at “Das Schwert?” (The sword?) In that instant he
sees with utmost clarity that his schemes must fail, that the existence of the sword has been a
hypocritical attempt to bend the rules a few degrees too far. And as so often, the eagle-eyed
prosecution lawyer is his much-neglected wife.
Verena Gunz (Fricka)

It is important to remember that Wagner was not unfamiliar with marital problems. In his first
marriage with Minna their daily arguing (due to infidelity - in this case, on both sides!) and
endless money problems was a constant part of married life. I find it very fair-minded how he
equips Fricka musically with a lot of power and strength while also providing her with a lyrical
vulnerability. This is proof of Wagner’s psychological penetration and understanding of the
fathomless complexity between people. He is a great dramatist, even above his skill as a
composer. As a singer/actor, one is allowed or encouraged to go through all the different
emotions of power, dignity, pain, jealousy, mockery, self-pity etc. which, incredibly, makes this
Goddess of Marriage so human.
When Fricka enters the scene the audience is confronted with a psychologically and
dramatically intense situation. A wife seeks her husband for help, but what is the real motivation
for her visit? Is it simply to point out the unrighteousness of an incestuous relationship between
two siblings, both fathered by her husband? Or is her main fear that the status of marriage is
threatened, reduced, or – even worse – completely non-essential? Beyond even those
outrages, does she forsee the end of the gods if Wotan allows and maybe favours the creation
of a super-race, born of Siegmund and Sieglinde? So is it her own pain, experienced as a result
of her tirelessly unfaithful husband that motivates her to finally confront him with his behaviour?
Is it just an intensely personal argument between husband and wife, or is it that she seeks to
avoid a universal catastrophe as the whole moral structure of the world is being threatened
through these events?
*Gary Kahn: The Power of the Ring, available from the Royal Opera House shop
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50th ANNIVERSARY
CHRISTMAS DINNER
Friday 7th December
7 for 7.30pm
RAF Club, 128 Piccadilly, London W1J 7PY

Guest of honour for this special event will be John Gilhooly OBE, who became Artistic and
Executive Director of the Wigmore Hall aged 32 in 2005, making him the youngest leader of any
of the world’s great concert halls. He has overseen the artistic, financial and administrative
transformation of the Hall over the past 16 years. His tenure has produced record box office
returns and the Hall’s highest ever membership levels and annual fundraising. As Artistic
Director of the Wigmore Hall, he programmes the largest chamber music and song series in the
world. In his own words: “The Hall is a magical place. I love it. I love the artists, the music, the
staff and the audience. There are so many characters who add to the colour and complexion of
the place, and they are all part of what makes Wigmore special.”
John has been honoured by many heads of state and academic institutions. He is a frequent
public speaker and well-known radio and media commentator and is regularly invited to take
part in international juries such as BBC Cardiff Singer of the Year, and competitions in Berlin,
Lyon, Cologne and Paris
He is a frequent public speaker and well-known radio and media commentator and is regularly
invited to take part in international competition juries such as BBC Cardiff Singer of the Year,
Das Lied Competition in Berlin, the Lyon International Chamber Music Competition, the Cologne
International Music Competition and the Cité de la Musique String Quartet Biennial in Paris.
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Four great friends of the Music Club of London will also be attending the Dinner:
TONY PALMER joined the BBC from Cambridge
University. Following an apprenticeship with Ken Russell
and Jonathan Miller, he directed his first film, Benjamin
Britten and his Festival. In 1989 he was awarded a
retrospective of his work at the National Film Theatre, the
first maker of arts films to be so honoured. Among over 40
international prizes for his work are 12 Gold Medals from
the New York Film Festival as well as numerous BAFTAs
and Emmy Awards and he won the Prix Italia three times.
He has directed over 100 films, many about composers
and performers including Wagner, Britten, Walton, Purcell,
Brahms, Arnold, Adams, Rachmaninov, Shostakovich,
Callas, Fonteyn and Menuhin.
MALCOLM RIVERS is a distinguished international
baritone and is Artistic Director of The Mastersingers, an
organisation which was founded to continue and develop
the tradition of British Wagnerian singing at the highest
international level.
He arranges workshops, masterclasses, lectures, public
concerts, study days and open rehearsals both with piano
and orchestra. The Mastersingers take their inspiration
from the late celebrated conductor, Sir Reginald Goodall.

TERRY BARFOOT is Director of Arts in Residence and
many MCL members have attended his courses on music
of the great composers.
He writes widely on music for Britain’s leading journals,
orchestras, festivals and record companies. The
organisation promotes music and arts-related events in
characterful locations throughout Britain and Europe.

HUMPHREY BURTON CBE is a television presenter,
broadcaster, director, producer, impresario, lecturer and
biographer of musicians. He was the BBC’s first Head of
Music and Arts in 1965 and later became director of the
Proms and of opera relays from the Royal Opera House,
Glyndebourne, English National Opera and Scottish
Opera. He has been awarded four Emmies and two British
Academy Television Awards, the Royal Television
Society’s Silver Medal and a Sony Gold Award. This year
he presented Young Musician of the Year on TV, which he
co-founded 40 years ago.
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MUSIC CLUB OF LONDON
50th ANNIVERSARY CHRISTMAS DINNER

Royal Air Force Club
128 Piccadilly London W1J 7PY
(tel: 020 7399 1000)

Friday 7 December 2018
Drinks 7.00-7.30 – dinner 7.30

MENU
Smoked salmon & trout roulade, lemon and horseradish mayonnaise
***
Breast of corn fed chicken, button onions, lardons & mushrooms
Dauphinoise potatoes
Selection of seasonal vegetables
`* * *
Winter spiced bread & butter pudding, Nutmeg ice cream
***
Coffee, mince pies & stollen
Vegetarian and special diet menus on request in advance
Pre-dinner drink:
Mulled Wine
With meal:
IGP Honore de Berticot (Sauvignon)
Chateau Grand Moulin Maquin, Montagne St Emilion (Claret)
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An important date for your calendar!
TONY PALMER
and his movie on GUSTAV HOLST

The Music Club of London is privileged to offer an evening at the beautiful Society of
Antiquaries Meeting Room in the courtyard of the Royal Academy on Piccadilly, where
Tony Palmer will introduce his recent film biography about Gustav Holst.
This remarkable film, lasting 2 hours and 15 minutes, includes previously unseen material
with Holst’s daughter, Imogen, as well as pupils from St Paul's Girls School in Hammersmith
who remember him from the time he was their Director of Music.
Holst led an extraordinary life. He taught himself Sanskrit, lived in a street of brothels in
Algiers, cycled into the Sahara Desert and allied himself during the First World War with a
'red priest' who pinned on the door of his church "prayers at noon
for the victims of Imperial Aggression". Holst hated the words used to his most famous tune "I
Vow to Thee My Country" because it was the opposite of what he believed, and he
distributed a newspaper called The Socialist Worker.
Holst was a very great composer whose music - especially The Planets - owed little or
nothing to anyone, least of all the 'English folk song tradition'. He tragically died of cancer,
broken and disillusioned, before he was 60.
The film includes spectacular performances of his music with much of which people will not
be familiar; and also a most powerful reading of 'Mars' from ‘The Planets’.
An evening not to be missed!
th

Friday 26 October 2018
7.30 pm at Society of Antiquaries, Burlington House, Piccadilly, London W1J 0BE
7.00 pm for refreshments, including a cash bar.
Tickets: £20 for members or £25 for non-members available from
Rosemary Frischer,
2 St. George’s Avenue, London N7 0HD (please
enclose a stamped addressed envelope)
Telephone: 020 7700 7999 Email: rfrischer@onetel.com
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THE LIVERY HALL OF THE ARMOURERS AND BRASIERS
11th May 2018
Jean Lines
A large group of us had the privilege of being shown around the wonderful Livery Hall which the
Armourers and Brasiers have occupied since the 13th Century. Our excellent guide, Peter
Bateman, gave us a very comprehensive talk on the different aspects of the history of Livery
Companies. These companies were formed originally to ensure that the standards of work in all
the major crafts were high.
Suits of armour which were produced until the 17th Century when effective musketry made
armour useless. The Armourers then diversified, using copper with iron to make brass, and
continued production of many items on this site. There would have been shops and foundries
where the Hall now stands. In recognition of their diversification into a secondary craft Queen
Anne granted to the company a new operative Charter and the company then began to take in
apprentices from all over England and from all walks of life until the time of the Industrial
Revolution.
Ever mindful of the need for innovation and education, the Brasiers were always at the cutting
edge of Material Science. They were among those Livery Companies which set up The City and
Guilds, who were also influential in establishing Imperial College and who, in the 20th Century,
set up The Gauntlet Trust which funds research into Material Science.
Did you know that you can turn a somersault in a suit of armour? Although heavy, it still gives
the foot soldier and those mounted the ability to move and fight. And did you know that the
difference between iron and steel is less than 1% of carbon?
Much of the silver is hidden away safely, but we did see a remarkable set of spoons. I counted
about 48 set in a pattern within a glass case. Each spoon had a different seal in its handle and
is currently valued at £4000 per spoon. They are very rare and are the result of the need for
everyone who joined the Guild to have a spoon of their own.

In this photo taken by Olga Baryshnikova we see a
“campaign canteen” or, in other words, the medieval
equivalent of a picnic hamper.

The company now concentrates on philanthropy. Their money comes from endowments,
investments and land. They are one of the few companies which still dine by candlelight, where
the candlesticks are brass, of course. I would love to dine there but at least on a visit one can
use one’s imagination. If you were not on the visit and you get the chance, I urge you to go.
Thanks as always to Ann for arranging it.
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RACHEL NICHOLLS’ WAGNER WORKSHOP
Manchester Wagner Society, 20th May 2018
Roger Lee
Rachel’s experience as Head of Voice at Huddersfield University guaranteed the audience a
superbly-prepared presentation throughout. Rachel explained the more technical aspects of
singing with the best audio-visual aid of all: her own voice. Few will ever have experienced the
thrill of hearing this instrument in action in so intimate a space. Thus equipped with the
necessary “basics” we were led through Rachel’s own journey of development to where she
stands today as one of the great new-generation Wagner sopranos.
With our understanding of her craft building minute by minute we were invited to use our newlyeducated ears to appreciate the different approaches of no fewer than 25 singers from the
recorded examples which Rachel had prepared. We gained confidence in discerning how,
among six versions of the Immolation Scene from Götterdämmerung the magic of Anne Evans’
delivery differed from those of the other great Brünnhildes of our times such as Birgit Nilsson
and Gwyneth Jones.
We compared five tenors’ delivery of Walther’s Prize Song from Die Meistersinger under the
guidance of Rachel’s expert commentary, and we heard a remarkable compilation of 11 bass
baritones singing Wotan’s last words from Die Walküre: “Wenn meines Speeres…” which you
can enjoy on YouTube as “The Wotan Sing-Off”. Primed as to what we were to listen for, this
took us from the 1940 recording with Freidrich Schorr right up to Rene Pape and Albert Dohmen
in 1988 by way of eight other performances including that of the magnificent (and by now it was
clear to us all as to why) John Tomlinson.
For the masterclass Rachel took to the piano to coach mezzo soprano Charlotte Collier through
three of the Wesendonck Lieder. Being new to the Wagner repertoire and even to the German
language, Charlotte had much to take in, but she is clearly a responsive student. Rachel’s good
humoured and confidence-building approach was reminiscent of that of her own mentor, Dame
Anne Evans with the result that they did not need to go over any points more than once. It was
a joy to witness what can be achieved with such encouragement in so short a time. As she
embarks upon her own career journey, Charlotte Collier’s development will continue to owe
much to the expertise with which Rachel Nicholls goes about her vocation as a teacher of the
next generation of dramatic singers.

Photos: David Gosling
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THIS HOLLÄNDER FLIES HIGH
Der fliegende Holländer: Longborough Festival Opera, 9th June 2018
Katie Barnes
Photography: Matthew Williams Ellis
As with last summer's glorious Tristan at this address, the greatest virtue of Thomas Guthrie's
new production of Der fliegende Holländer for Longborough is its uncluttered simplicity. It tells
the tale simply and directly, and its ideas enhance the story rather than detracting from or
subverting it, something sadly rare in opera productions today. Above all, it has the strength of
presenting the characters as living, breathing human beings about whom we come to care
deeply.
The set is surpassingly simple: a plank floor suggestive of a ship's
deck and a backcloth of Fuseli-like looming clouds and rain, painted in
shades of grey, which is subtly lit to create different effects and
environments throughout the night, aided by movable furniture and
props as required. The prelude plunges us into a storm of musical sea
spray, yet our first glimpse is not of the Dutchman but of golden-haired
Senta, curled up in a chair reading a book, evidently the tale of the
Dutchman, while an old fashioned radio stands unnoticed beside her.
As the prelude moves to the Dutchman's lament, Mary comes to take
Senta away, and the stage remains empty until the first scene begins.
Black-clad figures carrying a miniature lighthouse and little illuminated
houses cross the back of the stage, allowing the audience, along with
Daland, to catch sight of his goal before they disappear and he and his
crew, all clad in yellow oilskins, enter in double file, with long steps
which suggest that they are hauling their ship ashore. They disperse to
leave the extremely put-out Steuermann to sit with his back against the
proscenium to sing his aria and fall asleep.
Then, as the Dutchman's motif rings out, he enters, swathed in a stained black coat which
glistens with sea spray and his head covered with a scarf the colour of an angry sea. With him
are his crew, moving in long steps like Daland's men, but their tread is heavy and lifeless.
During his monologue he is a remote being, isolated between life and death.
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With Daland's return he gradually reaccustoms himself to contact with another
person, becoming more human as he makes
friendly overtures to Daland and negotiates
over marriage to Senta. The staging of the
scene is simple and masterly. On the right, in
bright light, stand Daland and his men in their
cheerful yellow oilskins, full of vitality, while on
the left, in a dull, dreary light, stand the
Dutchman and his crew in black. One zone of
the stage is the world of the living; the other is
the world of the undead. There is no ship with
blood-red sails, but the crimson light cast on
the backcloth suggests that their colour is
reflected in the clouds. When the Dutchman
moves to centre and places his hand on
Daland's arm, it is a cosmic event, and one
can sense Daland's momentary discomfort before curiosity and cupidity get the better of him. At
the end of the scene, as Daland's crew takes the stage and it is suffused with cheery light, the
Dutchman and his men vanish almost unnoticed, like the last dispersing clouds of the recent
storm.
At Senta's home the women do not spin but make
fishing nets in the same yellow as the oilskins, while
others wind the bright thread into skeins and Senta
lies on her stomach, engrossed in her book which
contains not only the Dutchman's story but an
engraving of him. At the climax of her Ballade she
draws an imaginary weapon from her pocket and
plunges it into her breast, causing Mary, Eric and
the women to panic as they crowd around her,
searching for a wound and wiping non-existent
blood away while she remains motionless, ecstatic,
and when Mary tries to take the book away Senta
rips the engraving out and crams it into her pocket.
Her uneasy relationship with the doleful,
persistently needy Erik is clearly no substitute for
her fascination with the Dutchman.
So often nowadays the Dutchman is presented as an insubstantial wraith or as a figment of
Senta's imagination. How refreshing it is to see the great scene of their meeting and duet
produced as the story of two very real people falling genuinely in love with one another. As he
hears Daland extolling his virtues to Senta, the Dutchman looks shyly at the floor, able to smile
a little, almost blushing beneath her enraptured gaze while she blazes with such joy and
certainty at having found the man for whom she is destined that she barely tolerates Mary
removing her cardigan and tidying her hair to make her look her best for her suitor.
The duet begins with them standing facing each other at either side of the stage, each lost in
their own thoughts, but despite the Dutchman's protestation that he does not feel love, it is clear
that, as Wagner specified, the wandering phantom has become fully human and is more deeply
in love than he is willing to admit. As for Senta, finding her legendary man made flesh, ready to
love her, is a rapture beyond her wildest fantasies. They gradually approach one another and
he dares to reach up to cradle her face between his hands.
18

When Daland re-enters he catches them in the midst of a passionate kiss. It is unusual, but
welcome, to see the delighted reaction of other members of the household to the sudden
betrothal: Mary, who had looked bewildered and uneasy at the Dutchman's first entrance (had
she, too recognised the picture in the book?) is clearly happy that Senta has made her choice.
She and the women draw Senta away in one direction while Daland encourages the Dutchman
in the other, but even then the lovers look back at one another before exiting, scarcely able to
bear this temporary separation.
When the audience returns after the interval, the small houses from Act I are ranged at the
back. The stage is strewn with packing cases and sailors play cards, dice, sleep and drink. One
tinkers with Senta's radio. The singing of both the boozy male and flirtatious female choruses in
this scene is beyond praise - one can always spot a chorus trained by Kelvin Lim - and the men
perform a nifty high-kicking dance routine which would do credit to a West End musical.

Once again neither ship is in sight and the chorus's exhortations to the Dutchman's crew are
flung out into the auditorium. Knowing that Longborough would be unable to field an extra
chorus for the Dutchman's crew, I feared an inevitable let-down from pitting this first class
chorus against a recording which could not be of the same quality. Guthrie's solution to this
problem is a stroke of pure genius. The amplified voices of the ghostly crew issue from the spotlit radio, making a virtue of the difference in sound quality and creating a chilling spectacle as
the terrified sailors shrink away in dread, clustering together, one futilely waving a screwdriver,
as they sing their defiance before they break and flee. I have never known this scene to be so
gripping.
Senta rushes onto the empty stage, already splendidly attired for the wedding in a beautifully
embroidered Norwegian national costume, her hair loose like a sheaf of waving corn, with pesky
Eric in pursuit (I have never so ardently wished that he would just leave her alone). Her
reactions tell us that he has a lot less claim upon her than he imagines (he has been misreading
the signs from her, but he, no less than she, is in the grip of an obsession) yet his recollection of
their shared past awakens both her pity and her remorse at realising quite how badly she has
treated him, and at the end of his cavatina she sadly embraces him from behind, laying her
head on his shoulder.

19

Usually the Dutchman only enters at the end of this scene, but here he enters at the start,
unseen by the others. He too is dressed for the wedding in smart black with a white shirt and a
vivid red silk necktie which recalls the colour of his ship's sails, carrying his coat over his arm.
As he erupts into the scene his reaction to Senta's apparent infidelity is shockingly violent: she
tries to fling herself into his arms, but he drags her hands off him and hurls her to the floor as
though she were unclean. When she launches herself at him again he pushes her away and
Erik seizes her from behind, leaving her struggling to escape one man and reach the other.
When she pulls free the Dutchman again pushes her to the floor, where she remains as the
others enter. As he proclaims his identity, Senta, still huddled on her knees, ignites with
overwhelming rapture. He pulls on his sea-wet coat, summons his crew and rushes off, almost
unnoticed, while attention is concentrated upon Senta as she utters her final wild cry. She pulls
out a small knife and makes the same gesture of stabbing herself as at the end of the Ballade,
only this time the knife is real. Blood spills onto her snowy white apron as she sinks to her
knees in agony, holding out one hand imploringly towards the Dutchman's ship, while the others
melt into the wings as her life ebbs away. The Dutchman stumbles in, and seeing Senta lying
dead, he rushes to her, kneels beside her, and gathers her in his arms. Her eyes open, one
hesitant hand raises to caress his face, and as he touches her hand and bends his head for
their kiss the final chord sounds and the lights fade. I find this ending immensely satisfying.
Having seen so many productions which leave them apart at the end, or which give no
indication of the Dutchman's fate, it is so good to find one which sees the lovers reunited in the
hereafter, just as Wagner intended.
There is a unique quality to the Wagnerian sound at Longborough. The house may not have a
Schalldeckel, but with the orchestra partly concealed beneath the stage the sound has a slightly
veiled, translucent delicacy which enables it to sing duets with the singers rather than threaten
to overwhelm them, but does not hesitate to thunder forth this apocalyptic music when the
occasion demands. The size of the house and the 58-strong orchestra, plus seven onstage
players, encourage us to recognise this opera's Romantic kinship to the works of Weber,
Marschner and their contemporaries. Anthony Negus, the architect of this aural miracle and the
Goodall des nos jours, can feel justly proud of this latest achievement.
What a cast Longborough assembled for us. Simon Thorpe's stupendous and deeply moving
Dutchman, at times human, passionately tender and vulnerable, at others a creature of smoke
and spray that is barely of this earth, establishes him as a major Wagnerian presence. Reviews
of the first night suggested that his singing then was below par, but at this, the second
performance, he sounded utterly magnificent. I would jump at the chance to see him in any of
the other Wagnerian bass-baritone roles.
Kirstin Sharpin is surely a Senta on the way to Sieglinde, Brünnhilde and Isolde. Blessed with
the deep jaw of a Nilsson or a Sutherland, her huge, shining voice has the most remarkable
resonance, and the intensity of her acting nearly blew out the walls of the theatre. I hope that
Longborough can keep her for a while on her way to the stars.
Jonathan Stoughton's obsessive, tormented Erik was frighteningly plausible. I will not comment
on his singing, as a request for the audience's indulgence was made before the performance
and he was clearly very unwell. Richard Wiegold's Daland, warm and expansive of voice, was
an exceptionally positive presence, and Carolyn Dobbin's Mary was bursting with promise. This
could be a Brangäne or Erda in the making. William Wallace sang the Steurmann's song with
outstanding beauty.
Once again I marvel at finding such Wagnerian treasure between a Cotswold valley and
meadow. The knowledge that a new Ring Cycle will begin next year is intoxicating.
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CONDUCTOR HENRY KENNEDY’S DEBUT
With Andrei Ilyushkin (piano) and The Tonnerl Orchestra.
St John’s Smith Square, 15th June 2018
Paul Dawson-Bowling

Could anyone imagine a better, more auspicious debut than that when Henry Kennedy
conducted his first public concert? He presented two works: Beethoven’s C minor Piano
Concerto and Bruckner’s Symphony No 3 in D minor.
In the Beethoven he was partnered with Andrei Ilyushkin, a new magician of the piano. It is
some decades since I heard this concerto at a concert, probably at Vienna in 1960, with Alfred
Brendel. It was good to encounter it now in a partnership that shared a mental picture of the
concerto so completely, as drastic, obdurate and high octane. From the beginning, Kennedy’s
trumpets and drums with their battering insistence on the tonic minor were matched by
Ilyushin’s first entry, rigorous, granite pianism; it was almost percussive. This beginning set a
stark framework, but there were high contrasts within it. Kennedy’s strings could create some
very gritty sounds, but also much glow and warmth, while Ilyushkin drew from his instrument
some rapt, elegiac utterances. At times Ilyushkin made Beethoven’s passage-work ripple and
sing like Chopin. Both sensed rubato in exactly the same way, and by entering so mutually and
perceptively into the remote, Elysian repose of the slow movement, they conveyed its world to
us. Overall however, it was, as Carl Nielsen said of Beethoven, that he gave his times a black
eye, and the lasting impression from the performance was of Beethoven’s uncompromising
strength.
As for the Bruckner, Kennedy opted for Bruckner’s 1888/9 version, his second revision, which
pruned the work a second time, rewriting it considerably and confirming the earlier removal of all
but two of its musical quotes from Richard Wagner. The result is tauter than both earlier
versions, particularly the garrulous first version, but this second revision brings its own problems
of style. At one point in the first movement, at bar 273, the music seems to have slipped by
some time-warp into the world of the Eighth Symphony, so very different; how wide of the mark
is the hoary old criticism that Bruckner composed the same symphony nine times; the style and
aura of the third Symphony and the eighth are so different indeed. Another problem of the
1888/9 revision is that in the Finale, Bruckner’s fortissimo coda arrives suddenly from nothing
and nowhere, which is odd because this was that same Bruckner who had long since achieved
the stupendous mastery of form evident in the Fifth Symphony, above all in its staggering
Finale. Kennedy really made the Finale work. In this performance its coda really was a majestic
apotheosis.
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As a whole this 1888/9 version is a thrilling, moving experience when performed with the zest,
vision and sensibility of Henry Kennedy. He had plainly absorbed the music into his very bones;
and when the orchestra revealed its inexperience in its few tiny glitches, most obviously at the
start of the slow movement with the wind coming in too soon, Kennedy had the intellect, the
technique and the rapport to bring his players securely back on track. He knew exactly how to
map out Bruckner’s designs, and he helped out the Symphony’s formal imperfections with a fine
regulation of its tonal masses and a sensitive balance of substance and space. He showed fine
judgement as to pacing, particularly when the tempo markings are equivocal, sometimes
maddeningly so. What is anyone to make of Bruckner’s Andante quasi Allegretto in the slow
movement? Well, Henry Kennedy made a great deal of it. He went on to take the trio at the
same tempo as its Scherzo, as Bruckner asked but is seldom granted. Basically Kennedy’s
tempi were broadly judged, but more than any other conductor I know, he managed a real
allegro for the Finale.
His accomplishment displayed more than intellect and judgement. It was a real performance
that touched the heart, uplifting and poignant by turns, sometimes both at once. This was
muscular, big-boned Bruckner that pulled no punches; and yet how Kennedy scaled down the
sound for the Symphony’s pools of stillness. He never sacrificed the music’s scale, even when
the sound bordered on inaudibility. He showed how Bruckner is not always magisterial. In the
second subject of the Finale he gave us Bruckner with a smile; the music danced; it sounded
almost skittish. His orchestra, The Tonnerl Orchestra, is made up of students from London’s
main colleges of music and they performed with a fervour and zest which made the most of this
freshest among the Bruckner Symphonies. It was equally a mark of their enthusiasm and
responsiveness to Kennedy and his mastery as a conductor, yes, his mastery, that he fused
them into a real orchestra, and one that could challenge London’s big five. In character it veered
more towards the Philharmonia’s deep, upholstered richness than the London Symphony’s
cracking spit and polish. This was a real Bruckner sound with all its peculiar luminous clarity. It
was partly an effect of St John’s Smith Square’s own rich acoustic, that passages of integrated
sonorities registered their effect more easily than those where Bruckner terraced out the
instrumental groups, but if Smith Square took away something in sharp definition, it
compensated fourfold with bloom, space and atmosphere. Kennedy knew exactly how to hold
that atmosphere at the close of each movement, maintaining suspense by his own telling
immobility.
Intellect and emotion fraternised perfectly in the Finale, the most convincing performance that I
can recall of this difficult movement. Under Kennedy its coruscating energy and its Brucknerian
breadth were fused and worked perfectly together, with electrifying effect. I would like to hear
him in the Haas version of the Bruckner 8, which for me is the greatest of all symphonies.
Perhaps the thing that augurs best for Henry Kennedy is that he is not only a musician but an
organiser. It was he who gathered his musicians, co-ordinated them and made the concert
happen. Britain is now a toxic environment for British musicians because musical managements
will always prefer some semi-competent foreigner, especially one with a funny name, to a first
class, even a great musician from the British Isles. Contrast and compare Jacob Hrusa and
Richard Farnes. With the exceptions of Mark Elder and Simon Rattle (who actually came of age
some time ago), a British conductor only succeeds by going abroad or forming and developing
personal ensemble which he can ride to success and acclaim. This is what Richard Hickox,
John Eliot Gardiner and Trevor Pinnock have all done. These organiser/musicians also confer
fame and fortune on their players, and on the face of it Henry Kennedy is cast in exactly this
mould. It is also apparent that his musicians respect him and enjoy working with him, another
advantage now that the age of podium tyrants is past.
So, in sum, Henry Kennedy should stand at the threshold of a successful, even perhaps a
glittering career, and those at Smith Square on 15th June 2018 should one day be lucky enough
to boast of being there.
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A COUNTRY HOUSE CAPRICE
Capriccio, Garsington Opera, 28th June 2018
Katie Barnes
Few works can be better suited to the genre of "country house opera" than Richard Strauss'
final opera, which is set in a country house and is a prolonged debate about opera and the
relative importance of words, music and staging (and the performers!). It could be taken as an
allegory, with the bewitching Countess representing opera, torn between the conflicting claims
of her poet and composer suitors who represent words and music, the pompous but savvy
director La Roche representing stagecraft, the legendary actress Clairon, the only historical
figure in the piece (the real Clairon appeared at the Margravine's opera house in Bayreuth), two
Italian singers and a dancer representing the performers, and even the lowly but essential
prompter M. Taupe, representing the backstage staff who make it all happen. They all state
their cases in their various ways, while the Countess' lightly cynical brother and the servants
look on and comment. Yet Strauss clothes them in such enchanting music that they become
living, breathing people whose emotions we share and whose concerns we understand.
This opera was the summation of his life's work. Writing at the height of the Second World War,
with death and destruction all around, Strauss seemed to retreat from the horror into a rococo
world. But I am convinced that the piece is not mere escapism. In its original setting "at a castle
near Paris at the time Gluck began his reform of opera there", the French Revolution is only
fifteen years away, and this knowledge cannot but hang heavily over the action.
In recent years it has become customary to update the opera to the twentieth century. Tim
Albery's beautiful, perceptive new production for Garsington, shared with Santa Fe Opera, sets
the opera at the time of its creation in the 1940s in a country house salon with a rococo hall at
its centre flanked by modern bays with glass topped tables, squashy sofas and avant garde art.
(When, under the Countess' direction, the Major Domo and a footman replaced a modern daub
with a painting of St Cecilia to oversee the post-rehearsal discussions, someone in the audience
applauded). The sense of the opera's original era merging with Strauss' own reinforces Clairon's
comment "in Ihren Salon vergehen die Stunden, ohne dass die Zeit älter wird" (in your salon the
hours pass, yet time does not age), where the reference to "die Zeit" is surely a conscious recall
of the Marschallin, Strauss' best-loved character, for whom time advances relentlessly. In this
haven aristocrats and artists alike can retreat from the worldwide destruction, yet one wonders
how long it will be before the Gestapo come calling. Will the "tomorrow" when the Countess
makes her decision, be as safe as today, and will die Zeit sweep these gilded creatures to their
doom?
The sense of time is further underlined by the lovely lighting. At the back we see a bright blue
sky, which as the day progresses slowly mellows into a crimson sunset, afterglow and nightfall.
Sitting in Garsington's opera pavilion, with daylight streaming in through the glazed side panels,
it felt strange to see the evening onstage advancing more quickly than that outside.
It was a joy to see this "conversation piece", as Strauss styled it, in a theatre the right size for it,
where the amorous exchanges and artistic discussions could be suitably intimate and
naturalistic. Douglas Boyd's lush, mostly singer-friendly conducting made the most of Strauss'
final love letter to the human voice, letting the instruments caress the music like velvet and silk,
and only rarely defying La Roche's injunction "Auf die Sänger nimm Rücksicht - nicht zu laut die
Orchester" (respect the singers - don't make the orchestra too loud) which, nonetheless, drew a
wry laugh from the audience. The opening string sextet, exquisitely played by members of the
orchestra and students from the Royal Academy of Music, was a particular highlight, a thing of
serene, questing beauty which perfectly mirrored the emotions of the characters listening
onstage.
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One and all, the cast were terrific. Queen of the night, of course, was the glorious Miah
Persson, playing the Countess for the first time. This is the perfect moment in her career for her
beautiful "heavy lyric" voice to blossom into the Strauss soprano roles. It bore the character's
joys, sorrows and perplexities like a soaring bird and her lovely face and huge, expressive eyes
communicated every emotion so keenly. Her interactions with suitors, brother, friends and
servants were lively and perfectly judged. She looked absolutely gorgeous in Hyemi Shin's
lovely period costumes. Surely Ariadne, Arabella, the Empress, above all the Marschallin, are
now hers for the taking, and Mozart's Countess is another must. Albery quite rightly makes a
sharp contrast between the two suitors.
Sam Furness' Flamand, boyish, geeky, bespectacled, rumpled, shy to the point of inarticulacy
until inspired to sudden eloquence by his love, sang some of Strauss' most grateful tenor music
with soaring beauty. After a lifetime of torturing his tenors, Strauss made this role his final peace
treaty with the breed. Gavan Ring's suave, sleek-voiced, sexy Olivier was quite clearly a man of
the world, but one intensely vulnerable to hurt, whether agonising over Flamand's appropriation
of his sonnet (oh, the anguish in that cry "er komponiert mich!" (he'll compose me!)) or trying to
mend fences with the obdurate Clairon. With this casting and direction, the Countess' dilemma
became not only a choice between words and music, but between a man and a boy.
The wonderful Andrew Shore captured all La Roche's overweening grandiosity and self-belief
but also the man's genuine passion for the theatre. Just to watch him watching his artistes was
an education as he responded to every breath and nuance in speech, song and dance alike,
living their performances along with them, and his enthusiasm over the planning of the new
opera was a blazing beacon. His voice is a little light for the role, but in this small house that did
not matter, and his mighty aria was a tour de force.
William Dazeley made much of the Count, the realist among the lovers and artists. His down-toearth, laid-back air was the perfect counterweight to the amorous and artistic frenzies around
him, and his lean, suave baritone slid from his mouth like an aristocratic drawl. Usually the
Count's onstage rehearsal with Clairon reveals him to be a stiff amateur, but here his speeches
were given with touching sincerity. Albery makes the point that, for all his surface cynicism,
even the Count is drawn into the magic of performing which engulfs the household. Clairon, the
experienced professional, is the other realist, who recognises the dividing line between art and
real life as so many of the others fail to do. Hana Hipp's gloriously fruity voice and elegant,
louche portrayal of this woman of the world was a perfect counterweight to Persson, and she,
too, looked stunning.
It says much for the confidence that Garsington places in its chorus that not only the cracking
sextet of knowing servants but also the Italian singers were cast from that august ensemble.
Caspar Singh, tall, elegant, flustered beneath his apparent loucheness, sang his parody number
with a seriousness and eloquence which suggests that he could be destined for higher things,
while Nika Gorič, dainty, doll-like, voracious and prone to the odd tantrum or six, was the very
model of a prima donna.
The crowning touch of perfection came after the servants' departure. Amid the gloom, one of the
most instantly recognisable voices in English opera called from the wings, "Herr Direktor! Herr
Direktor!" and Graham Clark himself trotted onto the stage as the mole-like prompter, M.Taupe.
His scene with Benjamin Bevan's long-suffering Major-Domo was five minutes of pure magic.
We emerged from the pavilion into a perfect summer's evening where it was quite easy to
imagine that the Countess was still in the manor house awaiting her lovers for that morning
showdown which Strauss never allowed us to see. It is hard to imagine a stronger case for his
last opera than this.
24

Torbay
Torbay
Musical
Weekend

Musical Weekend
Friday 16th - Monday 19th
November 2018

at The Grand Hotel Torquay
Enjoy a weekend of music and talks on a range of topics at the historic 4 star,
Grand Hotel. The Grand Hotel occupies pride of place on the Torbay seafront,
commanding majestic views over the bay and out to sea. Whatever the weather,
the comfort and luxury of the Grand has something to offer everyone.

Prices
Friends of Torbay subscription fee £50
Residents’ Hotel Tariffs per person inclusive of VAT:
Option A @ £295 from Friday Dinner to Monday Breakfast inclusive
Option B @ £225 from Friday Dinner to Sunday Tea inclusive
The Hotel requires a £50 per head deposit on booking

Session tickets available from Kevin Ryland on 01803 406754
or email kevinryland45@gmail.com
Day visitors very welcome
For more information please contact John Isaac (Chairman) on 07768 790693
or email Gillian Babbs at gillianbabbs@waitrose.com or visit www.fot.org.uk
where you will find the booking form for this event

www.grandtorquay.co.uk
The Grand Hotel, Sea Front, Torbay Road, Torquay TQ2 6NT

JOHN GEORGIADIS
With a musical life so
internationally acclaimed,
varied and rich, ninety
minutes will surely not
be long enough for John
Georgiadis to tell us about
conducting, performing,
arranging and acting we are are in for a treat!

JOHN ISAAC
Torbay Musical Weekend
Chairman, John Isaac, hosts
a late night presentation
asserting that perhaps he is
not the only Philistine when
it comes to appreciating
classical music whatever that is!

TED PEZARRO
Torbay Weekend regular
Ted Pezarro loves to
share his passion for
jazz and this time Louis
Armstrong will have
centre stage. Ted will
show how influential
Louis Armstrong was in
the development of jazz
from its infancy in New
Orleans through to the
time he died in 1971.

MARILYN HILL SMITH
Operetta, opera, oratorio,
musicals, Leeds City Varieties,
the Proms etc, etc, soprano
Marilyn Hill Smith can draw
on her very wide musical
experience to demonstrate
that ‘Variety is the spice of life’

PROF. GEORGE CAIRD
An oboist himself,
Prof. George Caird looks
at the influence that Léon
Goossens brought to the
oboe and to the music
written for it throughout the
20th century to the
present day.

MIKE PRICE
The late night Saturday
presentation will feature
our technical wizard Mike
Price who will play some
opera and ballet extracts
from recent productions
possibly including works
by Prokofiev, Ravel, Verdi
and Puccini.

DAVID WHERRELL
We all experience moments
of saying ‘Where have I heard
that before?’ David Wherrell
will help us solve some of
these questions showing that
musical plagiarism has been,
and continues to be, rife!

DR CHRISTOPHER
FIFIELD
What did happen to
the German symphony
after Beethoven’s ninth
and before Brahms
came to the rescue?
Another Torbay regular
Dr Christopher Fifield will
explain what happened
in-between these
two great symphonic
composers.

CRAIG OGDEN and GARY RYAN
The second of the Weekend’s recitals will feature two of
the world’s most well-known guitarists - Craig Ogden and
Gary Ryan. They will, with solo and duo performances, play
a varied programme of music ranging from the baroque to
the present day revealing the guitar’s full potential.
CHRISTOPHER
MORLEY
Not many Western
music critics get the
opportunity to visit
Japan and assess the
quality of Japanese
orchestras. Christopher
Morley did just that and
he will reveal what he
found!

ANDREW BORKOWSKI
Making a welcome return
visit to the Weekend,
Andrew Borkowski, will
demonstrate the beautiful
voice of Gundula Janowitz
in recordings including
music by Mozart, Schubert
and Richard Strauss.
Details correct at time of going to print

MILOŠ
MILIVOJEVIĆ
The Saturday night
Torbay Recital will be
given by the exciting and
award-winning young
accordionist Miloš
Milivojević. His
programme will include
works by Bach, Scarlatti,
Sarasate and Piazzolla.

TORBAY MUSICAL WEEKEND PROGRAMME
FRIDAY

6pm - 6.45:
Welcome Reception
Meet Torbay friends at a Welcome Reception where wine and soft drinks will be served.
6.45 - 8.15:

Dinner

8.30 - 10pm:
The Legacy of Léon Goossens: British oboists and British oboe music
Professor George Caird looks at the influence that Goossens brought to the oboe and to the
music written for it throughout the 20th Century and to the present day.
10.15 -11.15:
A Philistine at Large
Enjoying sound and the combination of sounds can sometimes lead into strange directions and
it has been apparent in recent years that our members have very catholic tastes. Torbay
Musical Weekend Chairman John Isaac suggests that perhaps he is not the only Philistine and
that his choices for a late evening ‘wind-down’ will appeal to most. Nothing too taxing!

SATURDAY
7.30 - 9am:

Breakfast

9.30:
Gundula Janowitz: an appreciation of a great singer
Gundula Janowitz had a ravishingly beautiful voice, one of the very finest on record, a soprano
with a pure, perfectly focused, gleaming tone. She was equally superb in opera, oratorio and
lieder. Andrew Borkowski illustrates her career with a selection from her extensive recordings,
focusing particularly on her definitive performances of Mozart, Schubert and Richard Strauss.
10.45:

Coffee

11.15 -12.30:
Listening to Japanese Orchestras with a Western Critic’s Ears
Christopher Morley was one of a small group of western critics to be invited by the Association
of Japanese Symphony Orchestras to Japan last year to assess the quality of Japanese
orchestras. As you will hear, the results are revealing and significant.
1pm - 2.15:

Lunch

2.30:
The Armstrong Years
Ted Pezarro highlights Louis Armstrong’s long career and his influence on the development of
Jazz from its earliest New Orleans beginnings till his death in 1971. Though his basic style was
formed in the 1920s, he developed through his many recordings, artistic collaborations and film
appearances into an all-round entertainer influencing many fellow entertainers along the way.
3.45:

Tea

4.15 - 5.30:
The German Symphony between Beethoven and Brahms
After Beethoven’s ninth, the German symphony went into decline. Mendelssohn and Schumann
made valiant attempts; Liszt followed Berlioz’s lead and created the symphonic poem while
Wagner composed operas. Dr Christopher Fifield will tell us that it was Brahms who, after years
of self-doubt, restored it to its rightful place; but what of those composers in-between?

6.45 - 8.15

Dinner

8.30 – 10pm:
The Torbay Recital 1
One of the most exciting classical accordionists of his generation, award-winning Miloš
Milivojević is in demand throughout the UK and abroad as a performer of classical, tango and
Balkan music. Miloš will talk about his musical journey from Serbia to London and his
programme will include works by Bach, Scarlatti, Sarasate and Piazzolla.
10.15 -11.15:
A Song and Dance Miscellany
We are used to Mike Price giving us a gentle ‘end’ to the evening. Tonight he will play some
opera and ballet extracts (including some lighter moments) from recent productions.

SUNDAY
7.30 - 9am:

Breakfast

9.30:

The Friends of Torbay AGM

10 30:

Coffee

11am - 12.30:
“My name is Georgiadis, I was leader of the band”
Internationally acclaimed orchestral leader, conductor, arranger and film-star, John Georgiadis
will explore the many facets of his very varied career. Along the way we’ll hear about the
influence of Willi Boskovsky, conducting studies with Sergiu Celibidache, working with André
Previn and being approached by Dustin Hoffman to appear in the film Quartet.
1pm - 2.15:

Lunch

2.30:
“Variety is the spice of life”
Marilyn Hill Smith takes a joyously nostalgic look back at her singing career, which
encompasses almost every type of music and which has taken her all over the world. She will
also show some video clips and play highlights from her many recordings.
3.45:

Tea

4.15 - 5.30:
“Look what they’ve done to my song, Ma”
Is nothing sacred in the world of music? David Wherrell takes another look at the origins of song
melodies and why we often think “Where have I heard that before?” Here is evidence that
borrowing other people’s melodies and turning them into something else has been rife
throughout the ages.
6.45 - 8.15:

Dinner

8.30:
The Torbay Recital 2
Craig Ogden and Gary Ryan are two of the world’s most exciting guitarists. With solo and duo
performances they will reveal the guitar’s full potential with a diverse range of musical styles
ranging from Dowland and Vivaldi through Rossini, Albéniz and de Falla to Piazzolla, Yocoh,
Ryan and Machado.
10pm approx.:

John Isaac: Closing words
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RICHARD STRAUSS
AS MAN AND MUSICIAN
Tuesday 15th – Thursday 17th January 2019
The Ocean Beach Hotel, Bournemouth
with Terry Barfoot
and a concert by the Bournemouth Symphony Orchestra
Richard Strauss (1864-1949) enjoyed a remarkably long creative life of more than sixty years, from the early 1880s
to the late 1940s. In addition to his career as an internationally celebrated conductor, he was a prolific composer who
worked in all the established forms. Beyond the opera house his music has been most valued in the fields of the
orchestral tone poem and the solo song with orchestra or piano. Our event will explore this visionary music, with CD
and DVD examples on excellent hi-fi equipment, and a performance of the Sinfonia Domestica at Lighthouse in
Poole, the largest arts centre in the UK outside London.
Tuesday
5.00 Assemble and welcome
7.00 Aperitifs
7.30 Dinner
After dinner:
After dinner: Performing Strauss
(with Ed Lockwood, horn, and Tim Fisher, violin,
Bournemouth Symphony Orchestra)
Wednesday
8.15 Breakfast
9.30 Ein Heldenleben
10.45 Coffee
11.15 Strauss: A Life in Music (including archive film)
12.30 Lunch
Free afternoon
4.30 Tea
5.30 Departure for Lighthouse, Poole (transport will be
provided)
6.30 Pre-concert lecture, Strauss: Symphonia
Domestica
7.30 Concert (tickets are included):
Bournemouth Symphony Orchestra conducted by Kirill
Karabits
Beethoven: Violin Concerto (Augustin Handelich,
violin)
Strauss: Symphonia Domestica
Post-concert supper at the hotel

Thursday
8.15 Breakfast
9.30 Strauss under the Nazis, to include the opera
Friedenstag and the Drei Männerchöre
10.30 Coffee
11.00 Parergon on the Sinfonia Domestica, for lefthand piano and orchestra
Daphne (Part One)
12.30 Lunch
2.00 Daphne (Part Two)
3.15 Departure
The Ocean Beach Hotel is located close to the town
centre and directly on the seafront, atop the
prestigious East Cliff of Bournemouth with its
spectacular sea views.
Arts in Residence and the Ocean Beach Hotel offer an
excellent cuisine including wine with dinner and
supper. The event will conclude on Thursday
afternoon.

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.
The Bournemouth Symphony Orchestra is a world class orchestra with a proud history stretching back 125
years. Based at Bournemouth and Poole, they perform regularly throughout the South and West of England,
while their foreign tours have included concerts in Carnegie Hall New York, the Vienna Musikverein,
the Amsterdam Concertgebouw, the Prague Rudolfinum and the Berlin Philharmonie. They have performed
Strauss’s music with many distinguished conductors, including for example Simon Rattle and Kirill Karabits.
Price: £295.00 per person (twin/double rooms), £320.00 (single rooms) to include all meals, wine, 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

WOOD MAGIC AT BRINKWELLS
ELGAR’S CHAMBER MUSIC
Sunday 7 October 2018, 10.00 a.m. – 6.15 p.m.
Guildhall School of Music and Drama
Silk Street, London EC2Y 8DT
A day spent exploring Elgar’s chamber music, organised by the Guildhall School and the
London Branch of the Elgar Society. Elgar composed his three major chamber works at
Brinkwells, his Sussex cottage, during 1918–1919. Speakers will discuss the context and
background to these works. Music will be performed by Guildhall students, finishing with a
performance of the Piano Quintet..

Programme
10.00 a.m. Arrival
10.30 a.m.
The miracle of 1918: Beethoven, Blackwood, Brinkwells and beyond
Andrew Neill, Vice-President, The Elgar Society
Rex Vicat Cole: Art, Brinkwells, and the man who loved trees
Andrew Dalton
Notes about the Quartet and Violin Sonata
Diana McVeagh, Elgar biographer
Elgar: Violin Sonata in E minor, op. 82
Performance by Guildhall students
12.30 p.m. LUNCH (Attendees are asked to make their own arrangements;
Barbican facilities will be open)
2.00 p.m.
The early recordings of Elgar’s Piano Quintet: a performer's perspective
Marisa Gupta, Guildhall School of Music & Drama
Elgar’s chamber works in context
Philip Lancaster, composer, singer and scholar
Masterclass: Elgar’s String Quartet in E minor, op.83
Guildhall students with Matthew Jones, Senior Tutor of string chamber music
4.30 p.m. TEA (included in ticket price)
5.00 p.m.
Elgar: Piano Quintet in A minor, op.84
Introduction by Diana McVeagh; performance by Guildhall students.
Tickets £20 (£15 concessions).
Book via the Barbican Centre in person, by phone at 020 7638 8891, or at:
https://www.barbican.org.uk/whats-on/2018/event/wood-magic-at-brinkwells-elgarschamber-music-guildhall
(NB Booking fee for Barbican online & phone bookings; no fee for bookings made in person)
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OVERTURE OPERA GUIDES OFFER TO MUSIC CLUB MEMBERS
Roger Lee

Gary Kahn is series editor of the Overture
Opera Guides, published in association with
English National Opera. The series began in
2010 and seventeen titles have so far been
published. The next, Die Zauberflöte, will
appear in March 2019.

In conversation with Gary Kahn I discovered that his involvement as editor of the Guides began
ten years ago when he was asked by the publisher John Calder to revise and expand the series
of opera guides which Calder Publications had so successfully produced in association with
English National Opera between 1980 and 1994. A complete overhaul was decided upon,
published now by Alma Books, including a higher specification design, many newly
commissioned articles, extended reference sections and, most importantly, high-standard literal
rather than singing English translations of the libretti.
He explained that the translations in the old guides were always those which were being used in
current productions at ENO, “but we decided that providing a more accurate literal translation
would allow the reader to get closer to the true meaning of each libretto than a singing one
since the English words would no longer need to have been chosen to fit in with what can be
sung to the music. Fewer and fewer CD releases of operas now include printed libretti or
translations, so reliable versions of these are an important feature of our guides.”
I wanted to know what his criteria were for commissioning the new articles and he told me that
although some of the articles in the old guides have stood the test of time and, with revisions,
appear again in the new series, others have needed to be replaced by new ones which reflect
the best of more recent scholarship. “So far in the series, I’ve been delighted to have been
working with, to name only a few, Julian Rushton on Mozart, Roger Parker on Verdi and John
Deathridge on Wagner. Our contributors are able to bring fresh insights to their specialist areas
and however well we think we may know an opera, I find there is always more we can learn and
appreciate.”
In deciding which operas are to be covered he is free to choose any of those which will be
appearing in each current ENO season. “Obviously, we try to publish as many guides as we can
of operas in the core repertory, but less frequently performed works such as Idomeneo, Parsifal
and A Midsummer Night’s Dream have proved both rewarding to do and also popular with
readers.”
Continuing into the foreseeable future with new titles for each ENO season, Gary Kahn is also
taking the opportunity of updating and expanding existing guides as and when they sell out. “We
hope the guides will continue to be informative and lively companions which will increase the
understanding and enrich the experience of opera-lovers for many years to come.”
At the end of this issue of Harmony you will find a special discounted offer of Overture Opera
Guides for MCL members and the chance to win two tickets for ENO in the 2018–19 Season.

O V ERTURE p u b l i s h i n g
in association with
special offers for the music club of london
each guide features

•
•
•
•
•

Expert articles on the opera and its performance history
Discography, bibliography, DVD and website guides
16 pages of colour and black-and-white photographs
Full libretto and literal translation
Thematic guide to the score
o n ly

£12
£ 7. 2 0
each

Titles
published so far
Bellini: Norma
Bizet: Carmen
Britten: A Midsummer Night’s Dream
Mozart: Idomeneo
40%
Le nozze di Figaro
off all
Don Giovanni
Così fan tutte
guides
Puccini: La bohème
and 50% off
Tosca
Tchaikovsky: Eugene Onegin
collections
Verdi: Rigoletto
W IN
La traviata
Simon Boccanegra
Otello
For your chance to win two tickets to an ENO production
Wagner: Der fliegende Holländer
of your choice in the 2018–19 Season, head to:
Die Meistersinger von Nürnberg
Parsifal
almabooks.com/overture-opera-guides-competition/

Offers end 30th November 2018. UK orders of £25 or more qualify for free shipping.
To receive the exclusive discount, use the coupon code ‘M U S I C C L U B ’.
overturepublishing.com • 020 8940 6917

