
NOTES ON THE PROGRAMME
If the follow ing seems a little  rudim entary to m any readers, the Conductor asks them 

to excuse him and to remember that there are also m any boys among the audience.
T H E  Beethoven Sonata is one of three in that com poser’s Opus 10 w hich are dedicated 

to the Countess Browne. A sonata is a fu ll concert w ork for solo instrum ent, w ritten in 
a definite form . (W here the instrum ent is accompanied by orchestra the work is known 
as a Concerto, and where it is for orchestra alone, as a Sym phony.) Such a work is in 
several movem ents (frequently three in number) of differing typ es; and in each movement 
there are two or more “  subjects ”  or tunes on which the m ovement is based— the extension 
and developm ent of these tunes and, sometimes, their m odulation also into other keys, being 
the essential characteristic of this form of composition. Tw o of the three m ovem ents of 
the sonata are being played, the first in very slow tim e, but havin g, nevertheless, occasional 
quite rapid passages, and the second very fast and live ly . It  would be hard to consider 
a concert program m e complete without the introduction of at least one w ork by Beethoven, 
whom many hold to have been the greatest of all composers. M A N Y  of the audience will 
have heard M iss Dorothy G reene last year, and others will know  of her great concert 
reputation. The two songs she has chosen are well-known favourites, the first being in 
the more form al classical style by a composer whose sym phonies, cham ber m usic, and 
oratorios have a perm anent place in the list of great works, and the second by a Czech 
composer whose songs are of rare beauty, and are not so well known or as frequently sung 
in this country as they should be, but whose sym phonies (especially that called “  From 
the N ew W orld ” ) and chamber music have earned him  a place among the w orld ’s m asters. 
M ISS Sharpe’s first piece is by a composer who was prom inent in the brilliant school of 
French m usicians w hich, at the end of last century, seemed likely  to m ake their country 
m usically predom inant. A n E legie  is a lam ent, and compositions of this nature are usually 
of a broadly melodious, though solemn, nature. This particular exam ple is no exception 
to type, save that it contains an im plied quality of “  storm  ”  in its middle passages which 
makes it rather rem arkable. Incidentally, in spite of its apparent sim plicity, it is of no little 
technical difficulty, w hich is why it is not more frequently heard. The second of Miss 
Sharpe’s solos is the third movem ent of a sonata for violoncello and piano by a composer 
of the classical period. It is very lively, being actually in the mode of a j ig — for musicians 
of that time frequently used existing dance forms as the basis of their com positions and, 
at a period when most dances were in slow time, the jig  provided an adm irable rhythm  
when a very rapid tem po was required. SCH U M A N N , who has been called “  the Noblest 
of the R om antics,”  was an influence for good on m usic of his day through his exam ple 
and criticism . O riginally intending to be a pianist, he turned to composition as a result 
of in juring his hand beyond rem edy in attem pting exercises of impossible technical difficulty. 
His works are m ostly for piano or orchestra, but, shortly after his m arriage, he wrote 
a very large number of songs w hich are m arked both by an unusually rich vein of melody 
and considerable beauty of accompaniment— as “  M oonlight ”  am ply illustrates. Mr. Moore- 
Coulson’s second song has been included in memory of a British song w riter who died 
this year. The words are from Laurence H ousm an’s ‘ ‘ Shropshire L ad .”  CH O P IN , who is 
represented twice in Mr. P. F . Pearson’s second group of item s, was a Pole who arrived 
in Paris as a young man with a stock of new and unusual melodies, and, by the rich 
harmonies of his method of treating them, took the world by storm . He w rote music of all 
types, but was only truly successful as a composer for the piano, in which sphere, however, 
he possibly has no rival. His richness of harmony is well illustrated by the sim ple 
”  Prelu de,”  and the fire and verve of his w riting (when he was not, as often, in a 
contem plative mood) by the “  Polonaise.”  Albeniz was a Spaniard whose works are verv 
distinctly coloured by native charcteristics and who is held by some to rank am ong the 
moderns because of his unusual harmonic method. The T an go that is being played is 
from an early set of his national pieces.

The Conductor cannot sufficiently express his thanks to M rs. W hittington for singing 
at very short notice when an accident deprived him of an item originally on the program me. 
H er first song, though it appears sim ple, is by one of the greatest of the sym phonic 
composers, whose vocal works are notoriously far from  easy. Her second song is by a 
composer who has succeeded W agner as the uncrowned king of German m usic, and is an 
adm irably beautiful exam ple of his command of broad flowing melody.

T H E  CH O RA L WORKS
(Polonaise with Chorus— In Praise of the Tsaritsa.) W e understand that this is the 

first perform ance of this work in G reat Britain. T his is surprising, for not only is it a 
melodious and entertaining excerpt (it is taken from the Opera “  Christm as N ight ” ), but 
the composer is well known as one of that famous group of Russians w ho established 
the Russian National School of Music in the later part of last century after their country



had for generations imported all its “  A rts ”  from foreign sources. It was typical of the 
enthusiasm of this group that R im sky-K orsakov started his m usical career w hilst an officer 
in the Im perial N avy, and resigned his commission to take up an appointm ent at the 
Conservatoire at St. Petersburg. A Polonaise was a dance originating, as its nam e shows, 
in Poland, and, in spite of the im pression of rapid m ovement given  by the number of notes 
to a bar and the continual repetitive beat of the sam e chord which is a distinctive feature 
of its rhythm , it was a slow and stately measure, in time not very different from a Minuet. 
The Polonaise itself lies in the accom panim ent, and one can picture the brilliance of the 
operatic scene w ith the Tsaritsa dancing this measure, while her people add to its general 
effect by the chorus in her praise.

(I Sowed the Seeds of Love.) H olst, despite the sound of his nam e, was an E nglish 
composer who gained a high reputation. In common w ith  other E n glish  moderns, he 
sought much of his m aterial in the sim ple traditional folk songs of the countryside. This 
particular song had its origin at some untraceable time in Ham pshire : H olst has re-set 
it in modern form.

(In D ulci Jubilo.) The words of this carol are macaronic, i.e., they are partly in 
E n glish  and partly in Latin, thereby achieving a rather quaint effect. The tune is well- 
known, and, in sligh tly  altered form , has been used for several carols. The first three 
verses are being sung to the traditional version, and the last verse to a special setting by 
J. S. Bach, the great Germ an composer of the eighteenth century.

(The Spirit of England.) The words of this Cantata are three poem s by Laurence 
Binyon, taken from his verses “  The W innow ing F a n ,”  published in 1914— the musical 
setting dating from  two years later. A lthough Sir Edw ard E lgar died only recently, 
his work is not more than sligh tly  tinged with modern harm onic practices, and in style 
he is a descendant of the great “  rom antic ”  composers of the nineteenth century. Even 
in his lifetim e he had an outstanding reputation, and has claim s to be considered not only 
the greatest of E n glish  composers, but am ong the m asters of a ll time. A nd, though his work 
included sym phonies, concertos, and compositions o f all types, this cantata also has its 
claim s to be considered as at the highest level of his genius— not even exceptin g his famous 
“  Dream  of G erontius.”  In  its original form  it is, of course, scored heavily  for orchestra; 
but the innate beauty and grandeur of the music are such that little or nothing is lost by 
playin g the orchestral part upon the piano only, apart from the effect o f the drum  taps 
w hich add to the emphasis of the use of m arching rhythm s for which E lg a r  is w ell known. 
The first section— “  T he Fourth of A ugust ” — starts with a most noble and dignified phrase 
to the words “  Now in thy splendour go before us, Spirit of E ngland ardent eyed ,”  and 
the music soon passes to one of those m arching rhythm s typical both of the composer and of 
this particular work. The m iddle of this short section contains a vigorous alteration of 
tune, which gives place to a brief unaccompanied passage of great beauty w hich, in its turn, 
yields to a repetition of the noble opening to bring this portion of the w ork to a close. As 
its title  would im ply, “  To W omen ”  is much quieter in tone and of a solemn dedicatory- 
nature. In the “  Fourth  of A ugust ”  the passages for the soloist were m ingled throughout 
w ith those for the Choir, but this short second section of the w ork opens with the soloist 
only, the Choir entering later, at the words “  Sw ifter than those haw ks of w ar, those 
threatening w ings that pulse the a ir,”  in a passage w hich, though subdued, has considerable 
dram atic intensity. This is follow ed by a further passage for the soloist, w ho is later joined 
by the choir echoing the words of her final phrases. Soon, the tune that preceded the 
unaccompanied portion of ‘ ‘ the Fourth of August ”  is recognised in the accompaniment 
and is modulated by the choir to a quiet and solem n finale. The third section of the 
work, “  F or the F a lle n ,”  forms about half the Cantata. It is in part of an elegaic and 
dedicatory nature, like  “  To W om en,”  but rises to a tremendous paean of pride trium phant. 
There is a short introduction for the accom panim ent, formed of three of the four themes 
of which the work chiefly co n sists; all three of a pronounced m arching rhythm  : at first 
solem n, changing to a more flowing m ovem ent, and ending w ith  a hint o f the trium phant 
chords w ith w hich the work is to culm inate. The choir enters softly, ris in g  in power at the 
words “  Solem n the drums thrill ”  to form  as dram atically contrived an entry for the 
soloist as can be im agined, the music im m ediately strikin g the note of transcendent pride 
with which the w ork is to end. There shortly follow s the flowing m arch tune for the 
accom panim ent, w hich continues to predominate after the choir again enters, and provides 
the melody— the part w ritten for the choir being here so contrived as to  give alm ost the 
im pression of a monotone, conveying a strong hint of the drum taps that accompany 
m arching men. A third, and slower, section of a reflective nature succeeds this to the words 
“  T hey shall not grow  old as we that are left grow  old ,”  the soloist and choir echoing 
one another in the subdued avowal “  W e w ill remember th em .”  W ith great suddenness 
this gives place to a final trium phant section, introduced by the soloist with the words 
“  W here our desires are and our hopes profound,”  which gathers great m arching force 
and brings the work to a clim ax before the brief quiet phrase with w hich it ends.


