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From the Editor

wonder how many members of the Ralph
I Vaughan Williams Society are able to

remember the day that a particular piece of
music struck home, like lightning, opening the way
to a whole new musical adventure. I seem to recall
quite a few.

I must have been twelve or thirteen, listening to what
I rather fear was still called the Third Programme. 1
remember quite clearly lying on the living room floor
with a book, so I don’t think I was listening very
attentively, when suddenly came the first notes, or
rather the first note — the snap of a whip! — of Ravel’s
Piano Concerto in G major. Then there was school.
When would I have discovered the music of Zoltan
Kodaly had not our school music teacher made us
listen to Hary Janos? As a student I was lucky enough
to be taught by Stephen Dodgson. One of his great
enthusiasms was for a composer of whose music I had
heard not a single note, Leo§ Janacek. He recom-
mended the Sinfonietta as a good place to start, and |
took his advice. And then there was that Festival Hall
concert. I was there mainly for the second half — 1
can’t remember what it was now — but I met a friend
in the foyer who told me that he’d come for the violin
concerto in the first half, by Sibelius. I’d heard the
work, apparently without its making much impres-
sion, but my friend’s passion for it made me listen
with more attention. If the opening of the Ravel, and
the descending scale that ends the first movement, led me into the
endlessly fascinating world of modern music, these other
introductions were to guarantee that [ would stay there.

There have been other discoveries over the years — the Estonian
composer Lepo Sumera: this one threatens to become an
obsession — but none quite so far-reaching as that of the music of
Vaughan Williams. “Old Tallywag” — see page 7 — was probably
my introduction, or perhaps “Greensleeves”. In any event it was
certainly Barbirolli’s LP of English string music, though I
preferred the Elgar side at first. But from the first time I heard the
Fifth Symphony, in Previn’s performance, I never looked back.

Most of us would have a similar tale to tell, but I have chosen
these events to highlight how truly international music is.
Elsewhere in this edition of the Journal you will find a short
article by Society member James Lyon, introducing his book,
published in French, Leos Janacek, Jean Sibelius, Ralph Vaughan
Williams. Un Cheminement Commun vers les Sources. “Les
sources” refers to the traditional music of each composer’s
country, and the book explores how these three composers put
their national identity and heritage at the service of their music.
But national identity in music goes further than folklore. Ravel
was born in the Basque country — a cock’s stride further South and
he would have been Spanish — but his music is quintessentially
French. Or so we think. Debussy’s too, though there’s precious
little traditional French music in his output. But French composers
are usually recognisable as such when we switch on the car radio

Left: Zoltan Kodaly, Budapest; right: Lepo Sumera, Tallinn.

half way through a piece we don’t know. Why? Does Elgar’s
music really sound English, or have we just convinced ourselves
that it does? And what about Vaughan Williams? His music
sounds nothing like Elgar’s, but does it sound English too?
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On the facing page you will find an interview with Michael
Kennedy by Tadeusz Kasa. It was time to honour our President
in this way, and we could probably have devoted twice as many
pages to him. I hope members will find his reminiscences as
fascinating as I did. In the meantime, he has asked me to point
out that footnote 1 on page 13 of Sophya Polevaya’s article in
the last issue might give the impression that he has written that
the Scherzo of A Sea Symphony was omitted at the Leeds
premiere in 1910. Reading the relevant passage in The Works of
Ralph Vaughan Williams makes clear that he says no such thing.
In fact, Sophya was referring to the June 1911 performance in
Cambridge, and not the Leeds premiere. Any confusion is, as
always, the Editor’s fault, and I am sorry it arose.

Ronald Searle, the artist and cartoonist, died on 30 December.
One of his drawings appears on the cover of this issue of the
Journal. ’'m indebted to Jeffrey Davis for the information that
Searle, a full-time art student, would slip into Cambridge
University, wearing a borrowed gown, to hear visiting speakers
and draw them from life. Vaughan Williams was one such.

William Hedley
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You were born on the nineteenth of February 1926, in Chorlton-
cum-Hardy, Manchester?

Yes.

I was born on the twentieth of February.
Oh, were you?

Yes, I'm Pisces and | think you are Aquarius.
We’re something between the two, I think!

When it was confirmed that | could see you, | went to the library and
asked for books by Michael Kennedy and they offered me a sackful.

Were they about fishing? There’s a chap called Michael Kennedy
who writes a lot of books about fishing.

No they weren’t! And the enormous number of reviews and
articles you have written weren’t included. The body of work you
have produced is huge and scholarly. Are you happy with it, or do
you lie awake at night thinking you must rewrite or reassess?

To be honest you get that every time you re-read your work —
you want to reassess it. On the whole I stand by what I’ve

written in the big book that came out in 1964 [The Works of

Ralph Vaughan Williams]. 1 stand by most of what is in that. I
think it worked out very well as a sort of companion volume to
Ursula’s biography. She did all the personal stuff which I’d have
had to cut the book in half to accommodate. She did all that, so I
don’t think mine suffered as a result.

But your other books, on Benjamin Britten, Walton, Barbirolli,
would you want to reassess things?

Well, you could write more about Britten. I don’t want to do Strauss
again, I did that quite recently. Elgar I have done two books on, and
I think that’s enough. I suppose I might do more on Vaughan
Williams because his resurrected works make a difference. I’'m
finishing any day now a very long chapter for this “Companion to
Vaughan Williams” which Alain Frogley is editing, with all sorts of
bits contributed from various people on various subjects to do with
him. I’ve done a chapter on the fluctuation of his reputation, which
leaves me open to all sorts of things.

You left school at the age of fifteen. Did you ever entertain ideas of
staying on?

No I didn’t! I’ll tell you how it came about. I won a scholarship
from my prep school in Sussex to Berkhamsted, and went there
in ’39 at the beginning of the war. And then it suddenly dawned
on me, the way that things dawn on children I suppose, that there
was no way in which I was not going to be in the war. I mean
even in 1941 it was obvious it wasn’t going to be over in a year
or two and I thought that when I came out... I knew people who
did from the First World War, with no job, no training in
anything, nothing. So I thought I’d leave school and start work.
I’d always wanted to be a journalist and I bribed my mother that
if I got good results in my “O”-levels, or whatever they were
called in those days, she would let me leave school. She kept her
word, I did leave, and I started as an office boy at The Daily
Telegraph that had started up in Manchester about eleven
months before. It was obviously in case the Fleet Street office
was bombed they would have somewhere to print, and at Withy
Grove there was an enormous printing factory, now called the
Print Works with cinemas and things, but in those days it was a
huge newspaper printing firm. [ went as an office boy and after
three months [ was made a junior sub-editor, writing headlines

and cutting stories. Then in 1943 I went into the navy. Three
years there and when I came back I had a job guaranteed.

At what point did you go into the navy?

I volunteered in *42 or ’43, I think. You could do, and you could
pick what service you wanted. I didn’t particularly want the
army or the air force, I just wanted the navy, and I got it.

Why the navy?

Well I thought — not talking about the very big ships, they’re
different — but on the whole, in the navy’s small ships there’s
less bullshit. When you get on board ship, you sail out of port,
you can wear any clothes you like — if you’re on a destroyer, 250
crew, you get to know everybody — and it’s very informal. The
captain had to remind us to put uniform on when we went
ashore. He’d say you’d been so long in your casual clothes, just
remember to put your sailor’s uniform on, so that’s how relaxed
it was.

I went to Australia, we joined the British Pacific Fleet, based in
Sydney. We were escorting the King George V to bombard the
Japanese mainland which we did and even a long way off the
mainland you could see the shells going out. When the war
ended we joined up with the American Fleet in the Pacific and
were several weeks at sea, a record then. Then we went up as
part of the Naval Occupied Force in Tokyo Bay so I had about
six or seven months in Tokyo Bay and the Japanese ports around
there, keeping an eye on them and seeing what a beautiful
country it was. But of course it was in ruins then. I saw
Hiroshima and Nagasaki, but people find it hard to believe that
Tokyo was worse in as much as although they were done by one
enormous terrifying explosion, Tokyo had been flattened — and it
was a much bigger city than Hiroshima or Nagasaki — it had
been flattened by Flying Fortresses and you could just walk for
miles over the rubble. It was a mess.

What was Manchester like during the war?

Well, although I was born in Manchester and I call myself a
Mancunian quite justly, I didn’t really live in the place until I left
school and I loved Manchester for its faults as well as its virtues.
It was dirty, it was run down, but it had a spirit always, and of
course the thing that I wanted was to listen to the Hallé
Orchestra because by then I was mad on music and I arrived just
as Barbirolli arrived. He came to take over the Hallé in June
1943. I was already in the navy then I think, or round about that
date so that was a big reason for liking Manchester — its
excellent concerts.

From office junior you rose to be a sub-editor. That’s quite a big
jump isn't it?

Yes. You had to know a little about a lot! Sub-editor sounds very
grand but at that time in Manchester the Telegraph had about 20
subs. Basically their job was to prepare for the printer the stories
that go into the paper, to cut them to the allotted length. It can be
constructive work, though a reporter whose stories had been cut
or altered by a sub didn’t like it so much, naturally. I then became
the Northern Editor in 1960.

But as editor you also need to be quite ruthless with people, don’t
you?

It’s worse now than it was. It’s bad at the moment. In the war
there weren’t so many people getting sacked, but later on... the
Telegraph has always been a good employer and I’ve only ever
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worked for the Telegraph Group, and it’s — how many? — seventy
years now. I’'m still getting paid for records and things, so I’'m
still officially a journalist.

Do you remember any big stories that you were involved in as
editor?

Well you’re only involved in them if you’re a reporter. The only
way a sub-editor can be involved in them is by dressing them up,
cutting them and so on. But I made a sort of thing for myself
when I was still only sixteen. I used to go in early on the day
when Churchill was broadcasting a speech to get it ready for the
printer. We printed them in full, so I used to go in early so that
the copy could go early to the printer. As for big stories, well,
things might happen overnight, then the paper that comes out in
the first edition say, at ten o’clock, is then completely changed
by an event: President Kennedy’s assassination of course, moon
landings, all these. They are exciting events for the reporters on
the spot but they were also quite exciting for the people in the
office too. The great thing is, I think it helped my writing too.
What I liked about subbing was that you could select what you
thought you wanted to put in and almost write it without it being
your copy, you see what I mean?

You say you were mad about music. Do you play any musical
instruments?

No I don’t. I can read scores.
Where did your passion for music come from?

My mother and father weren’t musical in the sense that they
didn’t play musical instruments and they didn’t go to concerts,
but they were aware of good light music. I grew up with
Gershwin and all the popular musicals of the period, which I
loved and still love, and that’s what made me mad on music.
Then one day I was looking through a magazine, the
Gramophone 1 suppose, and saw an advertisement for records
that they sent you in the post and I sent for one. I’ve forgotten
now what I ordered, but they sent me the wrong one. It was
Dvortéak’s Carnival Overture, and I thought “Bloody hell, I don’t
want this!” Anyway [ put it on and loved it. So then I started
exploring other people, and of course the radio was great — there
was plenty of music on the BBC in wartime. It was easy to
become mad on music if you clicked on it and I always did click
on it, and I still believe to this day that for most people it’s better
fun finding your own way into music than saying “What work
should I... my boy likes music, what work should I introduce
him to?” and I'd say “I don’t know!” One friend of mine, I
know, started on Mozart or something and another one started
with Rite of Spring. He’d been to a concert and he’d been
knocked off his feet by it, and I think the fun of discovering
music is that you find these things that you know nothing about
and they become big things in your life. The people I liked were
Elgar and Vaughan Williams even then, Elgar especially. I
collected the symphonies which then were only available on
78s. There wasn’t all that much Vaughan Williams on record, but
one of the records I certainly had before I went in the navy was
The Lark Ascending with Grinke. I collected all... I was a
magpie, really, I listened to anything that was going, the
Tchaikovsky Piano Concerto, all the old favourites, and
Vaughan Williams. I am trying to think what work it was that
really set me off on him. I think it must have been the Tallis... 1
think it was the Tallis Fantasia or perhaps Greensleeves!

Same as me.

Yes! I am trying to think what records I had before I went in the
navy. There was Tallis, No 4 too was available, the London, that
old Henry Wood recording, that was it. The Fifih was very
exciting and that had just come along, everybody fell in love with
that, and Barbirolli of course did it and it was listening to that
work and getting a bit sentimental about it, that made me write to
VW, telling him how much I liked it. I never thought I would get
an answer, but I did. I was abroad. We had left England by then,
picked the mail up somewhere and there was this letter for me
with this extraordinary handwriting and it had on it also... it was
addressed to “Commander Kennedy”. I was in the Wireless
office, decoding codes and things and not a Commander at all,
but he managed to promote me to a Commander!

For someone who doesn’t play an instrument, you do write in a
musical way...

Well yes, I know something about it, I can follow a score and I
know a bit about it but I can’t transfer it. I think you have to go
to a school that’s good on music when you’re nine or ten to take
real advantage of that.

So... as Northern editor of The Telegraph you went sideways to
become a Music Critic?

Yes, I did it the time-honoured way. My predecessor as Northern
Editor knew I loved music, we talked about it a lot together, so
when the regular man who covered Hallé concerts was ill one
night he said “Do you want to write about it?”” He knew I’d have
tickets anyway, as a member of the audience, so I went and that
started that off. And I juggled my days off and with my long-
suffering wife at the time, we arranged our lives so that I could
fit the concerts in. At first it could only be Manchester, but then I
started to go further afield. At weekends I could go to Leeds or
Liverpool and of course I could go anywhere on a Saturday
because there was never a Sunday paper as the Sunday
Telegraph didn’t exist then. I ran them in tandem — for years,
until they brought in the new technology in ’89 and I thought
“I’ve had enough of this, I don’t want all this.” I resigned and
handed over to my No. 2 and just carried on as his deputy. The
then owner of the paper, the late Lord Hartwell, said to me,
“What would you like to do, really?” and I said, “Well, I’d like
to be full-time Music Critic.” He wanted me to go to London and
be full time down there, with Martin Cooper and Peter Stadlen,
but I’d always refused to go to London because I didn’t want to
live there particularly, and with my first wife’s illness, all the
doctors she saw were up here, so I didn’t want to go from that
point of view either.

Do you remember the first concert you reviewed?

I think it was the Grieg Piano Concerto... I’'m sorry to be so
boring about that but I don’t really remember!

You started to write books about music. Was Vaughan Williams the
first book?

No, it was The Hallé Tradition. 1 took it over from someone
who’d done it up to 1939 and his family asked me to complete it.
Well you can’t complete somebody else’s book especially on a
subject which I felt had not been done properly, the way he’d
done it, so I scrapped his and wrote my own. It came out in
1960. My second book was The Works of Ralph Vaughan
Williams because that was requested by him in his will, God
knows why!
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Michael Kennedy with Vaughan Williams at Cheltenham,1958.

You didn't know before he died that he was going to ask you to do this?

No... well did I, really? I think Ursula might have dropped a hint,
but I can’t really remember.

I have read that your views, especially about Elgar and Vaughan
Williams are “sympathetic”, but when | was speaking to John
Bridcut, he said "You need to take a view.” I've always felt that you
allow the reader to “take a view". You don’t “steer” in the sense
that a film-maker does. For instance, the recent films about
Vaughan Williams were very strongly directed, but | feel that in
your writing, if there is persuasion, it's a very gentle persuasion
that leaves space for the reader’s own opinion.

Yes, that is deliberate. I never see the point in writing about
someone if you don’t think much of them! I wouldn’t write a
book about Webern, because I don’t know enough about him and

I don’t have any sympathy with his music.

But you could, if you wanted to be sensational. As someone who
has done so much research and scholarly work, does it irritate you
that people plunder your work so readily?

No. Do they?
I think they do. Presumably you always go to the original sources?

Well 1 do try to because that is the only way to get it right
really. I’ve been very lucky in that most of the subjects I have
dealt with have had a wonderful archive. If you get into that,
you’re OK.

And where do you spend your time when you are reading
composers' letters?
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In my study. In the old days probably doing a little bit of work too.
You weren't stuck in the British Library?
No, but I suppose I would have been if | had been in London.

You have stated quite clearly that Vaughan Williams told you that
he didn’t attach any meaning to his symphonies, and Ursula said he
was really angry when people did. You've written that, and she’s
written that, and yet people keep attaching meanings.

Yes people do, because sometimes I think composers are kidding
themselves. I don’t think the Fourth Symphony has got anything to
do with war, but I do think the Sixth is a war symphony really and he
got very cross when Frank Howes called it that, but you couldn’t
listen to that work in 1948 without its suggesting everything that he
and we all had experienced in the previous ten years. [ accept that he
didn’t like meanings and mottos but at the same time you’ve got to
be a little suspicious of it as well.

You first met Vaughan Williams, if | am correct, in Manchester?

No, I first met him in London when he gave Barbirolli the Royal
Philharmonic Society Gold Medal. I knew him quite well by the
time he came to Manchester.

And this was when Barbirolli conducted the Seventh Symphony?

No, he came earlier than that to conduct the Hallé¢ in his Sea
Symphony.

What was Barbirolli’s conducting like? | have seen film of him
where he was being incredibly strict. Do you remember those
rehearsals?

Well you’ve seen that famous clip of him doing the Bruckner,
haven’t you, where he makes them do the same phrase over and
over? He was strict, but he could be laid back and amusing with it
all too. He was very thorough, and they could only get into the Free
Trade Hall for Antartica rehearsals the day before the performance.
So they built it up in their grotty old rehearsal room which was an
old school, and that’s where Vaughan Williams himself heard it.

Do you remember the effect the work had on you then?

Yes. Thinking that a new sound had come into his music as a
result of all these instruments in which he was so interested. You
would expect the wind machine if you’d seen Riders to the Sea.
And I think we half knew it from the film.

You wrote in 1953 that the Seventh Symphony resembles Richard
Strauss’s Eine Alpensinfonie, *but the composer would have hated
me for saying so".

(laughs)
Yes, that’s right. Yes, he would!

Do you stand by that?
Well there is an element of it.

It wasn’t a work | knew, but | listened to it the other day and |
could see what you were saying. There are wind machines in there,
aren't there?

Yes there is all that, all the elements.
Vaughan Williams invited you to Hanover Terrace?

Yes, I stayed there many times, but I went to the “White Gates”
before that.

Was Adeline still alive?
No, she had gone, but only just. It was 1951.
And how was that first meeting?

Well, how many years differences in age were there? Quite a lot,
fifty years nearly, but one was never conscious of that. And I don’t
remember as much about our first meeting as I should do, except
that we talked music a lot. I soon discovered that he didn’t really
like talking about his own music much and he would be fairly
flippant about it. He would say “Old Tallywag” if he had to
mention the Tallis Fantasia, but he was quite touched if anyone
really defended his music. I remember saying to him “You ought to
tell your publisher to cross out the optional cuts in the Sea
Symphony finale. Nobody these days would say that it was too
long. It’s wonderful music and it’s cut out.” And he said something
like “T suppose so.” He always thought everything was too long,
and he’d be cutting, hence the London Symphony, such a muddle.

What struck you about his physical appearance? It's one of the
first things mentioned about him.

His walking was certainly much better in the early 1950s than
later on. He could walk better. Then there was this wonderful head
and white hair. It was nearly white by then, and an extraordinary
voice which was clipped, quite obviously very much a public
school educated voice, as we would say now, but clear and
precise. Then I soon learned that he held entertaining views on
anything. “Old Beethoven”, he called him, and anything like that.
He wasn’t afraid to say what he liked and what he disliked.

I was going to ask you about that because he never publicly made
any criticisms of other composers. Or did he? And then there was
that famous occasion when he reprimanded the orchestra for
misbehaving during the Britten piece.

That was the Our Hunting Fathers rehearsal in Norwich, but
yes, he would never have criticised. He made a fuss about things
he didn’t like. He didn’t like the use of harpsichords instead of
pianos, and he would talk about the finale, the great last tune in
Gotterdammerung — “not fit for a third-rate German beer-
garden” — which was a stupid statement, | must say, but these
were all dead composers, because he was quite a stringent critic
if you read his various essays and things.

Ursula talks about his “white hot” rages.

I never saw one, or only on the platform, at Leith Hill, where he got
very cross with the choir, standing back with his baton cracking on
the rostrum. I couldn’t hear what he was saying except that it was
pretty sharp and he looked very angry and then it would just settle
down again. He made a joke and it was all over.

In everyday life you never experienced that anger?
No.
I wonder where it came from, that anger?

Well I think if you saw him in rehearsal at Leith Hill there... I've
seen him get very cross when a particular score wasn’t there or
something like that. He would go “Miss Cullen!” Marjory
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Cullen was the festival secretary and he must have driven her
mad, wanting this and wanting that. Oh yes, he was a martinet,
doing the job seriously.

| wanted to switch to Britten. | heard that Britten didn’t like
Vaughan Williams. You wrote “he probably didn't like him"”, and he
and Lennox Berkeley used to make fun of the works. Did he often
make disparaging comments?

I don’t think he liked the music at all really. He wrote that very
nice letter to Ursula, but he regarded Vaughan Williams as
representative of the Royal College attitude which had stopped
him going to study with Alban Berg as he had wanted to, in
Vienna. Ralph had nothing to do with it and Hugh Cobbe’s Letters
show that he in fact drew people’s attention to Britten’s works,
how brilliant they were. I think he had varying views but he
certainly knew that Peter Grimes was a masterpiece and that this
was a very clever chap. But there was an orchestrated campaign. ..
I shouldn’t say this really, but at Aldeburgh they do far more
Vaughan Williams now than in Britten’s time. They had their own
great composer in Britten, they didn’t need anyone else, and
Vaughan Williams certainly was not in favour there, at all.

I've often felt that there was underlying reason why Britten didn't
like Vaughan Williams, but he didn't like John Ireland either,
especially as a teacher.

I think it was a Royal College thing really, and I don’t mind him
not liking the music. Who can like all music?

But he did a famous performance though didn’t he? Wasn't it of On
Wenlock Edge?

Yes, he recorded that, but there are stories about that too. That
they made jokes about it all the time they were doing it, but they
were artist enough to turn in a good performance.

Vaughan Williams must have been pretty confident that his legacy
would be reassessed. He wanted you and Ursula to write his biography.
Do you think he knew that he would be considered a great composer?

Everybody talks about him as being a very modest man, but
Ursula said he knew he was good. He couldn’t really not know,
could he? He knew he was good, but as I say, he had this terrible
fear for every work. He wanted to scrap it or cut it. It goes right
back to the London Symphony. The first performance had been a
great success, but he went round asking his friends what to cut
out. I certainly heard him threaten to throw No & away even
when he’d heard it played through and been reassured by
everybody that they thought it was a marvellous work, but that
was just him. And all these remarks he made about not having
technique and so on just played into Britten’s hands.

Do you think he expected to be thought of as old fashioned?
I don’t think he ever thought about it.

Vaughan Williams was an army person. Did he drink and did he
swear?

I never heard him swear. “Bloody”, occasionally.
But he was flirtatious?

He was flirtatious, yes, always. He was good looking too. He
was an old man but he was remarkably good looking.

He had strong views about composers but he rarely proclaimed
them publicly. He wasn’t enamoured by Stravinsky and he wasn’t
keen on Mahler...

(laughs)
No!

...and he wasn't keen on Strauss, and you've written books about
all of these!

(laughs)

Not about Stravinsky. Yes! We’d have had some good
arguments. Well he did express some of his views publicly
because he put them in essays and things which were printed. I
think he took side kicks at Strauss, and then Stravinsky in a
letter to me, in which he said “Everybody thinks it’s wonderful
and I think it’s horrible!” The Rite of Spring! “Everybody thinks
it’s wonderfully scored and I think it is very badly scored!”

And he loved Barték?

Yes he did. He liked Bartok. I suspect, although I never spoke to
him about it, that he liked Shostakovich as well.

When | was at school in Manchester, everybody had heard of
Barbirolli and they all knew about the Hallé Orchestra. Was it
something special about Manchester, that it embraced its
culture and its heroes more readily than other places? Is it a
northern thing or is it that it tries to assert itself against
London. | can’t imagine anyone at school knowing who Boult
was, for instance?

The Hallé has always meant something. I don’t know about the
pre-Barbirolli days but there was no doubt that he became a very
well known figure in the town, even though he wasn’t here all that
much. He was either in the concert hall or in the rehearsal room or
flying off somewhere else but he involved himself with almost
every activity the Hallé might have been connected with. He
would go to small meetings, with members of the club, you
know? There was the fan club: talk to them and you’ll hear how
much he loved Manchester. And Mark Elder is the same. I have
noticed in the last two or three years, he’s got very close to
Manchester. John used to say that it was a city “you can work in”.
“London,” he said, “is far too big,” and about a certain work he
might say “I could never do it in London because they wouldn’t
give me time to work it up.” And I think they both found, Elder
and Barbirolli, that there is great work satisfaction in being able to
plan your season and being able to do what you want, look ahead,
and not just rely on famous guest artists to fill your hall with such
an appreciative audience.

Why do you think Barbirolli and Vaughan Williams hit it off? As a
young man Barbirolli went to hear On Wenlock Edge and was
obviously very impressed.

Vaughan Williams admired John’s musicianship. He liked the
colour and excitement that John brought to his music. It was
after the Hallé performance of the London Symphony that he
said “I think it’s my favourite. I don’t think I will be able to
make that sound any more.” I think the sound he heard was the
sound that Barbirolli found in it. And Barbirolli heard the sound
that Vaughan Williams wanted there.

You became a friend of Barbirolli?

Oh yes, I was a very great friend. John was a friend from when
he first arrived. I always call him “my musical papa”, though I
shouldn’t have, as a critic, I should have stood aside, but these
days people know that we all know the conductors.

So it wasn't Vaughan Williams who introduced you to Barbirolli?



Michael Kennedy — 1 love it beyond reason...

No, I knew Barbirolli eight years before I knew Vaughan Williams.

I think his Mahler recording with Janet Baker is one of my most
favourite recordings ever. Beautiful.

Yes wonderful — with Elgar’s Sea Pictures on the other side.

William Hedley’s question. You were once attacked in print by
Hans Keller who wrote something on the lines that a “mere
journalist” should never write about music?

Was that aimed at me?
Does it ring any bells with you at all?

No, I’ve never seen it, but I am not surprised. I don’t see why it’s
important, though. Several music critics have been “mere journal-
ists” at one time or another.

As a biographer do you feel privileged to look into people’s lives, or
do you sometimes think you are prying?

Both, privileged and prying! I’ll tell you a story about that. My
predecessor as Northern Editor loved music, and he and I used to
talk and we’d be there until the early morning hours when
nothing much would be going on and we would talk about music.
And he knew my passion for Elgar, and one day he said to me —
he’d been in quite a good position at the Morning Post, he and his
wife must have mixed in social circles — and he said to me “If
ever you look into Elgar, remember the name Alice Stuart-
Wortley.” Now I had never heard that name before in connection
with Elgar, and I think by then I must have read all the books that
were out. Percy Young came in ’57 and Diana [McVeagh] too,
and I looked through the indexes and there was no mention of
this woman at all. No book about Elgar at all, until mine,
mentions her. In fact I had no intention of writing a book about
Elgar, and I hadn’t even started to write proper music criticism
really, but when I decided to write the book I went down to the
Birthplace for a couple of days and arranged with Alan Webb
who was the curator then, a lovely man, that I could have a look
at the letters and things like that. He got them all out for me and I
said to him “Alan, have you anything of Mrs Stuart-Wortley?”
And I’ll never forget the look he gave me. “How do you know
that name?” “I was just given it.” And he walked out to his
cupboard somewhere, and brought me a pile of letters, all of
Elgar’s to her, and I realised as I read them that this was a treasure
trove. I mean, they are cries from the heart. They explain all his
anxieties and moods. Of course the great argument is, were they
lovers? I don’t think they were, actually, but there is no doubt that
he loved her and admired her musicianship and he felt that he
could trust her with his innermost feelings about everything. I
just sat there. The Birthplace was supposed to close at half past
five and Alan said — in those days! — “Just lock up when you
leave.” And I sat there in this little room, reading these letters and
I had the most distinct feeling I’d been disapproved. As much as
to say, what are you poking into this for? It’s probably my
imagination. It couldn’t have been otherwise, but I tell people
ever since that I had the feeling that a presence was haunting me,
telling me to mind my own business. But I’'m glad I didn’t.

There are some who think Vaughan Williams saw Gerald Finzi as his
musical heir. Did you ever meet him?

I knew Rubbra better. I think Finzi wrote one masterpiece.
Dies Natalis?

Yes.

Absolutely wonderful work. And | like his songs, especially the ones
he didn't like such as To Lizbie Browne.

Yes so do I, but I think Britten set Hardy better in Winter Words.
And Vaughan Williams, didn’t he write “I would never dare set
Hardy”? But he did, in Hodie [The Oxen] and it’s beautiful.

Vaughan Williams dedicated his Fourth Symphony to Arnold Bax.

He thought very highly of Bax, especially his piano playing. He
said Bax could look at the most complex score and play it as
though it was an orchestra. And then there’s the Piano Concerto
where he quotes a theme from Bax’s Third Symphony, because it
was all associated with Harriet Cohen, who was Bax’s mistress
for a long time. That shows that they were pretty close at that
time. Funny little man, Bax. Red face! He drank a lot and he got
fatter and rounder as he got older. I remember Barbirolli saying —
Barbirolli loved medical books and he would study them, reading
about old-fashioned diseases — and one day he said, “Mike, I've
found out what’s the matter with Arnold. He’s got the purples.”
He’d found this ancient illness and decided Bax had it.

Alcohol related?
Yes. Bax goes on too long.
But Harriet still liked him?

Very much so. She attacked me at the publication party for my
Vaughan Williams book. The letter about the Piano Concerto. 1
said “There was nothing wrong about it”, but she said “Well,
they more or less suggested that my hands weren’t big enough to
play it.” Well, they weren’t! But I said, “You let me see those
letters, Harriet, you must have known I would use them.” “Oh!”
she said. She was a formidable lady but strikingly good looking.

Portrait of Michael Kennedy by Cecile Elstein.
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Is there something about, for lack of a better word,
the romantic side of Vaughan Williams that
embarrasses people? Colin Davis, for instance, who
will only play No 4 and No 6? There seem to be
conductors who look only to his darker works.

Does Colin conduct the Tallis Fantasia? He mainly
does No 4 and No 6. I’ve never heard him do the
London or the Pastoral or No 5 either.

Some people don't seem to want to embrace works
like the Lark, or the 5th or the 3rd. Simon Heffer
always seems to talk about the Piano Concerto, the
4th and 6th, the fiercer, more aggressive works.

Only in the first movement — the Piano Concerto. The
second movement is like Ravel and the third is like
Vaughan Williams joking about himself. I think there
is humour in the 4¢th Symphony, the Scherzo especially.

Where does the comic element come from in works
such as Sir John in Love and The Poisoned Kiss? Was it to
do with Gilbert and Sullivan?

I don’t think so, although he admired Sullivan. I think

the principal love in his life, besides music, was literature, and he
had to spend that time as Music Director at Stratford, which had
given him a great insight into Shakespeare. I think the comic side
of Shakespeare always made him want to write this comic opera,
which he did, and which I thought was very good. Did you enjoy
it? [in the English National Opera production]

| think the music is lovely. Gorgeous.

I could never make up my mind about 7he Poisoned Kiss though.
I think it’s super music and delightful but I do think it is wrecked
by the libretto, and I don’t see what you can do about it now.

I just think that if he had stuck to darker works like Riders, or gone
the way of Britten... | think it is fair to say that Vaughan Williams
isn't successful in opera.

No, but I think he might be.

You think he might in the future?

I think he could be.

Yet Britten found success immediately.

Yes, he hit the right note at the right time, didn’t he? Whereas
Pilgrim didn’t, although the more I hear Pilgrim the more I think
it a masterpiece. It is what Vaughan Williams said, it is like no
other opera.

Christopher Finzi thought that Vaughan Williams had no interests
outside music.

I don’t think that’s true. We talked about world affairs and
politics, but I must say most of our conversations were on
musical themes or people connected with it. It’s not right to say
that he had no other interests. Certainly he had no sporting
interests: he didn’t follow a football team or anything like that.
But I never got the impression that his was not a wide-ranging
mind.

Do you think Vaughan Williams today has “reached the hearts of
the people”? | am quoting something you said about Elgar.

It was Parry who said that “Elgar has reached the hearts of
the people.”
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Left to right: The composer William Wordsworth, Michael Kennedy,
Eslyn Kennedy, Ralph Vaughan Williams and Ursula Vaughan Williams
at Cheltenham, 1956.

What do you think he would have thought about topping the
Classic FM Charts?

It’s amazing, this Lark Ascending thing, which I think is a beautiful
work. Why has it suddenly taken off? Because people can see in it
an idealistic view of life, and because it doesn’t go on too long.

It's not so popular in America.

When did you last hear a lark ascend? It’s years since I have, but
I think it’s a beautiful work.

Vaughan Williams wrote to you and asked you to explain
Schoenberg's twelve-note system. Did you explain it? And did he
understand it?

He does make some comment about it. If you’ve got Hugh
Cobbe’s book...

I have been reading it, but it took him twenty years to produce, so
it's taking me a bit of time to read it!

‘Well most of the letters he wrote to me are in that book, and there
is one where he says “All I can say is that if this is the great
twelve-note method, it’s a fraud”, or something like that. Anyway,
he was very disparaging about it.

Have you ever felt that, like Ursula, Susana Walton or Shirley
Beecham, you are the “keeper of the flame"?

No. Well, I suppose I have in a way. I’ve always championed
Vaughan Williams’s music and done things towards it like chairing
the Trust and so on, and so I am a keeper of the flame, yes.

Finally | was going to ask you if you were on a desert island which
two works of Vaughan Williams would you take? Just two.

Well I"d take, because I love it beyond reason, I’d take a bit of
the Sea Symphony probably the beginning of the finale. Then I
might go for something out of Hodie or the Tudor Portraits if
they are well enough done.

Thank you. ~&

NOTE: The interview took place on 20 December 2011 in Manchester.



rom his first-hand discovery of English folk song in 1903,
FVaughan Williams consistently introduced folk elements

into his compositions. Firstly, and most importantly, folk
song had a significant impact on his style, its essence being
absorbed by the composer into his own musical language.
Furthermore, folk song was employed more directly with
arrangements or quotations appearing regularly throughout the
composer’s career. Vaughan Williams made it clear from his
own statements that he had no qualms about using folk song in
his work. For him the love of these tunes was “a freeing and not
a restraining influence, setting free new ideas, new vistas and
new possibilities.” The esteem in which folk song was held by
Vaughan Williams is also reflected in the fact that tunes can be
found in virtually every genre. In addition to arrangements for
voice and piano or mixed voices, folk songs occur in two ways:
either as brief excerpts to enhance the flavour of a given work,
such as “The Bold Princess Royal” in 4 Sea Symphony (1909)
and “Lovely Joan” in Sir John in Love (1928), or as full
quotations where the work itself has been inspired by the folk
songs in question, as in the Norfolk Rhapsodies (1905-6), the
Fantasia on Christmas Carols (1912), the English Folk Song
Suite (1923), the Six Studies in English Folksong (1926), Five
Variants of “Dives and Lazarus” (1939) and Folk Songs of the
Four Seasons (1949), among others.

Many of these works are well known and the folk melodies they
contain familiar. However, researching the folk songs used by
Vaughan Williams in these and other compositions has
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uncovered some inaccuracies present in existing literature, and it
is evident that the correct designation of certain folk songs has
proved problematical. Some of the composer’s scores provide
the names of the folk songs included, but several do not, and
there are some instances where the title given is inaccurate. In
addition, Frank Howes and Michael Kennedy have both written
detailed studies on Vaughan Williams’ works, and while these
books are the only ones that endeavour to provide detailed
information about which folk songs the composer employed —
shedding much light on this subject — they are not infallible. The
multifaceted nature of folk song, with various names for the
same tune and numerous variants with the same name, makes
precise identification of specific tunes difficult. Given below are
a number of examples where errors or oversights have been
detected, highlighting some of the various obstacles one can face
when attempting to identify a folk song.

One obvious place where pinpointing a folk song can prove
difficult is where the incorrect name has been given in the score.
This is the case with “A Brisk Young Farmer”, collected by
Vaughan Williams in 1904 from Thomas Bowes in Westerdale,
Yorkshire (MSS III 22). This folk song was used by the
composer three times. Firstly, he adapted the tune in 1906 for the
hymn, “’Tis winter now; the fallen snow” in The English
Hymnal (No. 295, tune: Danby). Subsequently, he employed the
tune in his folk ballet Old King Cole (1923) and his music for the
film The Dim Little Island (1949), but previous research has
been unsuccessful in recognising this folk song in its later

Photograph by Em Marshall-Luck.
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incarnations. In OIld King Cole it is used, with one or two
embellishments, as the tune played by the second fiddler.
However, exact identification has been hampered because the
title has been given as “Bold Young Farmer” in the score (p.47,
one bar after Fig. 37). When discussing this work, Howes takes
his cue from the score and gives “bold” (Howes, 247), although
he recognises that it is not the same “Bold Young Farmer” as the
one collected from Mr Denny in Essex in 1904 (MSS II 130 and
JESS 1I 155).1 Kennedy cites correctly “Brisk Young Farmer” in
his list of hymns derived from folk songs (Kennedy Works 71),
but when discussing Old King Cole refers to “Bold Young
Farmer” (Kennedy Works 179 and Kennedy Catalogue 94)
making no connection between the two. !

For The Dim Little Island, a propaganda film made for the
Central Office of Information, an orchestral arrangement of the
tune is used for the opening titles. Dickinson asserts, “Auxiliary
fragments (?‘Pretty Betsy of Ballahtown Brae’ and ‘Pretty Susan
the pride of Kildare’) introduce the dialogue...” (Dickinson
425); and as a footnote he thanks “Mrs Noyes, the librarian of
the English Folk Dance and Song Society, for identifying the
second tune and conjecturing the first.” (Dickinson 425n).
Perhaps misguided by this, Kennedy states that this “short
prelude” is “based on two folk songs, one of which is ‘Pretty
Betsy’ and the other ‘The Pride of Kildare’, both from Vaughan
Williams’s manuscript collection.” (Kennedy Catalogue 188).1
Mark Doran, in his Tempo review recognises correctly the tune
for the “prelude” as that of the second fiddler in Old King Cole,
but relying on the available sources, identifies it,
understandably, as “The Bold Young Farmer”.” Of course,
“bold” and “brisk” are synonymous in this context, but these two
folk songs are not interchangeable and have distinct Roud
numbers (Brisk = 400; Bold = 60). However, the alteration of
just one word has led to the true origin of this particular variant
being obscured. “A Brisk Young Farmer” has not been published
previously, and this may be due, in some part, to the confusion
over the name noted above.

“A Brisk Young Farmer” (transposed down a perfect fourth)
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Another example of a misnamed folk song occurs in Sir John in
Love. In 1908, Cecil Sharp collected “The Game of Cards” from
Samuel Burman in Durston, Somerset (CSCEFS No. 276C).
This song was later arranged by Sharp for inclusion in the
collection Folk Songs for Schools,” but when submitting it he
gave the wrong title and text, as Maud Karpeles explains: “Cecil
Sharp erroneously attributed version C to ‘The Sailor from Sea’
and the tune is published as such in Sharp Schools. No. 1315.”
(CSCEFS Vol.2, 620) Vaughan Williams, who also contributed
to Novello’s Folk Songs for Schools series, would have been
familiar with the tune from this publication and so inadvertently
used the mistaken title when including it in Act I of Sir John (see
p.15 of the vocal score, where the tune is given as “The Sailor
from the Sea”)."! Subsequently this error has been duplicated in
Howes (276), Dickinson (262), Kennedy (Catalogue 121) and in
some more recent articles." In one of these, by Eric Saylor for
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the Journal of the Royal Musical Association, the author has
written a detailed study on the use of folk song in Sir John in
Love, but is powerless to comment in depth about this particular
folk song because he has been deceived by the incorrect title and
is therefore unable to find any information about it, merely
stating “...his source for [this] tune is unclear, but he did not
collect a version of it.”* Mr Saylor makes no reference to Sharp.

It is also easy to overlook a particular variant when the folk song
is published under one of its alternative names. An instance of
this occurs with the tune used by Vaughan Williams for the
fourth movement of the Six Studies in English Folksong. The
folk song in question was collected by the composer in 1908
from Mr Hilton in South Walsham, Norfolk, and Vaughan
Williams wrote “She Borrowed some of Her Mother’s Gold” on
the manuscript (MSS 4 to I 46/5),* but the folk song is more
widely known as “The Outlandish Knight”. The variant
collected by Vaughan Williams was published in the Folk Song
Society Journal in 1910, along with nine other variants under the
general title “The Outlandish Knight or May Colvin”, although
Mr Hilton’s tune was attributed the name “She Borrowed some
of Her Father’s Gold” (JFSS IV 123).5 However, when the song
was published later in The Penguin Book of English Folk Songs
in 1959 it appears as “The Outlandish Knight” (Penguin 80). No
words appear on the manuscript or with the tune published in the
folk song journal, so the Penguin source is the first to attach a
text to this variant. It is interesting to note that the remarks about
the various names for the folk song put forward in Penguin do
not mention the “mother’s gold” or “father’s gold” titles used
previously (Penguin 120).* Furthermore, in respect of the Six
Studies, the name change has led to the folk song’s inclusion in
Penguin being overlooked by some commentators. The song is
listed as “She Borrowed some of Her Father’s Gold” in Julian
Onderdonk’s checklist, but without “The Outlandish Knight”
given as an alternative name and with no reference to Penguin
(RVW Society Journal No. 50, 21). Also, had the link been made
then, John Barr would have had more to say about this folk song
in his article on the Six Studies instead of resorting to the
statement “The words and any other information, at present, are
not at hand” (RVW Society Journal No. 13, 14).

On the subject of the Six Studies, both Howes and Kennedy state
that these are not “exact transcriptions of...identifiable folk-songs”
(Howes 228; Kennedy Catalogue 113). However, it should be
pointed out that each movement does, in fact, correspond to a
particular variant. Apart from an element of variation when the
tune is repeated, the melodies are presented almost exactly as in the
original folk song, and in this respect the Six Studies is not
dissimilar to other folk song compositions such as the English Folk
Song Suite or The Running Set. While Howes does identify
“Lovely on the Water” as the tune for the first movement, he
describes the others in somewhat prosaic terms, with the fourth
study referred to as a “carol” (Howes 228-9). Despite his
concurrence with Howes that the tunes are not identifiable,
Kennedy does assign each movement with the name of a folk song
and these are correct apart from “The Lady and the Dragoon”
given to the fifth study. The folk song used here is actually “The
Pride of Kildare” collected by Vaughan Williams in 1904 from Mr
Copas in Cookham Dean, Berkshire (Palmer No. 1). Kennedy’s
titles are now pervasive throughout the recording catalogue.*

In addition to issues regarding the names of folk songs,
problems can also arise with identification if the tune in question
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is related in some way to another folk song. This is the case with
“Whistle Daughter Whistle”, collected in 1906 by Cecil Sharp
from Walter Locock in Martock, Somerset (FSS Vol. 3, 20-1 and
CSCEFS No. 195A). Vaughan Williams employs this tune in the
English Folk Song Suite for the trio section (first tune) in the
third movement, “Folk Songs from Somerset”. However, when
discussing this work, Howes cites this tune as “The Trees So
High” (Howes 233). This is repeated in Kennedy (Catalogue 97)
and also appears in the sleeve notes to several recordings.* This
oversight can be excused to some extent, however, as Sharp does
state that “the Somerset air has points in common with ‘The
Trees They Do Grow High, No. 15°” (FSS Vol.3, 74), referring
to the folk song sung by Harry Richards given in volume one
(FSS Vol.1, 30-1). A comparison of the opening bars (Ex. 1)
shows that the two tunes share the same rhythm and shape.

Ex. 1

"Whistle Daughter Whistle”

h—+ o : h—r—r i

s
dy
2=
wll
N
b
N
N
N
)|
N
L
.
=

"The Trees They Do Grow High”

2@!:
i
o
.

h
N
3
N
n
h
.
.

Distinguishing two similar tunes becomes more difficult if they are
variants of the same folk song, as seen with “The Lawyer”.
Vaughan Williams arranged two versions of this tune, one in Tivo
English Folk Songs (1935) and another in Folk Songs of the Four
Seasons as “The Green Meadow”. The first of these was collected
from Mrs Verrall at Horsham, Sussex in 1908 and was published in
George Butterworth’s Folk Songs from Sussex as “A Lawyer He
Went Out” . The tune itself was actually noted down by Francis
Jekyll, a friend of Butterworth’s from his days at Eton and Oxford,
as stated by the composer in the preface to the original edition.*"!
The version used in the later work is in fact from the composer’s
own manuscript collection, taken down from Ted Baines in Lower
Beeding, Sussex in 1904 (MSS II 354).xii However, the two
variants are so alike (see Ex. 2) that it has been supposed that the
Butterworth version was used in Folk Songs of the Four Seasons X

Ex. 2

“A Lawyer He Went Out” (Verrall)
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200) But, with the Butterworth variant already used by the
composer and with the two versions being almost identical, this
is an understandable mistake. Subsequently this error has been
duplicated in Kennedy (Catalogue 152), in Michael Barlow’s
book on Butterworth®™ and in the sleeve notes to the premiere
recording of Folk Songs of the Four Seasons on Albion Records
(ALBCD 010). The two variants are separated correctly in Julian
Onderdonk’s checklist (RVW Society Journal No. 50, 18-9).

Recognising a folk song which has a similar melody to another is
made more problematical if they both appear in the same work. A
good example of this can be found in the Fantasia on Christmas
Carols. In the preface to this work, Vaughan Williams makes the
following acknowledgement: “This Fantasia is founded on the
following traditional English Carols: ‘“The Truth sent from above’
(Herefordshire) words and tune; ‘Come all you worthy gentlemen’
(Somerset) words and tune; ‘On Christmas Night’ (Sussex) words
and tune; “There is a fountain; (Herefordshire) tune only...” It is the
identification of the last of the folk songs named here that has
confounded scholars. As far as research shows, there has been no
analysis of the Fantasia that explicitly identifies this tune. Howes’
detailed examination only mentions the title of the folk song, but
does not point out specifically which variant it is or where it appears
(Howes 126-131), and Kennedy does not mention the folk song at
all (Kennedy Works 134-5) apart from when quoting the above
acknowledgement in his catalogue (Kennedy Catalogue 61).
Vaughan Williams collected three different versions of “There Is a
Fountain”, and it would seem that the most obvious candidate to be
included in the Fantasia would be the one that was collected in
1909 from Mrs Esther Smith in Weobley, Herefordshire (MSS 1
309/1 and JFSS IV 21, second tune). This tune has been arranged no
fewer than three times by the composer, appearing (as “Joseph and
Mary”) in the Twelve Traditional Carols from Herefordshire (1920),
in the Oxford Book of Carols (1928) (No. 115) and in The First
Nowell (1958) (No. 8). But the tune actually used by Vaughan
Williams is the less well-known variant sung by Mr Hancock from
Monnington in Herefordshire in 1908 (MSS 1 309/2 and JFSS IV
21, first tune). The reason why this tune has evaded identification
is because it is so akin to the tune of “The Truth Sent from Above”
that it has most likely been overlooked as a variation on the
latter’s melody. See Ex. 3 below.

Ex.3

"The Truth Sent from Above”
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Howes states “The song here bears the title ‘The Green
Meadow’ but equally is called ‘The Lawyer’. It comes from the
collection made by George Butterworth in Sussex.” (Howes

In the Fantasia the tune appears six bars after Fig. F (p.5 of the
vocal score), as a postlude to the opening section. Evidently the
composer has employed this tune because of its resemblance to
“The Truth Sent from Above” and has utilised this relationship
by juxtaposing both folk songs, but in doing so has made the two
almost indistinguishable.

The detection of a folk song in the same work becomes more
difficult again if the composition in question is based upon
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different versions of the same tune, as seen with the Five Variants
of “Dives and Lazarus”. Apart from the well-known version of
“Lazarus” found in English County Songs (ECS 102-3) which
Vaughan Williams uses as the main theme (see Howes 234 and
Kennedy 278), further identification has been discouraged by the
composer’s note in the score which states “These variants are not
exact replicas of traditional tunes, but rather reminiscences of
various versions in my own collection and those of others.”
However, it is possible to detect other tunes that correspond to
specific folk songs. Howes points out the relationship between
“Lazarus” and “The Red Barn” (or “The Murder of Maria
Martin”) and identifies a version collected by Vaughan Williams
in Norfolk which is used for Variant V (Howes 234 and also
Kennedy Works 278). This tune was collected in 1905 from Mr
Whitby in Tilney All Saints, Norfolk (JFSS II 118) and was also
employed by the composer in the first movement of the English
Folk Song Suite (third tune).* Incidentally, when discussing this
work, Howes describes the section in which this folk song
appears as “a jig tune, volkstiimlich and original not a folk-
tune...” (Howes 232), missing the inclusion of “The Red Barn”
in the bass, as given by Dickinson (460) and Kennedy
(Catalogue 97); interestingly, both these latter writers refer to the
tune as “Dives and Lazarus”. In addition to the Whitby version of
“The Red Barn” in Variant V, which is heard almost in its
entirety, Vaughan Williams also utilises two other tunes where
the melodies are not quoted in full, but still correlate to
identifiable folk songs. Variant III is based on the version of
“Cold Blows the Wind” found in English County Songs (ECS 34-
5), a rare example of the “Lazarus” melody in compound time
which Vaughan Williams converts into triple time (Ex. 4).

Ex. 4

“Cold Blows the Wind" (transposed up a sixth)
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was using. In Folk Songs of the Four Seasons, Vaughan
Williams includes the folk song, “The Sprig of Thyme” (Ex. 6),
but states in the score “The arranger cannot trace the source of
the above version of this well-known melody, he hopes that no
copyright has been infringed” (p.31 of the vocal score).

Ex. 6
“The Sprig of Thyme”
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Howes asserts that “The particular variant of the tune used by
Vaughan Williams is unidentifiable and it may be suspected
that...Vaughan Williams has himself behaved like the traditional
singer, transforming the tune slightly in transmitting it.” (Howes
200) However, the composer had used the exact same tune
before in On Christmas Night in 1926 (Figure 69, Andante
sostenuto). When discussing this latter work Howes identifies
the folk song by its parallel name, “The Seeds of Love”, and
although he quotes the tune, he does not make a connection
between the two (Howes 251). The melody is, in actual fact, a
conflation of the version collected by Lucy Broadwood in
Northamptonshire (ECS 58-9) and that collected by Vaughan
Williams from James Punt in East Horndon, Essex in 1904
(MSS 11 92). The first four and a half bars match the Broadwood
version, while the last three and a half bars correspond to those
from Mr Punt. Both tunes are given in Ex. 7 with the relevant
sections in square brackets.

Ex. 7

“The Seeds of Love” (Broadwood)
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Variant IV corresponds to another version of “The Red Barn”
collected by the composer in 1904 from Mr and Mrs Verrall at
Monk’s Gate in Sussex (JFSS II 118, as “Maria Martin”).** The
folk song is in a typical AABA form and Vaughan Williams
bases this variant on the four bars that comprise the A section of
the tune. The brevity of the quotation and the modification of the
mixolydian tonality both help mask its origin (Ex. 5).

Ex. 5

“The Red Barn” (Verrall)
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The final example is something of an oddity, where, it seems, the
composer himself was unsure about exactly which variant he
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Unless this tune does belong to an anonymous variant with
which, it seems, only Vaughan Williams was familiar, we can
only assume that the composer has fashioned a hybrid version of
the folk song from two known sources. Whatever its origin,
Vaughan Williams thought the tune worthy enough to use in two
separate works twenty-three years apart.

It is clear then that the process of identifying folk songs can be
problematical. The intention here has been not to criticise, but to
show that the correct designation of a folk song can be hindered
for a variety of reasons, and that errors can then be perpetuated
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by dissemination into subsequent literature. The examples cited
above illustrate the difficulties that can arise when there is an
anomaly regarding the name of the folk song, or when the tune
in question is very similar to another song or variant. Regarding
the folk songs mentioned, it is hoped that this article will help
unravel some of the issues concerning which tunes were used by
Vaughan Williams and also bring those that have been
overlooked to the notice of a wider audience.
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Rosamund Strode gives “mother’s gold” in her checklist (R. V. W.
Folksong Manuscript Collection: General Descriptions and Check
Lists, 24), as does Michael Kennedy in his list of Vaughan
Williams’ folk songs (Catalogue 270) and when discussing the Six
Studies in English Folksong (Catalogue 113).

This has led to some later sources giving “father’s gold” instead of
“mother’s gold”; see Bronson’s Traditional Tunes of the Child
Ballads, Vol.1, version 39; note 12 below; and the main body of text.

The updated version of Penguin, Classic English Folk Songs,
suggests that the composer wrote “father’s gold” on the manuscript
not “mother’s gold”, but it is probable that the folk song journal has
been used as the source (Vaughan Williams, Ralph, Lloyd, A. L. and
Douglas, Malcolm (ed.), Classic English Folk Songs. London:
English Folk Dance and Song Society, 2003, revised 2009, 105).

Kennedy gives the following titles: 1. “Lovely on the Water” (“The
Springtime of the Year”) [JFSS IV 84 and Palmer No. 66]; 2.
“Spurn Point” [JFSS II 178 and Palmer No. 55]; 3. “Van Dieman’s
Land” [JFSS II 166 and Palmer No. 57 as “Younger Henry the
Poacher”]; 4. “She Borrowed some of Her Mother’s Gold”; 5. “The
Lady and the Dragoon” and 6. “As I Walked over London Bridge”
[JFSS 11 208]. (Kennedy Catalogue 113).

Examples include Jean Stewart on EMI in 1963 (notes by Michael
Kennedy), Eileen Croxford on EMI in 1973 (notes by Michael
Kennedy), Janet Hilton on Chandos in 1982 (notes by Andrew
Keener), Emma Johnson on ASV in 1993 (notes by Michael
Pilkington), Paul Watkins on Hyperion in 2001 (notes by Andrew
Burn) and Ian Scott on Dutton Epoch in 2005 (notes by Philip
Lane), among others.

Examples include the London Wind Orchestra on ASV in 1978
(notes by W. A. Chislett) and the Royal Northern College of Music
Wind Orchestra on Chandos in 1999 (notes by Timothy Reynish).

Butterworth, George, Folk Songs from Sussex and Other Songs,
Augener, 1913. The manuscripts give the title as “A Lawyer Fine
and Gay” (GB/6b/11) and “A Lawyer He Rode Out” (GB/7b/25A).

Jekyll’s name does not appear in more recent editions of the work,
for example, Stainer and Bell, 1974, where the preface has been
replaced by an introduction by Peter J. Pirie.

The folk song is also included in Palmer, Roy (ed.), Bushes and Briars:
Folk Songs Collected by Ralph Vaughan Williams. Burnham-on-Sea:
Llanerch, 1999 (2nd edition; originally published under the title Folk
Songs Collected by Ralph Vaughan Williams in 1983), No. 96.

That the Butterworth version is not used in Folk Songs of the Four
Seasons is borne out by the fact that the published score does not
credit Butterworth or Augener in the preface, but does for the other
tunes not collected by Vaughan Williams (i.e. Boosey & Hawkes
Ltd., Cramer & Co. Ltd. and Novello & Co. Ltd.). In the published
score of the Two English Folk Songs the correct credit is given:
“‘The Lawyer’ [used] by kind permission of Sir A. K. Butterworth.”

Barlow, Michael, Whom the Gods Love: The Life and Music of
George Butterworth. London: Toccata Press, 1997, 80.

This tune also appears in the now lost Norfolk Rhapsody No. 3
(1905-6).

The tune also appears in the Oxford Book of Carols as “Job”
(“Come all you worthy Christian men”) (No. 60, fourth tune). <&
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Thomas Canning’s “Morgan Fantasy":
a tribute to Ralph Vaughan Williams

Allan W. Atlas

hat follows is the third and final installment in a series
s }s / of articles about various aspects of the reception of
Ralph Vaughan Williams® Fantasia on a Theme by
Thomas Tallis in the United States. Part 1 dealt with the reception
accorded the work by the musical press in New York during the
years immediately after its American premiere there on 9 March
1922 (Atlas 2010a). Part 2, by far the longest, looked at the
“translation” of Tallis (and the composer’s equally popular
Fantasia on Greensleeves) onto canvas by the American
(Lithuanian-born) synaesthetic painter Ira Jean Belmont (1885-
1964) (Atlas 2011). In this third part, the focus is on a composition
by an American composer that pays musical tribute to Tallis:
Thomas Canning’s Fantasy on a Hymn Tune by Justin Morgan.

Little known either to audiences in general or to scholars in
particular (Americanists included: there is no entry for Canning
in the current edition of “AmeriGrove”, nor will there be one in
the forthcoming revised edition), Thomas Scribner Canning was
born at Brookville, Pennsylvania, on 12 December 1911. After
studying composition at Oberlin College (B.M., 1936) and the
Eastman School of Music (M.M., 1940), Canning held a number
of short-term teaching positions prior to serving in the armed
forces during World War 2; after the war, he taught at Eastman,
from 1946 to 1963, and then at West Virginia University, from
1963 until he retired in 1977. Canning died at Morgantown,
West Virginia, on 4 October 1989.

Though prolific, Canning is best remembered today for one
piece only, his deeply moving Fantasy on a Hymn Tune by
Justin Morgan, composed in 1944-1945 (published jointly by
the Eastman School of Music and Carl Fisher in 1955). And that
Canning modeled the work closely after Vaughan Williams’
Tallis Fantasia is anything but a secret. As Ross Parmenter put it
in his New York Times review of Howard Hanson’s 1953
recording of the work (see the discography for this and other
recordings): “Mr. Canning calls his piece Fantasy on a Hymn by
Justin Morgan [note the omission of the word “Tune”]. It is well-
worked and most agreeable in sound, but it is almost too close to
Vaughan Williams’ Fantasia on Theme by Thomas Tallis for
comfort” (Parmenter, section X, p. 9). Indeed, drawing attention
to the Canning-Vaughan Williams connection has since become
commonplace in references to Morgan:

After Vaughan Williams wrote his 7Tallis Fantasia a dozen
composers produced imitations. Most of them sound pretty good,
and Thomas Canning’s, from 1944, is one of the best (Vroon, 94).
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Thomas Canning

Of particular note is the Hymn Fantasy by Thomas Canning.
This is nearly an American-style Fantasia on a Theme by
Thomas Tallis... (Haldeman, 209).

...the Fantasy is reminiscent of Vaughan Williams’s great
Fantasia on a Theme by Thomas Tallis in its expert writing for
strings and mood of rapt contemplation (Adams, 4-5).

More recently, and in our very own Journal, we read that the
Canning Fantasy is an “out-and-out pastiche of the Tallis
Fantasia” (Rooksby, 21), while the following (to back up
chronologically) is downright mean-spirited: “Canning’s work
is a shameless plagiarism [my emphasis] of Ralph Vaughan
Williams’ Tallis Fantasia...” (Hurwitz). In all, then, what critical
spin there’s been about the relationship between the two works
has, to the extent that it’s leaned in one direction or another,
leaned “center-negative”.
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My goal in this brief communication is twofold: 1, to compare
the two works in much greater detail than they have been until
now; 2, to offer a very different assessment of Canning’s
motives for basing his work so closely on Vaughan Williams’.

To be sure, the similarities between Canning’s Morgan and
Vaughan Williams’ 7allis are both striking and extensive, and
they exist on two clearly-defined levels. First, there are the
obvious matters of orchestration and pre-existent material. Both
works are for strings only, though Canning reverses Vaughan
Williams’ disposition of two orchestras (of varying size) and solo
quartet, and scores Morgan for two quartets and a single
orchestra. As for the pre-existent material: just as Vaughan
Williams dipped into his Elizabethan heritage and based his work
on the tenor of a four-part psalm setting by Thomas Tallis that
had originally appeared in Archbishop Matthew Parker’s The
Whole Psalter translated into English Metre (London, 1567), so
Canning reached back to his own roots in eighteenth-century
American hymnody — he composed a great deal of Protestant
sacred music (there is a partial list of works on the website of the
American Composers Alliance) — and drew upon the tenor of a
four-voice hymn setting titled Amanda by the eighteenth-century
American composer Justin Morgan (b. 1747 in West Springfield,
Massachusetts; d. 1798 in Randolph, Vermont), best known in his
own day and perhaps even more so in ours for developing the
equine breed known as the Morgan horse.
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Ex. 1. Justin Morgan, Amanda, tenor; after Asahel Benham,
Federal Harmony (New Haven, 1790), 4; the text is drawn from
Isaac Watts’ version of Psalm 90, “Death, like an overflowing
stream”. Benham’s Federal Harmony was extremely popular
and went through six editions by 1795 (Crawford, 447); the
four-part setting in its entirety appears in Kroeger, 120-21.

Unlike Vaughan Williams, however, Canning did not dig
through “ancient” tune books to find Amanda; rather, according
to Mrs. Ruby Canning (communication of 28 June 2008), he
found it in a modern publication that had appeared just one year
before he composed the work: the popular and then-
groundbreaking Landmarks of Early American Music,1760-1800.
The similarities, though, extend well beyond orchestration and
pre-existent material. In fact, Canning’s Morgan echoes the
more famous 7allis in a very audible gesture-for-gesture manner
from beginning to end, so that there is a sense of structural
parallelism between the two pieces that involves (1) placement
of themes, (2) shifts in orchestration, texture, and tempo, (3)
gradations in dynamics, and (4) other signposts that define the
structure of the two works.

The following accounts for what I hear as the dozen most
notable instances of this parallelism. I have organized the
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material in quasi-outline fashion, citing locations in 7allis by
rehearsal letter and bar within, those for Morgan by rehearsal
number and bar within; locations prior to the beginning of the
series of rehearsal letters and numbers cite bar numbers only;
and when the total length of the passage is not immediately
apparent (as in, say, 4.5 — C.1 or 2.17 — 3.1), I also specify the
total number of bars involved.

Gesture 1. Vaughan Williams, bar 1 — 2 = Canning, bar 7-10:
Both works begin with broad, sustained, modal-progression
chords that establish a somber, quasi-mystical atmosphere.

Gesture 2. Vaughan Williams, bars 4 — 6 and bars 9 — 4.1 (the
latter 3 bars long) = Canning, bars 15 — 19: Low-register
pizzicato passages allude to the pre-existent melodies on which
the works are based; but whereas Vaughan Williams quotes the
head motive of the 7allis theme directly, Canning seems most
closely to anticipate bars 12 — 13 of Amanda (at the words
“morning flow’r” — see Ex. 1), and presents it in Morgan’s
original key of A minor instead of the E minor to which he

transposes the tune throughout the remainder of the work.

Gesture 3. Vaughan Williams, 4.5 — C.1 (17 bars) = Canning,
bars 19 — 2.1 (17 bars): Both Tallis and Morgan offer the first
complete presentations of their pre-existent themes: 7Tallis in
second violins, violas and cellos, Morgan in second violins and
violas only.

Gesture 4. Vaughan Williams, C.1 — C.2 = Canning 2.1: first and
second violins sweep up an octave in preparation for the second
statement of the themes.

Gesture 5. Vaughan Williams, C.2 — E.1 (16 bars) = Canning, 2.1 —
2.17: Each composer presents the second complete statement of his
theme, but now an octave higher than the first presentation (at
times two octaves higher in Canning), with both pieces
accompanying the melody with bustling 16th-notes, either entirely
(Vaughan Williams) or mainly (Canning) in the second violins.

Gesture 6. Vaughan Williams, £.5 — E.6 = Canning, 2.17 — 3.1 (2
bars): Hammer-like strokes announce the onset of transition-like
passages; in Tallis, Orchestra I plays alone for the first time as
Orchestra II drops out (the solo quartet has yet to enter); in
Morgan, the two quartets play together for the first time, so that
each work marks this important structural boundary with a
change in orchestration.

Gesture 7.Vaughan Williams, /.1 — R.7 (94 bars) = Canning, 4.1
— 11.7 (61 bars): Both works set out on their long — about 40% of
Tallis (94 bars out of 236) and roughly 33% of Morgan (61 bars
out of 186) — development-like sections. In his Vaughan
Williams and the Vision of Albion, Wilfrid Mellers describes this
section of Tallis as transforming “ecclesiastical devotion into
pastoral lyricism...people’s prayer into open fields” (Mellers,
55.57); and though I am not sure that we can say quite the same
about Morgan, there is a definite “lightening” of the mood at this
point. The two works share another feature at this important
structural point: as [ have noted elsewhere, the articulation at /.1
of Tallis just misses coinciding with the “short” Golden Section
(short segment preceding long segment — see Codetta II, below)
of that work’s total duration, and this regardless of recording
(Atlas 2010b, 117). Significantly, this is also true of the
articulation at 4.1 in Morgan, as the total duration of Raymond
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Leppard’s performance is 10:10 (610 seconds), with the
articulation at 4.1 arriving at 3:39 (234 seconds), or just five
seconds (0.8% of the total duration) before the true short Golden
Section. And though I would maintain that neither composer
consciously planned — and perhaps did not even know about —
the Golden Section, I think that Canning was at least intuitively
trying to approximate in Morgan what he felt was a satisfactory
sense of proportion in Tallis.

Gesture 8. Vaughan Williams, R.8 = Canning, /2.1: The two
works reach their emotional highpoint at R.8 and /2.1,
respectively, and do so on a loud (ff in7allis, fff in Morgan) E
major chord; each work also marks its climax with the same
tempo indications: “molto allarg.” and “largamente” in Vaughan
Williams, “molto allargando” and “‘Largamente” in Canning;
and call for the same level of intensity and manner of
articulation: Vaughan Williams has “marcato” and “ten.”, while
Canning calls for “sonoramente assai”.

Gesture 9. Vaughan Williams, S.4 — 7.5 (12 bars) = Canning,
13.1 — 13.4: Both Tallis and Morgan wind down from their
climactic points gradually, much like the slowing down of a
music box, and finally fade away with a ritardando and a
sustained chord that overlaps with the contrasting section that
follows; in addition, the final stage of both “fade-aways” feature
contrary motion in the outer voices.

Up to this point, the parallelism of Gestures I — 9 has, in each
instance, consisted of two elements: the similar nature of the
gestures themselves and their appearance in the same
“chronological” order. Beginning with Gesture 10, however, this
chronological agreement breaks down, as Gestures 10-11-12 in
Vaughan Williams appear in the order //-12-10 in Canning (and
I have indicated what equals what in the headings of the
remaining gestures.)

Gesture 10 in Vaughan Williams, 710. — U.2 (3 bars) = Gesture
11 in Canning, /7.6 — 18.1 (5 bars): The low-register pizzicato
passages with which each piece had introduced the first
presentation of its main theme (see Gesture 2) return with the
same function, as they now precede the final statement of the
main theme.

Gesture 11 in Vaughan Williams, U.2 — W.10 (13 bars) = Gesture
12 in Canning, /8.1 — 18.17: Both Tallis and Morgan offer the
third and final statement of their respective themes.

Gesture 12 in Vaughan Williams, Z.2 — Z.5 = Gesture 10 in
Canning, /3.4 — [5.6 (14 bars): Canning turns Vaughan
Williams’ brief solo for his Quartet’s first violin into a more
extended pair of cadenza-like solos for the first violin of Quartet
I (8 bars) and the cello of Quartet II (6 bars), with both
composers supporting the solos with sustained chords on the flat
seventh degree of the scale (F minor in 7allis, D major in
Morgan); Canning’s solo for the first violin of Quartet I might
well remind some listeners of the cadenza-like passages in
Vaughan Williams’ The Lark Ascending

Clearly, Canning’s Morgan leans very heavily on Vaughan
Williams’ Tallis in terms of its broad structural outline and its
most important gestures. It is as if Canning used Tallis as a pre-
existent template of sorts, one into which he poured the content —
melodies, harmonies, proportions, and “atmosphere” of Morgan.
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And this, as noted above, has been common knowledge since
Parmenter reviewed Howard Hanson’s recording of the work in
1953 (even if the comparisons of the two works have not
approached the detail presented here). Yet to charge Canning with
“shameless plagiarism” (as Hurwitz does), or to write that Morgan
“...1s almost too close to [Tallis] for comfort” (as Parmenter does)
is, I think, to miss the point entirely. First, why and for whom is it
“too close for comfort” (not for me, even excusing the cliché)?
And second, Canning was certainly not trying to sneak one past us
(which is what plagiarists usually try to do). Rather, I would argue
that Canning intended precisely the opposite: that he was paying
tribute both to Vaughan Williams in general and to Tallis in
particular, and that he was doing so in a very public and audible
way, one that listeners who were familiar with 7a/lis could readily
hear and appreciate without — as some of our “critics” — taking
offense. In Tallis, then, Canning had found a piece with which he
could identify both musically and spiritually. Indeed, as John
Cuthbert, who studied with and knew Canning well, has so nicely
put it: “Morgan is “a ‘Yankee-Protestant’ response to RVW’s
Elizabethan-Church of England piece” (communication of 22 July
2010). And Canning, quite thankfully, was not at all reluctant to
let Morgan tell it to the world.

Codetta I: During the course of my communications with Mrs
Canning, | asked her if she knew just what it was that had
attracted her husband to Morgan’s tune. With her fine sense of
humor, she quipped: “My maiden name was Morgan, so maybe
that’s why he became interested in the Morgan hymn.” And why
not? On the other hand we can rule out another “Morgan” as the
source of inspiration; Canning composed the Fantasy almost
twenty years before settling down in Morgantown, West Virginia
(end of “Morgan” quips!)

Codetta II: Since the “Golden Section” 