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“Welcome to the third 
edition of Music Matters.”

As the seasons change from Summer to Autumn my thoughts are drawn to 

Vivaldi and his group of four violin concerti, The Four Seasons.  The Autumn 

Adagio molto begins with the words “Everyone is made to forget their cares 

and to sing and dance” and this is certainly something we all need during 

the current situation.  How we all wish that we could come together in the 

Assembly Hall to enjoy our wonderful Worthing Symphony Orchestra making 

music to help us forget our cares and indeed, make us want to sing and dance.

I asked in the last issue what your views were on returning to concerts when we are allowed

to restart them and would like to thank everyone who responded. The common view was that

you greatly missed the concerts which is gratifying to hear, and believe me, everyone involved

with WSO feels the same way!

Some people were accepting that if this meant wearing face coverings in the audience then

they would be willing to do this to get the concerts back, while others felt that they would not

be able to wear such coverings during the entire concert.

The majority of responders also had concerns over the logistics of staging a concert.  They

wanted to know what would be put in place regarding entering and leaving the Assembly Hall;

also at the interval when buying refreshments and while using toilet facilities.  They questioned

how social distancing could be observed in these situations.

Please rest assured that we will take all comments on board and will, when the

time comes to think of concerts returning, be addressing the concerns with 

Worthing Theatres Trust so that due diligence is paid and a full risk assessment is

drawn up.  Whilst we want to get concerts back as soon as possible, the safety of

the audience, the orchestra and the staff is, and always will be, our prime concern.

In the meantime, I invite you to sit back and enjoy reading this Autumn edition of Music 

Matters. We hope you find the articles both entertaining and interesting.  It is our means of 

staying in touch and letting you know that we are still here and planning some wonderful 

concerts for you to enjoy in the future.  

Best wishes,

Paul Baker
Chair of Worthing Symphony Orchestra

Front cover portrait of Henry VIII by Hans Eworth circa 1560, after the lost (1537) portrait by Hans Holbein the Younger,

Chatsworth House Collection - public domain
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THANK YOU
FOR YOUR DONATIONS

WRITING FOR MUSIC MATTERS

Registered Charity No.1164531

WSO is supported by Worthing 

& Adur Councils and WTM 

– Worthing Theatres 

and Museum.

The professional Orchestra of West Sussex

staging an annual season of 8 concerts 

in the Assembly Hall,  Worthing.
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You were asked in the last edition if you would like

to make a donation toward the cost of producing

this magazine and some of you responded very

positively to that request. We would like to offer

our heartfelt thanks to you for doing so.

Anyone wishing to make a donation, please

email: treasurer@worthingsymphony.co.uk

or call 07505 439617. 

If you would like to submit an article to be 

considered for inclusion in Music Matters 

please email: admin@worthingsymphony.co.uk

It is important to note that all articles that 

appear in the magazine may be subject to 

alteration/amendment by the editorial team. 



CONDUCTOR’S BLOG

4    music matters

“As Autumn settles in, thoughts usually
turn to new orchestral seasons to 
stimulate our senses during the dark
winter nights.  Sadly, we are no closer
to a return to the Assembly Hall with
Worthing Theatres unlikely to open the
venue until early 2021, possibly even
not until the Spring.”

The outlook for professional musicians is bleak and the

mental well-being of artists is not helped by messages

of ‘viable’ jobs and an air of indifference about the

value of the Arts to the country’s economy.  This is 

not the place to debate the relative values of Premier

League footballers and Opera Singers but support for

live cultural activity has never been more needed 

 – and I am not talking about probiotic yoghurt! 

September felt like the start of a return to normality for me
after a five-month sabbatical which I was able to use most
constructively in the garden, on the house and exploring new

musical avenues. Now I have two of the organisations where 
I am Music Director – St Albans Chamber Choir and Ealing
Symphony Orchestra – back in rehearsals. Long and detailed
preparation had to be undertaken by both groups so that the
rehearsals could take place in these Covid times. Singers
(masked), woodwind and brass players placed 2 metres apart
and the string players (who must wear masks throughout the
rehearsal) separated by 1.5 metres.

The rehearsals, despite the expansive seating positions, have
been a total joy for everyone.  We are all desperate to make
music together and will happily follow the strict protocols in
order to enjoy ‘live’ music making. 

During lockdown, technology allowed much social interaction
amongst the groups but nothing beats playing together.  These
organisations exist primarily for the benefit of the membership
with concerts the result of weeks of rehearsing together.  At
the moment, however, neither organisation has concert dates
planned as the space required for socially distanced audience
is hard to find.  One of the strangest images I find on social
media is the comparative pictures of seating arrangements in
theatres and planes!  The Government seems to believe that
theatre/concert audiences will not be disciplined enough to
wear masks but passengers on flights will be!

A professional orchestra justifies its existence in performing
music for audiences.  The players of WSO and I cannot wait
for the moment when we can safely, and economically, 
welcome you again to our uplifting, life-enhancing concerts.  
I have many plans for possible future events which we hope 
to bring to you when it is safe and practical to do so.

As I have mentioned above, I have listened to a vast array of
music over the last six months and made many new discoveries
as well as getting to know pieces I have not had the chance to
fully appreciate previously.  The latter category includes 
Mussorgsky’s great opera Boris Godunov, which exists in 
multiple versions!  His first version of 1869 was rejected by the
censors, the second of 1874 was premiered in St Petersburg 
in that same year, but for many years the standard version was
that orchestrated by Rimsky-Korsakov in 1896 and then in
1940 Shostakovich created another orchestrated version.

Such a variety of options is fascinating and an illuminating 
insight to the operatic creative process.  I have always been
intrigued by how a great opera composer turns a famous play
or novel into a brilliant opera.  Giuseppe Verdi was superb at
getting to the core drama of Shakespeare plays, ruthlessly
cutting out characters he felt would muddy the operatic drama
and focusing on the essential tragedy.  Here I particularly have
in mind his operas ‘Macbeth’ and ‘Otello’.

So, until we meet again, I hope you are enjoying music in the
various guises you are managing to find, and that you are 
discovering either new versions of old favourites or pieces that
have eluded you in the past.  Whichever it is, enjoy your music!

JOHN GIBBONS
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SPOTLIGHT ON JOHN GANDER

“Many of you who attend 

WSO concerts will know me

by sight, if not by name.”

I am the chap running around the Hall dressed in a 

waistcoat and bow tie and always to be found at the end 

of concerts at the exit doors, handing out flyers for the next

concert and saying "thank you" and "good night" as you

leave.

In one respect I am a local lad (having been born within 

the town limits of Arundel – which makes me a mullet) 

but I have had careers that have involved working and 

travelling around the world.

I left school just after my 16th birthday to become a Boy

Entrant in the RAF.  I trained as a clerk, going on to do a 

further 9 years’ service after finishing my training, serving

as a HR clerk then becoming a personal assistant to some

very high ranking officers.  At one time or another I served

in the north, south and west of England, as well as in

Bahrain, Germany and Gibraltar.

After leaving the RAF I did a short spell in the Registrars

Department of one of the major UK banks before going

back out to the Middle East to work. I started as a personal

assistant to a project manager, then to the Vice President in

the Regional Office and lastly as the office manager of the

area office.

Returning to the UK I trained to become an unqualified 

accountant but the company I was with went bust and 

so I returned to the Middle East, this time as a contracts 

administrator and then as a contracts manager.

Back in the UK again I reverted to accountancy, working for

several charities before retiring in 2012.  (During this time I

attended the London Southbank University and gained my

MSc in Charity Accounting and Financial Management.)

Alongside my professional life I have had various voluntary

roles, including being a trustee of several charities, a 

director of a golf club, working with ex-Services 

associations and in local politics.  I have also been 

involved with running two jazz clubs here in Worthing 

(one traditional and the other modern).

During my working life I travelled extensively, both in work

and as a tourist, visiting many places in Europe, the Middle

East, Africa, the Far East, the Caribbean and North America.

I visited some fantastic places, spent time in a variety of

cultures, met some wonderful people and collected some

terrific memories along the way.

I joined Worthing Symphony Society as a trustee and as 

the treasurer in 2008 and transferred to WSO when it 

became a registered charity in its own right in 2015.  As

well as being a trustee I am also currently the treasurer

(though I would gladly give this up if I could find a suitable

volunteer to take on the job – any offers readers?) as well

as Deputy Chair and Orchestra Administrator.

I have a very eclectic taste in music, with a varied vinyl and

CD collection.  My other passions in my retirement are

walking and wildlife (particularly bird) photography and I

especially enjoy it when I can combine the two.

My work with WSO is interesting although it can, at times,

be very time-consuming.  Above all though, it is fun and

gives me a great deal of pleasure and satisfaction.  I get 

a real sense of accomplishment and achievement from 

researching and writing content for concert programmes

and articles for Music Matters magazine

I prefer live music over the recorded variety, whatever the

genre, and Worthing Symphony Orchestra excels at this,

particularly in the fine acoustics of the Assembly Hall.

JOHN GANDER



MIND
From weddings, funerals and holidays to car journeys, 

intimate dinners and sleepless nights, music is there, 

influencing and nudging our emotions. It can be formal, 

informal, private or public and range in format from

drum circles to orchestras, religious rituals to singing

in the shower. But why is music such a key part of 

our existence? 

Throughout the years, studies have shown that we are

physically and emotionally affected by music. We know that

the impulse to sing to soothe a child is ancient and in-built

within us. Song is likely to have been the earliest form of

human music and songs directed at children are likely to

have evolved from a need to calm parent-child conflict.1

The ability that music has to soothe the youngest of minds

has continued to evolve in recent times. Neo-natal intensive

care units can be found using music as a stabilising 

protective tool against the many stressors that fragile 

premature babies are exposed to during their earliest care.2

Music is not only used to help counteract unsettling 

experiences for the tiny babies, such as mechanical noise,

bright light, regular examinations and traumatic medical

procedures, but has been highlighted as having the 

potential to support brain development which can often 

be adversely affected by pre-term birth.3

But it’s not only children who are affected by song. It was

discovered4 that when the effect of music on our stress 

responses was measured in 60 adult women, those who

listened to the choral singing of Miserere Mei by Allegri,

rather than the sound of rippling water or silence after

being exposed to a source of stress, recovered more

quickly.  The music was seen to positively affect the

women’s autonomic nervous system which regulates 

internal processes such as breathing, heart-rate and the

‘fight or flight’ response. Interestingly, Miserere Mei was

chosen for the listeners as it had been previously shown 

to have a greater impact on stress reduction than pieces

chosen by each individual themselves.

We also know thanks to a 2017 study5 into the effects of the

drug Naltrexone on listeners’ responses to their favourite

songs before and after the drug was administered, that after

taking Naltrexone (which is used to manage opioid or alcohol

dependence) listeners no longer derived pleasure from their

favourite songs. This showed that music not only affects

the pleasure centres of the brain in the same way as other

pleasure-triggers (such as food, sex or humour) but also 

affects dopamine levels. Dopamine is a neurotransmitter

which contributes to habit-forming and addictive 

behaviours as well as playing a vital role in many areas

of our physical and mental wellbeing including mood, 

memory, concentration, learning, sleep and motor control. 
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Although music does not have the same evolutionary 

benefits as food or sex or have the same addictive qualities

as drugs, the reward function that pleasurable music in

particular provides, has been shown to activate the same

areas of the brain. It also affects the areas that regulate and

inhibit pain as well as helping to lower levels of the stress 

hormone cortisol.6

Music can therefore be something that we consciously

choose as part of our personal arsenal to help face a world

that feels hostile or emotionally turbulent.  

IT CAN ACT ON OUR EMOTIONS AS 
A LUBRICANT, A SOOTHING BALM, 
A SEDATIVE OR A STIMULANT. 
Whether you go to a WSO Viennese New Year concert to

kick-start the year with feelings of joy and exhilaration, or

you realise Chopin’s Nocturne No.2 has gradually become

your alternative to chamomile tea, you may have been using

music to alter your mood just as you might use caffeine or

alcohol. Equally, when you put a song or piece of music on

repeat, you are likely to be triggering similar reward 

responses in your brain as other potentially addictive 

substances, or indeed self-medicating by giving yourself a

much-needed dopamine boost or reduction in cortisol.6

In my own work as a counsellor I have noticed that clients of

all ages regularly mention using music to help regulate and

express their moods. Younger clients curate playlists to

‘share’ their feelings with friends and often speak of trusting

their feelings more once they have been mirrored in music.

They will bring songs to a counselling session to help 

convey an experience in a way that feels more authentic

than when it is expressed through words alone. 

Many also naturally gravitate towards music to support

them as they navigate sleepless nights or use it to aurally

transport them to a time in the past where pain or joy 

resides, acting as an instant time machine. Others trust the

safety and power of music to ward off unwanted thoughts

or destructive impulses, creating a sonic haven away from

harm or a space in daily life to breathe and reflect.

  

It’s not only humans who are affected by music, our pets

can be similarly soothed or roused by appropriate pieces,

whether it’s Debussy to lull a cat into gentle slumber during

a storm or Grieg to keep a dog relaxed during firework 

displays. In fact, a study in the Journal of Feline Medicine

and Surgery7 noted after comparing Cat Stress Scores

(CSSs) before during and after vet exams which featured

silence, classical music or cat-specific music, that when

cats listened to the music that had been composed 

especially for them, their CSSs were noticeably lower.

So next time you are drawn to a particular piece, 

or play a specific song on repeat, why not pause to 

wonder what that music is giving you and, in turn,

whether it is reflecting a longing in your soul that 

you had not previously been able to identify. 

Perhaps in the current climate we should all steer clear of

works like Bach’s Cantata No 25. With its lines such as “the

whole world is nothing but a hospital”, since it may not be

the escape from the pandemic that we all currently need.

However, identifying the music that creates your own 

personal musical getaway and taking time to enjoy all it

has to offer may be just what the doctor ordered. 

Sources:

Mallik, A. et al. Anhedonia to music and mu-opioids: Evidence from the administration of naltrexone. Sci. Rep. 7, 41952; doi: 10.1038/srep41952 (2017). 

1. Samuel A. Mehr, Max M. Krasnow. (2017). Parent-offspring conflict and the evolution of infant-directed song, Evolution and Human Behavior 38.5, pp674-684. 2. Allen KA. (2013) Music therapy in the NICU: is there evidence to support integration

for procedural support? Adv Neonatal Care. 13(5). pp349-352. 3.  Lara Lordier, Djalel-Eddine Meskaldji, Frédéric Grouiller, Marie P. Pittet, Andreas Vollenweider, Lana Vasung, Cristina Borradori-Tolsa, François Lazeyras, Didier Grandjean, Dimitri Van

De Ville, Petra S. Hüppi (2019), Music in premature infants enhances high-level cognitive brain networks, Proceedings of the National Academy of Sciences , 116 (24), pp12103-12108. 4. Thoma MV, La Marca R, Brönnimann R, Finkel L, Ehlert U,

Nater UM. The effect of music on the human stress response. PLoS ONE. 2013;8(8). 5. Mallik, Adiel & Chanda, Mona Lisa & Levitin, Daniel. (2017). Anhedonia to music and mu-opioids: Evidence from the administration of naltrexone. Scientific 

Reports. 7. 10.1038/srep41952. 6. Chanda, Mona Lisa & Levitin, Daniel. (2013). The Neurochemistry of Music. Trends in Cognitive Sciences 17.4, pp179-193.  7. Amanda Hampton, Alexandra Ford, Roy E Cox, III, et al. (February 2019), Effects 

of music on behavior and physiological stress response of domestic cats in a veterinary clinic, Journal of Feline Medicine and Surgery 22.2, pp122-128. 

Miserere, mei Allegri

Canzonetta Sull’aria Mozart

Weightless Marconi Union

Canon Pachelbel

Watermark Enya

These have all been used for their calming effects during scientific studies:

Photos: Unsplash

opalcounselling.com



Ask any horn player to name 

their favourite pieces and you 

will probably see the same works

crop up:  Strauss’s tone poems, 

Wagner’s operas, the symphonies

of Mahler and Bruckner.

Horn players like a challenge (probably
why we took up the instrument in the first
place!) so we admire composers who
stretched the capabilities of the horn and
made the horn section one of the focal
points of their orchestrations. But mention
Elgar oratorios or Tchaikovsky ballets and
you might get a less than enthusiastic 
response. Not because they aren’t fine
works but because their horn parts can
be less than thrilling to play. Appealing to
an egotistical horn player to look beyond
the writing for their own instrument is
often futile.

So where does Brahms fit into all this? 
His horn writing certainly wasn’t ground-
breaking. Thrilling? Exciting? Maybe in
part. But there is something hugely 
satisfying about the beauty and simplicity
of Brahms’s horn parts, putting them 
high on our repertoire wish list. To fully 
understand them, we have to put them
into some historical context.

The horns that Mozart and Beethoven
were writing for were called “natural
horns” or “hand-horns”, made of a single
curled pipe without valves. Depending on
the length of the horn, they could play the
harmonic series (a distinct selection of
notes) in a particular key - think of a 
bugler playing the “last post”. As well as
these “open” notes, others could be 
produced by moving the right hand inside
the bell, called “hand-stopping”, but this
changed the tone of the horn. A fantastic
example of writing using just the 
harmonic series of open notes can be
found in the trio of the third movement 
of Beethoven’s Symphony no. 3. 

The valve was invented in 1815 allowing
the horn to play all the notes without
using hand-stopping, so an open sound
could be achieved throughout the 
instrument. This modern “valve-horn” took
time to develop and gain full acceptance
from horn-players and composers alike,
particularly in France where the “cor de
chasse”, or hunting horn, was sacred.

Brahms was born in 1833, 18 years after
the invention of the valve, and received
some tuition on the natural horn from 
his father, who had at one time been a

by Richard Stegall
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Pictured above: Richard Steggall (left) with the WSO horn section. 

Below: Rehearsals - view from the back of the Assembly Hall stage. 



professional horn player. In 1865, he
wrote probably the finest chamber work
for the horn, the Trio op. 40 for horn, 
violin and piano. Great pieces had already
been written for the valved-horn including
Schumann’s Konzertstück for four horns
and orchestra and Adagio and Allegro for
horn and piano, both written in 1849, but
Brahms wrote his piece for the more 
traditional natural horn. 

In a letter to his friend Albert Dietrich
about programming the piece he wrote,
“Your horn player will do me a great
favour if he practices the natural horn for
some weeks beforehand and plays it on
that”. In the same year that the Trio was
written, Wagner premiered his opera, 
Tristan and Isolde, which fully utilises the
capabilities of the valved horn. Wagner
concedes in the introductory note of the
score that, “The introduction of the valve
has doubtless done so much for the 
instrument that it is difficult to ignore this
improvement, although the horn has
thereby suffered undeniable loss in the
beauty of its tone, as well as in its powers
of smooth legato.” But Wagner remained
confident that the increasing abilities 
of horn players would make such 
deficiencies only temporary.

Brahms, however, continued to write for
the natural horn in all his works including
the four symphonies, premiered between
1876 and 1884. Whether this was an
“anti-Wagner” stance, nostalgia for his
natural-horn playing youth, the purposeful
continuation of the symphonic tradition of
Beethoven or the attempted preservation
of a “pure” horn sound and technique, we
do not know. I suspect a bit of all of these.
But what he has left us with are warm
and sonorous horn parts. Never too tricky
but always capturing the absolute
essence of lyrical, romantic horn writing. 

When watching a Brahms orchestral
work, audiences may be confused as to
why the third, and sometimes fourth horn,
are playing the tunes. As we know,
Brahms was writing for the natural horn
that could only play a certain set of open
notes. Therefore he would have the first
and second play a horn tuned in one key,
and the third and fourth play a horn tuned
in another. Small extra pieces of tubing,
called crooks, were added to the 
instruments to lower their key. The pair 
of horns that best suited the harmony of
any given passage would be given the
most interesting material. 

The Piano Concerto No. 2 (1882) starts
with a solo horn. The piece is in Bb major,
so Brahms asked the first and second
horns to be pitched in Bb, which suits the
opening solo. But most of the later solos
are played by the third horn. When the
music moves through different keys, it is
the third and fourth horn, pitched in F, that
have the more important lines. Similarly,
the opening of the second symphony
starts with a beautiful phrase for the first
and second horns, who are pitched in D
but the answering phrase is played by the
third and fourth horn, pitched in E. The
way Brahms uses the horns certainly
keeps the whole section on their toes.

As many readers will know, modern horns
read music in F, which was a convention
standardised by Wagner, amongst others.
When we read music written for natural
horn, it can be in any key so we have to
transpose our parts, which means 
mentally moving the notes by a certain 
interval from those that are written on the
page. Brahms takes us though many 
different keys (constantly keeping our
simple brass players’ brains ticking over!)
and none is quite as exotic as the 
instruction found in the second movement
of the second symphony for the first two
horns - “Horn in H basso”. Student horn
players quickly find out that “H” is 
“B natural” in German notation and
“basso” means transpose down. 
Hopefully they will have clocked 
this before the first rehearsal, as 
transposing down an augmented 
fourth (as far away from the 
written key as is possible) can 
be rather treacherous on 
a first attempt.
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Maybe Brahms wrote for horns in this way
to shock those playing on valve-horns in 
F to attempt to play on a B natural horn?
He certainly would have been aware that
players, probably even in his premieres,
would play his music on valve-horns. By
the time we get to the third symphony, the
horn solo in the third movement would
have really pushed the boundaries of 
natural horn technique and so was 
probably actually written with the valved
instrument in mind.

But there’s something about
Brahms’s horn writing that just
seems right. Using natural horn
writing in a lyrical manner, rather
than the “hunting horn” style
often favoured by Mozart and
Beethoven, is just so satisfying. 

Let’s look no further than one of the 
greatest horn solos ever written which 
occurs near the beginning of the fourth
movement of the first symphony. This 
utterly glorious moment of symphonic 
writing is all the more remarkable because
of its simplicity - it only uses the notes
from the harmonic series, those open
notes of the natural horn. Julius Harrison
sums up this solo in his book, Brahms and
His Four Symphonies, “If Brahms needed
justification, on musical grounds, for his
devotion to the principle of the old
fashioned hand-horn, here it is.”

RICHARD STEGGALL

Johannes Brahms(1889) – public domain
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MUSIC FROM THE MOVIES

Cocoon was released in September
1985 and is a science fiction film 
directed by Ron Howard and starring
(in alphabetical order) Don Ameche,
Wilford Brimley, Brian Dennehy, Jack
Gilford, Steve Guttenberg, Maureen
Stapleton, Jessica Tandy, Gwen Verdon,
Herta Ware, and Tahnee Welch (I was
about half way through the film before
I realised who it was Tahnee Welch 
reminded me of – her mother, Rachel). 

It was filmed around St. Petersburg,
Florida and the film won two Academy
Awards, for Best Supporting Actor 
(Don Ameche) and Best Visual Effects.

The story began 10,000 years ago
when aliens, from the planet Antarea,
established an outpost on Earth (on the
island of Atlantis). When the island is
destroyed most of the aliens manage
to escape back to their own planet, but
some are left behind to hibernate in
cocoons at the bottom of the ocean.

The film moves to the modern day,
when the Antareans return to Earth to
collect their comrades. They disguise
themselves as humans, rent a house
with a swimming pool and charge the
water with a ‘life force’ to give the 
cocooned Antareans the energy to 
survive the journey home. They charter
a boat from a local captain, Jack
(Steve Guttenberg), to help retrieve 
the cocoons and store them in the
swimming pool.

Ben (Wilfred Brimley), Arthur (Don
Ameche) and Joe (Hume Cronyn) are
three residents from a local retirement
home who use the pool on a regular
basis. However, when they swim in the
pool and absorb some of the life force,
it makes them feel younger and
stronger. Eventually caught in the act,
they are given permission to use the
pool by Antarean leader, Walter (Brian
Dennehy).  Their friend Bernie (Jack
Gilford) obstinately refuses to use the
healing power of the pool and at the

retirement home carelessly reveals the
secret of pool’s rejuvenating powers.
As a result, the other residents head
for the pool, where Walter finds them 
attacking the cocoons. He ejects them
but far too many have been in the pool
at once and have drained its life force,
which leads to the death of one of the 
cocooned aliens (who are strangers to
the experience of death and dying).

The cocoons cannot now survive the
trip back to Antarea but will survive if
they remain on Earth. With the help 
of Jack, Ben, Arthur and Joe, the 
Antareans return the cocoons to the
sea and then offer space aboard their
ship to the old people. Bernie chooses
to remain on Earth but most of the 
others accept the invitation to travel to
a world where they will never be ill,
never age and never die.

James Horner (born August 1952 
in Los Angeles) began studying piano
aged five and trained at the Royal 
College of Music in London, before
moving back to California in the 1970s.
After receiving a BA in music at USC,
he went on to earn his MA at UCLA and
teach music theory there. He later
completed a PhD in Music Composition
and Theory, also at UCLA.

Horner began scoring student films for
the American Film Institute in the late
70s, which paved the way for scoring
assignments on small-scale films. His
first large, high-profile project was 
the music for Star Trek II: The Wrath of

Khan (1982) which led to numerous
other film offers and opportunities to
work with world-class performers such
as the London Symphony Orchestra.
With over seventy-five projects to his
name, working with George Lucas,
Steven Spielberg, James Cameron,
Oliver Stone and Ron Howard, Horner
established himself in the world of film
scoring. He also composed a classical
concert piece in the 1980s, Spectral

Shimmers, which was premiered by

the Indianapolis Symphony Orchestra.
Horner died in a plane crash on 22nd
June 2015, two months short of his
62nd birthday.

His music could often be identified
through signature trademarks:

• the frequent use of a chorus or
soloist, as in Glory (1989), Titanic

(1987) and A Beautiful Mind (2001).

• scores that had two or three main
themes and one or two motifs.

• the frequent use of the shakuhachi 
(a variety of flute) Braveheart (1995).

• often representing bad guys with a
distinctive four-note motif.

Horner’s star was in the ascendancy
when he wrote Cocoon. Recent box 
office successes included 48 Hours,
Start Trek II, Uncommon Valour and
Star Trek III.  It was also the first of
many collaborations with director Ron
Howard, for whom he would later write
scores for Apollo 13 (1995), Ransom
(1996), Willow (1998), The Grinch

(2000), A Beautiful Mind (2001) and
The Missing (2003).  Although several
of Horner’s early scores contained

JAMES HORNER

Photo: Wikimedia creative commons



emotional, lyrical themes, Cocoon was,
in many ways, the first to crystallise
those ideas into a complete score, and
in doing so it raised the bar for him and
set the standard for his future career.

Cocoon is a lyrical, tender work which
addresses a spectrum of emotions and
concepts from death and mortality to
friendship and family, as well as the joy
of regained youth. Written for full 
orchestra, the score varies from solo
piano performances to exciting action
sequences, and concludes with some
of the most soaring, almost spiritual
writing of Horner’s career, interspersed
with moments of authentic big-band
style jazz and swing. It is also multi-
thematic, with different melodic ideas
speaking to different aspects of the
story, which develop as the score 
progresses.

The score is built around a core of 
central themes which share harmonic
commonalities and orchestrations, but
take off in different melodic directions.
The themes often play together in
complementary fashion, consecutively
or in counterpoint, almost to the point
that they feel like a single theme, 
extrapolated and adapted in fragments
throughout; but intelligent application
of the themes across the different cues
reveal their specifications.

None of the themes receive a rich
opening statement, but instead 
emerge gradually as the score unfolds.
Through the Window introduces the
seven-note theme for the Antareans
which speaks to the mystery and 
wonder of their origin, with haunting,
magical chimes. It is later revisited in
Discovered in the Poolhouse, a tapestry
of orchestrated mayhem, subtle 
comedy and colourful wonderment.
There are also several recurring ideas
associated with the aliens, including 
an echoing 16th note flutter for 
woodwind that adorns several cues,
and a fading in-and-out brass motif,
augmented by synth textures for effect.

A 1940s style jazz theme represents
the old folks, which is introduced in the 
second cue, Going to the Pool, and 
returns later in several cues, notably
the mysterious Pool is Closed, the 
playful Seduction/Let’s Go and the
swaggering The Boys are Out. The
piece was orchestrated Glen Miller
style by legendary big band arranger
Billy May, and has great authenticity,
with its muted brasses, stand-up bass
and brushed snares.

Elsewhere, Horner engages vivid and
imaginative dissonance in cues such
as Unveiling and The Lovemaking, all
trilling basses and explosions of noise,
accompanying the revelations about
the alien origins of the seemingly very
human Brian Dennehy and Tahnee
Welch. The dissonance recalls 
moments from scores like Brainstorm

and precedes similar ideas from scores
like The Missing by a good 20 years.

A Relapse introduces the sentimental
themes of ageing, mortality and death.
Often heard on solo guitar with gentle
fluid accompaniment from strings,
horns and woodwinds, it appears on
several cues with enormous emotional
resonance, notably during First Tears,
when Walter suffers a death-related
loss for the first time. It appears again
in Rose’s Death, a gorgeous piece 
that captures the sense of grief and 
helplessness with exquisite clarity; 
and in the simple but powerful Sad 

Goodbye, in which Ben tries to bid
farewell to his grandson David as the
two of them bond in a river, fly-fishing.

Return to the Sea marks the score’s
turning point, tonally and conceptually,
as both film and score suddenly 
become less about loss and mortality,
and more about life and hope. Having
previously been subtly introduced in
First Tears (where the B-phrase of the
melody swells into life) the main theme
from Cocoon is introduced more fully
here, as is the equally buoyant and 
optimistic Hope theme and a more
sweeping B-phrase. On a technical
level, this cue is a masterpiece, mainly
because Horner plays several of his
themes contrapuntally, including the 
simultaneous performances of the 
juxtaposition of the Mortality and Hope

themes.  This meshing of ideas reflects
the choice – alien eternal life v earthly
terminal death – and the conflicting
emotions they feel as a result.

Two prototypical Horner action 
sequences – David Runs to the Boat

and The Chase – are filled with his
best 1980s mannerisms and gestures.
The rapid snare tattoos, heroic brass
triplets and exciting rhythmic ideas
shift around between piano and 
woodwind, and at times recall Star

Trek II, Krull and even Wolfen, but are
expertly framed around Cocoon’s 
thematic identities.  This piece also 
has resonances of ET’s flight against
the backdrop of the moon!

Everything comes to a head in the 
12-minute finale. The Ascension and
Theme from Cocoon, in which Horner
brings together each of his themes and
its associated textures – the Mortality

theme, the Hope theme, and the 
overarching Main Theme – and 
performs them with undiluted,
unashamed orchestral grandeur.  

As the pieces build over the course of
their duration, Horner raises the stakes
with each passing moment, building
the tension, and eventually relaxing it
in a cascade of overwhelming 
emotional power and thematic beauty.  

Crescendo after crescendo, thematic
statement after thematic statement,
cymbolic crash after cymbolic crash,
Horner allows his listeners to immerse
themselves in the multiple levels of
awe and wonder: the spectacular 
Antarean spaceship being revealed, 
the boat containing the old folks being
gently lifted into the sky, and the 
realisation of the central characters
hopes and dreams of immortality.

All in all, an excellent film with a great
score! 

JOHN GANDER
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MEMORABLE CONCERTS

Every time (usually early on a Sunday morning) I have

walked into the Assembly Hall I have experienced a 

frisson of excitement – for a number of reasons.

Firstly, it takes me back to my early childhood.  

My parents ran the Watford School of Music, and on 

countless occasions I remember being taken to and 

playing in concerts at the Watford Town Hall.

Both the Assembly Hall (built in 1934) and Watford Town

Hall (1939) are cast from the same mould.  They are 

immensely strong municipal buildings, built to last and

with a common purpose: to serve the community.  

They are both double cube in proportion (as are all the

finest concert halls in the world) and have extremely 

fine acoustics, with the Assembly Hall being the better 

of the two!

The most important reason for my sense of anticipation

is generated by the prospect of performing with the 

wonderful Orchestra.  A large group of friends and 

colleagues so familiar that it feels as though it’s a 

gathering of extended family.

I have participated in what must be getting on for one

hundred concerts and every one has been imbued with 

a great sense of occasion.

There have been so many highlights, from the most

deeply moving Remembrance Day concerts to the festive

and exciting Piano Competition finals.

So many of the concerts have included world class

soloists, singers and leading instrumentalists playing 

a wide range of instruments including the piano, violin,

cinema organ, guitar and even mouth organ!

Worthing Symphony Orchestra has never shied away

from taking risks and has embraced a huge variety of

musical styles and genres.  Two of the most interesting

discoveries were the music of Doreen Carwithen 

(Concerto for Piano and Strings 1948) and George Lloyd

(Symphony No. 4 in B ‘Arctic’).

The orchestra has developed and improved hugely over

recent years, so much so that it was possible in 2018 

to record a live performance of Mozart Piano Concertos

No. 25 in C and No. 27 in Bb major with Idil Biret as

soloist, and produce a top quality CD.  This was a great 

achievement and I hope the Orchestra will do more

recording in the future.

“For 23 years or so I have

had the honour and pleasure 

of leading the Worthing 

Symphony Orchestra”

“It is virtually impossible to select a
favourite concert as they have all been
so special, but I think I have to predict
that my favourite one will be the next
one we do, when hopefully we will
meet up again soon, bleary and 
perhaps even teary-eyed early on a
Sunday morning in Worthing.”

JULIAN LEAPER
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RECORD REVIEW

In early 2016, I was fortunate to

have the opportunity to interview

WSO principal horn Dave Lee. 

He was a delight to talk to, and made for
a fascinating interview, that subsequently
appeared in the April 2016 WSO concert
programme – Turkish Delight – with
guest soloist Boris Brovtsyn (violin). 

A few days later a small package turned 
up in the post.  I opened it to discover
that Dave had kindly sent me two CDs 
– one of which was Reflections and the
first of the two I put on the player. It was
love at first listen! I played it several
times that day, and I’m still playing it
nearly five years later.

Reflections is a tricky album to describe 
especially if, like me, you have neither 
the musical knowledge or terminology 
to critique it from anything approaching
an informed perspective. All I can do is
try and convey, in laywoman’s language,
why I love it so much. 

If I had read the sleeve notes prior to (or at
the same time as) listening to it, all would

have become clearer, much sooner. 
I didn’t. I just bunged it on and the next
hour or more (78 minutes to be precise)
was akin to a musical roller coaster ride.

It starts out folk ... ends 
up jazz ... and takes you 
on a meandering musical 
mystery tour in between. 

First thing you notice is the oddness of it.
It begins with a call and respond – flute
and horn – an unusual combination for
ears not used to hearing them in duet.
Then the tinkling of a piano emerges
from the background and the oddness
evaporates as the three instruments
merge into a luscious blend of sound. 

Those first melodies are traditional and 
familiar – When The Boat Comes in, Brigg

Fair, Scarborough Fair, Greensleeves,

Molly on the Shore, and it’s easy to think
you’ve got this one nailed. It’s a folk
album – pastoral, bucolic, nostalgic 
– Ye Olde Tunes given a new lease of life.

Only just as you think you are getting the
measure of it, on comes the title track 
Reflections and the folky feel is left 
behind as it takes off in a more classical 
direction.  And just when you are starting
to get a handle on that, it segues into the
26-minute long Phantasia and you’re 
into Phantom of the Opera territory.  
Dave describes how it came about:

“The main trigger for the Reflections
album came from a recording I made for
Andrew Lloyd Webber which featured his
brother Julian on cello together with Sarah
Chang on violin – namely the ‘Phantasia’
from Phantom of the Opera. I thought it
would adapt for horn, violin and piano.
With this in mind I asked him on a further
recording if I could have it transcribed. He
gave me the score and I had it done with
the object of doing an album with the
same combination.

“I discussed it with Andy Findon – my
friend and fellow player in the Michael
Nyman band. It occurred to us that there
would be a bigger range of styles and rep
if we could transcribe for horn, flute and
piano. The result, with Andrew’s blessing,
ended up on the album.”

Next is Nyman’s incredibly moving If
composed for The Diary of Anne Frank.
Elf Dance follows - a blend of classical
and jazz ... Farewell Patagonia (a Tango)
and the Chick Corea inspired Spain. 
The journey ends firmly in Jazzland with
the collective ‘Doing Bird’ combining 
Birdland, Lullaby of Birdland and Charlie
Parker’s Ornithology.

Elf – Eales, Lee and Findon – drew on all
their influences to fill this album. The result
is an eclectic mix of gloriously inventive
music, that I never tire of listening to. 

MARTHA MORRIS 

REFLECTIONS

An updated version of my interview with Dave Lee 

can be read on the WSO website: worthingsymphony.org.uk

Geoff Eales (piano), Dave Lee (horn), Andy Findon (flute)
Nimbus Alliance, Catalogue No. NI6150, release date: 6th June 2011

elf
TRIO

Copies are available to purchase from several online retailers or you 
can buy direct from WSO. Please email admin@worthingsymphony.co.uk
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SCANDINAVIAN COMPOSERS

Writing for WSO in a previous article

about George Lloyd, I mentioned my

friend Ian Wallace, whose generosity

helped widen my appreciation of 

neglected composers. Ian had an 

extraordinary familiarity with 

a range of mainly twentieth century 

orchestral music and enjoyed sharing

his enthusiasm and propagating music

by composers that he felt merited

wider dissemination. 

Ian had amassed an extensive collection

of LP records from which he loaned me

items he felt I would appreciate.

I never thought to ask from where he

sourced his LP library, which included

record labels I had not previously 

encountered. Later he worked at Hove’s 

independent record shop – Fine Records

– during a time when many collectors

were moving to CD as available repertoire

slowly widened, and would trade-in 

vinyl recordings which developed into a

specialised niche market. Ian followed 

the trend and over time his collection 

reflected the move from LP to CD. Even

so, there remained an enormous amount

of music that was new to me.

At the same time, the specialist music 

librarians at Hove and Brighton public 

libraries built up a comprehensive 

collection of recordings and scores which

provided me with a steady stream of new

musical experiences. Unfortunately, that

resource is no more.  Reorganisation and

the retirement of the specialists led to an

uninformed purge of the classical stock

based on the number of borrowings for

each item, and so a large number of 

rarities were sold off for next to nothing.  

Current policy is that new stock has to be

commercial; in the past two or more

years only about half-a-dozen classical

CDs have been purchased alongside 

hundreds of popular culture. I have 

nothing against provision for those who

prefer other music genres but this 

one-sided policy is a sad reflection of 

current circumstances and values.

One of the first LPs Ian loaned to me 

was of two Swedish composers:

Lars-Erik Larsson (1908-1986) and 

Dag Wiren (1905-1986).  

The record of performances is by the

Stockholm Philharmonic conducted by

Stig Westerberg on the Swedish Society

label. I first tried Larsson’s Pastoral Suite

and was immediately drawn in by an 

introduction of transparent stillness 

followed by a bustling, cheerful, and 

tuneful allegro. However, nothing could

have prepared me for what followed 

– the intensely felt lyricism of the 

Romance – a piece of astonishing beauty,

deceptive simplicity, and one of the 

loveliest things by a previously ‘unknown’

composer I have come upon.  It says

much that after this, the Scherzo finale

doesn’t in any way disappoint. It is joyful,

genial and brilliantly scored. The whole

suite lasts only fifteen minutes but leaves

an indelible impression.   

I understand that in Sweden the 

Romance, particularly, is very well known

and it’s astonishing to me that this 

masterpiece in miniature has not been

adopted into UK concert repertoire. I did

my bit to remedy this omission at a time

when I had significant input to the 

selection of repertoire for the Brighton

Philharmonic’s concerts. The appreciative

reaction of both orchestra and audience

was summed up in the question, “How is

it that we have never heard this before?”

Before playing the other side of the

record, I thought the music of Dag Wiren

might be new to me, but distant memory

then recalled the Marcia movement, used

for a television programme called Monitor.

Written in 1937, one year after Larsson’s

Pastoral Suite, the Serenade for Strings is

another delightful, expertly crafted, and

immediately involving work.

Not surprisingly, I went in search of more

recordings of these two composers.  In

each case, I found a wealth of music.

Larsson wrote the first of his three 

symphonies before the age of twenty 

and the second ten years later; both are

available on a single CD issued by BIS

Records. He withdrew them, with the

third, for a long period, explaining “In my

symphonies I have said nothing special.

Others have said it much better”; yet

these are works of immediate appeal.  

His output was prolific, running to sixty-

five compositions having opus numbers.

Later, perhaps reflecting his short time as

a pupil of Alban Berg, Larsson used a 

distinctive form of twelve-tone composition

and yet other works of the same period 

retain the late romantic or neo-classical

styles of those I’ve mentioned. 

Composer photos - Wikimedia Creative 

Commons - public domain
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Wiren once commented that his “first 

desire was to entertain and please, and

compose listener-friendly 'modern'

music”.  He studied at the Stockholm

Conservatoire from 1926-31 when an

award of state funding enabled him to

spend three years in Paris where he met

Stravinsky and experienced the music of

Prokofiev and Les Six. On returning to

Sweden, he worked on the first two of 

his five symphonies. Highly self-critical,

he withdrew the first which was never

performed.  The others are substantial

works, all available on the CPO label,

which increasingly reflect a more serious

style and inclusion of developments in

compositional techniques that he adopted

from the mid-1940s.  His output has been

considerable, with more than forty works

catalogued with opus numbers and 

many to which he did not assign them.

He retired from composing in 1970.

I decided to explore what more Sweden

had to offer.  With the help of Hove Library

and Ian, I discovered Hugo Alfvén 

(1872-1960) and Kurt Atterberg

(1887-1974) who had amassed between

them fifteen symphonies - where to start?

Immediately available to me was a

recording on another label that I had 

previously not known, Caprice from 

Atterberg’s Symphony 3 “West Coast 

Pictures”, coupled with Horn Concerto.

The pictures – Sun Haze, Storm and 

Summer Night – are vivid and evocative,

revealing mastery of orchestration.  

It is wonderfully atmospheric and 

impressionistic music inspired by an area

of the country with which Atterberg, who

was born in Gothenburg, must have been

very familiar. 

I know little of the concerto repertoire for

French horn, other than those of Mozart

and Richard Strauss, but Atterberg’s must

surely be a significant addition.  There’s

much more, including eight other 

symphonies (nine if one includes 

Symphony for Strings), his fine Piano 

Concerto as well as symphonic poem

Alven (The River From the Mountains to

the Sea) and A Varmland Rhapsody, two

descriptive works that I much enjoy.

A CD from Chandos Records offers a

great introduction to Alfvén. It contains his

three Swedish Rhapsodies, Legend of the

Skerries, and a beautiful adagio from the

King Gustav Adolf II Suite. In a similar way

to my renewed experience of Wiren’s 

Serenade, believing that I knew nothing 

of Alfvén’s music, I then recognised, from

the opening bars, a catchy theme from

the first Swedish Rhapsody 

“Midsommarvarka”, a tune that at one

time, I was informed, “everybody knew”!

The Skerries (islands off the Swedish

coast) are the inspiration for Alfvén’s

Symphony 4 as well as this earlier tone

poem, a spectacularly impressionistic 

and often lyrical musical seascape. 

The CD features committed playing 

from the Iceland Symphony Orchestra

conducted by Petri Sakari and the 

recording quality is superb.

Wilhelm Stenhammar (1871-1927) is 

regarded as the ‘elder statesman’ of his

country’s twentieth century composers.

Virtuoso pianist, artistic director and 

principal conductor of the Gothenburg

Symphony Orchestra for sixteen years, 

he promoted works by contemporary

Swedish composers. 

His own compositions include two 

symphonies, two expansive piano 

concertos – the first, published as Op.1, 

is about forty-five minutes long – and the

Serenade for Orchestra which was, at one

time, probably the best known Swedish

orchestral composition abroad. 

The LP that introduced me to the 

Serenade, and to Stenhammar, was on

the German Heliodor label with Rafael

Kubelik conducting the Stockholm 

Philharmonic.  Stenhammar later deleted

the second of the six movements from the

1914 original and a revised version was

issued in 1919.

Franz Berwald (1796-1868) is regarded

by the authority on Scandinavian music,

Robert Layton, as “the leading 

Scandinavian symphonist before Sibelius”

and “the most commanding composer

Sweden has yet produced”. Berwald,

however, did not receive wide recognition

until he was championed by Stenhammar

and his composer/conductor colleague

Tor Aulin (1866-1914) in the early 

twentieth century.  

Unable to make a living with music,

Berwald worked as an orthopaedist and

later as the manager of a sawmill and

glass factory.  The success of his opera

Estrella di Soria eventually led to a 

belated appointment in 1867, as 

professor of composition at the Swedish

Royal Academy of Music. His works 

include four symphonies and concertos

for violin, bassoon and piano.

Well, that’s quite a lot for any intrigued

reader to investigate and above all, enjoy! 

TONY PURKISS



MUSICAL DISCIPLINES

COMPOSER
ORCHESTRATOR

ARRANGER

Most compositions are created by a

composer working in isolation from

other musicians. Inspiration is a fickle

companion and can occur in many 

different guises, while sheer hard graft

is also an essential element of the

compositional process. Some follow a

strict regime with composition carried

out at regular times of the day (e.g.

Benjamin Britten) while others have a

more flexible approach. Gustav Mahler

would compose during the summer

months in the Austrian Alps, as the rest

of the year was spent with conducting

commitments (most notably the Vienna

State Opera) and George Lloyd in the

1950s could only compose at 5am 

(because of the need to run his market

gardening business during normal

working hours).

Inspiration is often heightened by the

deadline, and the numerous stories of

operatic overtures being composed in

the final hours before dress rehearsal,

with an army of copyists frantically

converting each page of full score into

the orchestral parts (the full score –

used by the conductor – contains every

part, whereas orchestral players only

have their own line on their copies).

Another medium where time is critical

is film. Many film composers use 

orchestrators to enable them to meet

tight deadlines. Music is usually added

after the film has been edited so

producers are always keen to get the

music sorted out asap.  

The famous Viennese born Hollywood

composer Erich Wolfgang Korngold

(Kings Row, Sea Hawk, Adventures of

Robin Hood, etc.) had orchestrators

who helped him with his film scores.

In the days of ink and paper, an 

enormous amount of time was spent

writing out the music for every 

instrument, and the lush sounds of a

Korngold film score require very large

orchestras.  The orchestrator is here

concerned only with giving already

composed music to the instruments of

the orchestra. No changes are made to

the melodies, harmonies, rhythms or

structures of the piece and often follow

indications from the composer regard-

ing which instruments to use.

The orchestrator’s role can vary widely

from glorified copyist to ghostwriter 

– it is entirely dependent on the habits

of the composer.  Some write a short

score, properly assigning instrumental

parts, so the orchestrator’s job is to 

expand the short score into full 

orchestration pages. At the other 

extreme the composer may only 

provide a written melody as a starting

point (possibly with harmonic 

implications) and here the orchestrator,

by adding chords, harmonies and

rhythm, is moving into the role of an

arranger.  This is especially common in

cross-over where the composer has

very limited knowledge of the colour

potential of a full symphony orchestra.

We are used to hearing a number of

works with orchestrations by another

composer in the concert hall.  Perhaps

the most famous is Maurice Ravel’s 

brilliant orchestration of Mussorgsky’s

piano work Pictures at an Exhibition

but Ravel’s is only one of many 

orchestrations of this work. There are

countless others, including those by

Leopold Stokowski, Sergei Gorchakov,

Vladimir Ashkenazy and Henry Wood.

There is also the famous Emerson, Lake

& Palmer rock group version and Elgar

Howarth’s version for the Philip Jones

Brass Ensemble.

Gershwin’s Rhapsody in Blue was 

orchestrated by Ferde Grofe, while his

Broadway hit show Girl Crazy was 

orchestrated by Robert Russell Bennett

(who was also responsible for the most

commonly heard Symphonic Suite

drawn from Gershwin’s opera Porgy 

& Bess). Here he is listed as arranger

rather than mere orchestrator.  The

process of compiling an orchestral suite

from an opera requires selecting the

passages of music, composing linking

passages (the stitching between the 

excerpts) and replacing vocal lines with

orchestral instruments.  

Arrangers work across the Arts 

industries, especially in musical theatre,

film and TV. Many combine arranging

with other skills, for example 

arranger-bandleaders adapt existing

compositions to develop pieces for their

own ensemble; arranger-producers 

create new studio arrangements based

on their over-arching vision for the

recording; and music preparation 

specialists use arranging in combination

with proof-reading and orchestration

skills to become one-stop shops for

music preparation.

While most arrangements aim to 

preserve the melody, lyrics and formal

structures of a piece, there is still a

John Gander (WSO Administrator) and I have often talked about the 

differences between musical composition, orchestration and arrangement.

With the recent debate about Last Night of the Proms and the inclusion of 

a new orchestration of Jerusalem by Errollyn Wallen (who some may 

remember for her work with WSO and Kosmos Ensemble at Chichester 

Cathedral), we decided to take a look at the differences between the three.
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tremendous amount of creative 

freedom and self-expression within an

arranger’s work. Arrangers might come

up with new chords to use as a base

for the melody, strip down or build up

the instrumentation, adapt it for a 

completely different instrumentation

style (e.g., change rock instrumentation

to classical instrumentation, or vice

versa), slow down or speed up the

tempo, add electronic elements 

inspired by the original composition,

write a new introduction or ending, or

add entirely new vocal or instrumental

harmonies.  Ultimately, an arranger can

wind up having just as much impact 

on the composition as the original 

composer or songwriter.

A music arranger is also someone who

arranges a piece of music for a musical

director, music producer, conductor, 

a group of performers or a single 

performer.  The music worked on may

either be an already existing piece or

an original, and the music arranger will

ensure that every aspect of it is as 

perfect as it can be, from the tempo to

the harmonization of the instruments.

An arranger is a person who takes a

composition and decides what 

instruments will play what and when.

This can be for a recording or for live

performance.  Aside from creative 

reasons, an arranger might arrange 

the music for the type and/or size of

the band or orchestra that will be 

performing and/or recording it.  For 

example, they may take a piece of pop

music and arrange it to be played by a

symphony orchestra 

An arranger is primarily concerned with

adapting voice, instrumental harmonic

structure, rhythm, and tempo in crafting

a cover or adaptation.  The arranger will

also create new thematic material (new

musical phrases) for introduction, 

transitions and modulations as needed

for the reinvented tune.  Arranging is

much like re-editing a film or re-

designing a vintage garment to create

a new look.  If a band wants to turn

Beethoven’s Fifth into a hard-driving

metal instrumental, an arranger is

pulled in to translate musical parts

written for a piano and violins to lead

and rhythm guitars, bass, drum kit, and

keyboard.  The arranger will then 

modify the rhythm, tempo and key to

better match the metal style.

WSO audiences will have heard my 

orchestration of Scott Joplin’s Maple

Leaf Rag. The music remains the same

as the original piano piece but the

notes are now played by a combination

of wind and brass instruments. 

By contrast my arrangement of the

music composed by Malcolm Arnold for

the film Heroes of Telemark was a far

more intensive process.  Firstly, I had to

notate down the film soundtrack, as

the original score and parts were 

destroyed once the film had been 

released (common practice at the

time!).  I then had to arrange the 

material into a coherent suite, rejecting

about half the music from the film and

stitching the chosen excerpts together

using my knowledge of Arnold’s music

and orchestral style.  The result is the

opportunity for people to hear some

great music that would otherwise only

be available as a film soundtrack.

JOHN GIBBONS
With thanks to John Gander 
for his contribution to this article



MY MUSICAL INFLUENCES

WHAT MUSICAL LISTENING 
TIMES WE INHABIT! 
Since the 1960s, music 
has mushroomed. There
is so much variety to 
interest us alongside our
own favourite genres.  

BY
RICHARD AMEY

The Royal Philharmonic’s Orchestra’s survey this
summer found that it’s fans of classical who come 
to enjoy the most other musical genres. Does 
classical’s diversity widen our palate?

‘Classical’ itself encompasses so much before and since the

Viennese Classical period.  And we discover other music by

serendipity or happenstance, at unexpected or personally

receptive moments. We’re given ‘Eureka’ signposts.  I’m

going to pick five that I spotted applying to me.

Take Five (The Dave Brubeck Quartet, 1959) began 

pointing millions down a new listening road: the amiable

rhythmic feel; an instrumental voice sounding from foreign

land. ‘Jazz’ was Take Five’s flag of convenience in 

becoming a worldwide hit.  And to jazz new fans looked. 

Did you know these four classically trained musicians 

apparently needed more than 20 attempts to play it 

properly?  Even drummer Joe Morello, the 5/4 time 

signature enthusiast, sometimes lost the beat as pianist

Brubeck, bassist Eugene Wright, and saxophonist Paul

Desmond (his tune) faltered.

Not nailed until a fresh recording session, Take Five

seemed uncannily what classical ought to sound like with

lights low, the night yet young, but glasses chinking and

composers chilling.  The piano automatically attracts us,

but the rhythm section does what timpani and triangle

don’t, and the slurring saxophone weaves a cheery 

seduction to compare to Ravel’s alto sax early in Bolero.

Take Five subtly embedded in us a reaction to rhythms 

beyond the standard two, three, four or six beats per bar.

“Hey, let’s try using five. Oooh! How different!  And you can

still dance to it!” Other things then make sense: from

‘waltzes in 5/4’ (e.g. Tchaikovsky’s 6th Symphony, 2nd

movement) to a long, ruthless challenge to Nijinsky’s dancers

at the Ballets Russes (Stravinsky’s The Rite of Spring). 

Take Five created a climate ready for The Jacques Loussier

Trio’s ‘Play-Bach’ fusion. But Take Five was a signpost I

think I missed!  Something else instead later grabbed me

by the throat and jerked my ears towards a more urgent

rhythmic flexibility and surprises.
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SIGNPOST NO.4
... around age 30, winter Sunday afternoons on Radio 3, a weekly
down-time trip into what seemed to me a remote and rarefied
world. Chamber music: various ensembles of anonymous 
musicians – unlike pop bands with household-name personnel.

Frequent performers – The Amadeus String Quartet. (Amadeus?
Ah, I get it . . . Mozart!) A group with even more gravitas, intensity
and attack than the others. Their typical programme included
Schubert – the String Quintet or any of his big Quartets.  
One weekend they began with one single concentration of 
searing tremolando, rocking propulsion, striking melody: 

QUARTETTSATZ IN C MINOR (Schubert)

I was hooked, never more to fear chamber music as 

unreachable or unfathomable. I memorised the group’s

names: Brainin, Nissel, Schidlof, Lovett. Two Pisceans and

a Cancerian grounded by a Capricorn. Stars then. They’ve

now many successors. Chamber is burgeoning. 

SIGNPOST NO.5

Twenty years on. I’m returning to my hosting musical friends 
in Pitlochry after a solo walk up Ben Vrackie mountain, 
‘expedition’ aborted 200ft from the summit after rain. The door
opens and my weary personal silence is broken by music Geoff
is listening to somewhere inside.  I am frozen on the spot. I
don’t know it at all.  But this is an Elysian haven.  A slow stately
procession, strings, bassoons, two caressing flutes (later to
reappear at the end of Strauss’ Four Last Songs). 

LES FÊTES D’HÉBÉ 
Jean-Philippe Rameau

An opera-ballet, and I was hearing the
Lourée Grave. A triple signpost ... to
baroque, hitherto misapprehended by
me as over-embellished and needing
deeper substance; to opera; and to
Rameau, a musical mover and shaker. 

I knew some Wagner music drama: deeply-wrought, vastly scaled,
visionary, salutary, easy to be impressed by. Now I realised opera
could be more relaxing, warm-hearted, delightful, uninhibited,
lighter in messaging.  No love-betrayed Italian throwing himself 
off Pisa tower, or stabbing herself!  But I realise I can’t generalise.
Opera has many sub-genres. So much more yet to explore!

After Dido’s Lament (Purcell) came Rameau’s Tristes, Apprêts,

Pâles Flambeaux. A signpost for you?

THIS SIGNPOST:

ONE OF A KIND
(Bruford, 1979) 

An all-instrumental album 
harnessing strong jazz flavours 
– metres, accents, dynamics and
melodic flair – to rock power.

A quartet, Bruford lasted three years and was formed, led by
and named after a versatile percussionist who also composed.
Bill Bruford’s writing colleague, pianist Dave Stewart, factored
in organ and analogue keyboards. Bruford’s bassman was the
firebrand Jeff Berlin. And, replacing saxophone, a uniquely 
individual guitarist who had wanted to learn sax – 
Allan Holdsworth. Their remarkable music sprinkled in a few
classical elements but signposted me somewhere else ....

One of a Kind showed me composition using the stimulating
time signatures of 5 beats, 7, 11, 15 and even 19, where 
clipping a beat off an even number triggers an altered kind of
motion, infused with vitality, urgency, sometimes fun, character
and momentum – but which to us still feels natural and 
inevitable. A varied sequence of other examples: Three Wishes

(by Camel, 5 beats); Wave After Wave (Iona, 5 beats, 7 and 6);
The Isle of the Dead (Rachmaninov, 5); The Flight Into Egypt

(Respighi, 5); and The Rite of Spring (Stravinsky, numerous 
different bar lengths). 

I’ll now rewind to primary school age – the start: what

was my favourite 78 of my parents?  Overture, Oberon by

Weber!  Key sound: the French horn (Romantic German

forests, light years away from a seaside town house in

Tarring).  This seeded my soil for later ...

SIGNPOST NO. 2

BEETHOVEN’S 4TH SYMPHONY (1806)

The first symphony to reel in my teenage exploration to a 
classical route.  Five different worlds (movements) all adding 
up to hold me captive.  Uniquely expressive, assertive – and
myriad other adjectives new to my musical experience. 

SIGNPOST NO. 3

A SALTY DOG
(music Gary Brooker, words 
Keith Reid – Procol Harum, 1969)

In rare B major; piano, bass, strings,
dramatic percussion, soulful voice,
heroic words inviting different 
interpretations.  

With Procol’s organ and piano, classical potently infiltrates 
rock.  A text even studied at universities; a now timeless song, 
re-orchestrated since by Brooker and others.

This directed me towards orchestrated songs not about pop
subjects – Berlioz, Mahler, Elgar, Ravel, Richard Strauss,
Vaughan Williams – thence to piano/voice starting with
Beethoven and Schubert.

[For more A Salty Dog, check the 1971 live band-only version on

German TV, then the exciting 2006 upscaled one in Denmark (with

another song added) live, vast outdoors, band, full orchestra, choir].

“One of a Kind showed me 
composition using the stimulating 
time signatures of 5 beats, 
7, 11, 15 and 
even 19...”



MUSICAL MUSINGS

20   music matters

How many times have we

heard people say "I don't

like classical music"?

As a young man in the 1980s I joined 

Sussex Police and I was sent for training at

the Police College in Ashford. Twice a week

we had to parade at 8am in our best 

uniforms and suffer the indignities of an 

inspection by a drill sergeant (who normally

shouted at us) or a Senior Officer who would

give a brief inspection and then move on.

Often there would be an accompaniment 

by music over the loudspeakers and on 

this particular day, a very calming piece of

music was being played. For some reason

the Superintendent approached my class

first and spoke to our drill leader, a 

Constable from Norfolk Police called Nigel.

Supt to Nigel: "Do you recognise this

piece of music?"  Nigel thought for a

moment and replied  "Yes Sir. Its the

Hovis advert." Supt "No no, its Dvorak’s

New World Symphony."  Nigel "Its used

in the Hovis advert as well Sir."

The Superintendent was about to reply, 

decided against it and moved on to a very

quick inspection. It was not mentioned

again but it amused the rest of us as Nigel

had managed to answer ...

he actually DID recognise the

piece of music!

Ever since those happy days at Police

Training College I have used this example

to illustrate to people that they probably do

like classical music but just don't realise it!

My (ex) wife told me she didnt like classical

music because it was boring. I played 

Ravel’s Bolero and said I bet you like this!

She quickly brightened up and  said 

"Love that! Torville and Dean danced to it!"

Yes indeed and we all cheered them on

when they danced on ice to a gold medal

in the 1984 Sarajevo Olympics. Although 

it wasn't written for Chris and Jayne, I’m

sure that Maurice Ravel would have been 

delighted that his music helped GB win a

gold in front of a massive TV audience of

24 million proud Brits. It was premiered in

1928 but I bet any person in this country

can tell you what that piece of music is,

thanks to Torville and Dean.

Fast forward to the 1990 World Cup (that

England should have won but were robbed

(again) by the brilliant Germans). At the

opening ceremony out stepped a larger

than life Luciano Pavarotti to sing his 

rendition of Puccini’s aria from Turandot.

What was it called? 

Nessun Dorma – which soon became a

‘pop" sensation leading to the famous

Three Tenors concert (where he gave a

strange rendition of O Sole Mio, which was

used in an advert for ice cream I believe)! 

It also led to one of the most memorable

auditions on Britain's Got Talent when Paul

Potts sang and cried his way through his

rendition of Nessun Dorma. And also led 

to a reasonably good film starring James

Corden called One Chance.

I think we all have a favourite piece of 

classical music which we have grown to

love by association with something else. 

An advert, a film, an Olympic gold medal

maybe. Just for fun, where were these

pieces of music made famous?

Chorus Of The Hebrew Slaves – advert

Ride Of The Valkyries – film

William Tell Overture – take your pick!

The Nutcracker – cartoon film

The Thieving Magpie – 1970s film, 
one of my favourites but not for everyone.

Flight of the Bumble Bee – take your pick!

Fanfare for the Common Man – prog
rock anthem by one of Worthing’s own.

Sull'aria from The Marriage of Figaro
– great 1990s film

The Blue Danube – 1968 sci-fi film

Beethoven’s 9th Symphony – an anthem

So don't let anyone tell you they don't like

classical music. We all have our favourites

but sometimes we just don't realise it! 

SEAN MCDONALD

Gold Hill, Shaftesbury where the famous Hovis advert was filmed. 

Photo by Sean Davies - Wikimedia Creative Commons



GREAT BRITISH COMPOSERS

So far we have looked at the three

main composers from the Medieval era

and two who crossed over between

the Medieval and Renaissance eras.

Now we turn to the Renaissance era

itself (1400 to 1600), of which there

are nineteen (eleven English, four

Scots, one Welsh and three Irish). 

We begin with the first three ...

ROBERT JOHNSON
(c1470 – after 1554)

Johnson was a Scottish Renaissance 

composer and priest (not to be confused

with Robert Johnson, the late Renaissance

English lute player and composer).

Little is known of his life and it is believed

that much of his music has been lost. Most

of his extant works are sacred compositions,

chiefly motets. He also wrote some 

instrumental pieces, although no secular

works of his are known to have existed.

Johnson spent thirty-six years at Scone

Abbey in Perthshire and is considered to be

Scotland’s greatest composer prior to 

Robert Carver. He is represented in The

Mulliner Book as well as the Gyffard 

Partbooks and Christ Church Partbooks.

There is only one recording of his music

that I have been able to find and that is

Laudes Deo by Capella Nova conducted by

Alan Tavener.

ROBERT CARVER
(c1485 – after 1570)

Carver was a Scottish Canon regular and a

composer of Christian sacred music during

the Renaissance.

He is regarded as Scotland’s greatest 

composer of the 16th century and is best

known for his polyphonic choral music, of

which there are five surviving masses and

two surviving motets.  The works that can

definitely be attributed to him can be found

in the Carver Choirbook held in the 

National Library of Scotland.

His work, noted for the gradual build-up 

of ideas towards a resolution in the final

passages, is still performed and recorded

today. Carver was influenced by composers

in Continental Europe and his surviving

music differs greatly from that produced 

by many of his contemporaries in Scotland

or England.  Highly ornate in style, it 

resembles most closely the richly 

decorated music of the Eton Choirbook.

He was the subject of the 1991 BBC radio

play Carver by John Purser, which won one

of the Giles Cooper awards of the year.

(Unfortunately, I have not been able to find

a copy of this anywhere, although that

does not mean that it does not exist, just

that I have not been able to find it!)

Carver spent much of his life at Scone

Abbey.  A recently rediscovered charter book

for the Abbey, with upwards of fifty examples

of Carver’s signature, suggests that he spent

the whole of his long life as a canon there,

having entered the community in 1508 and

living there until the establishment was 

destroyed by protestant Reformers in 1559.

Nothing is known of his life after this event.

Several works in The Carver Choirbook refer

to  ‘Robert Carver alias Arnot.’  A man by

the name of Robert Arnott was recorded in

the same period as a canon of the Chapel

Royal in Sterling Castle. However, this

Robert Arnott’s presence in the Chapel

Royal and Carver’s use of the alias Arnot

do not coincide. Furthermore the Chapel

Royal Arnott signed a document from a

Margaret Arnott who is clearly a blood 

relative, it seems unlikely that Robert

Carver and Robert Arnott are one and the

same person.

There are seven works attributed to Carver

in the Carver Choirbook: Dum sacrum 

mysterium (a mass for ten voices),

L’homme arme (a mass for four voices),

Pater Creator amnium (a mass for four

voices), Fera pessima (a mass for five

voices), and unnamed mass for six voices, 

O bone Jesu (a motet for nineteen voices)

and Gaude flore virginali (a motet for 

five voices).

A unnamed Mass for three voices in the

Carver Choirbook as well as a Mass 

Cantate Domino for six voices in the

Dowglas/ Fischar Partbooks are generally

attributed to Carver.  Some authorities also

credit Carver with the composition of the

Mass Felix namque for six voices, also in

the Douglas/Fischar Partbooks.

For the complete works of Carver see 

Musica Scotia 1: The Complete Works of

Robert Carver and Two Anonymous

Masses: Editions of Early Scottish Music,

edited by Kenneth Elliott, University of 

Glasgow Music Department Publications,

31st October 1996.

There are several CDs of Carver’s music

available, the most notable of which are

Carver – O bone Jesu by The Sixteen,

Robert Carver: The Complete Sacred

Choral Music by Cappella Nova, Robert

Carver Vol. 2: Mass for Six Voices/Mass

L’Homme arme for four voices conducted

by Alan Tavener, Carver: Scottish 

Renaissance Polyphony Vol. 3 conducted

by Alan Tavener, Carver: Scottish 

Renaissance Polyphony Vol. 1 conducted

by Alan Tavener and Carver: Music from

The Carver Choirbook by Capella Nova.

HENRY VIII
Born June 1491 – died January 1547

The second son of Henry VII, Henry Tudor

was raised in the manner of any European

prince and received a sound education

(with original hopes, it seems, for high

places in the Church).  He excelled at 

languages, literature, theology, sport and,

famously, music.  Little is known of his

early music tuition, but it is likely that he

would have benefitted from contact with

musicians attached to his father’s court,

such as William Cornysh and William

Newarke.  His musically formative years

doubtlessly took place whilst a boy at

Eltham Palace, where he must have had

exposure to many musical instruments and

singing songs of youth, hunting and love –
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the things he excelled at as a young man.

However, the untimely death of his older

brother, Arthur, in 1502, thrust the young

Duke of York into the limelight.

He became King of England in 1509, just

shy of his 18th birthday, and he is probably

best known for his six marriages and 

especially for his efforts to have his first

marriage (to Catharine of Aragon) annulled.

(We all know the mnemonic ‘Divorced, 

beheaded, died; divorced, beheaded 

survived’ that tells the fate of his six wives.)

His disagreement with Pope Clement VII on

the question of the annulment led Henry to 

initiate the English Reformation, separating

the Church of England from papal authority.

He appointed himself the Supreme Head of

the Church of England and dissolved 

convents and monasteries, for which he 

was excommunicated.  Henry is also known

as ‘the Father of the Royal Navy’, as he 

invested heavily in the navy, increasing its

size from a handful of ships to more than

fifty, and established the Navy Board.

Domestically, Henry is known for his radical

changes to the English Constitution, 

ushering in the theory of the divine right 

of Kings.  He also greatly expanded royal

power during his reign and frequently used

charges of treason and heresy to quell 

dissent: those accused were often executed

without a formal trial by means of bills of

attender.  He achieved many of his political

aims through the work of his chief ministers,

some of whom were banished or executed

when they fell out of his favour.  Thomas

Wolsey, Thomas More, Thomas Cromwell,

Richard Rich and Thomas Cranmer all 

figured prominently in his administration (it

appears that on one hand he liked the name

Thomas but on the other he did not!).

Henry was an extravagant spender, 

acquiring the proceeds from the dissolution

of the monasteries and acts of the 

Reformation Parliament. He also converted

the money that was formerly paid to Rome

into royal revenue. Despite the income

from these sources, he was continually on

the verge of financial ruin due to personal

extravagances, as well as numerous costly

and largely unsuccessful wars, particularly

with King Francis I of France, Holy Roman

Emperor Charles V, James V of Scotland

and the Scottish regency under the Earl of

Arran and Mary of Guise. At home he 

oversaw the legal union of England and

Wales with the Laws in Wales Acts of 1535

and 1542, and he was the first English

monarch to rule as King of Ireland following

the Crown of Ireland Act of 1542.

Henry cultivated the image of a 

Renaissance man and his court was a 

centre of scholarly and artistic innovation

and glamorous excess, epitomised by the

Field of the Cloth of Gold (a tournament

held in France in 1520 as part of the

celebrations of a summit between Henry

VIII and King Francis I of France).  He

scoured the country for choirboys, taking

some directly from Wolsey’s choir, and 

introduced Renaissance music into court.

Musicians included Benedict de Opitiis,

Richard Sampson, Ambrose Lupa and 

Venetian organist Dionisio Memo and

Henry himself kept a considerable 

collection of instruments.  He was skilled

on the lute, could play the organ and was a

talented player of the virginals (a keyboard

instrument of the harpsichord family).  He

coul  d also sight-read music and sing well.

During the early years of his reign the court

abounded with cultural activity: he kept his

own private household chapel choir in 

addition to his Chapel Royal, containing the

finest musicians in the land, which was a

regular part of his retinue.

There are only a few English musical

tributes to Henry that have survived.  

There is the Mass God Save King Henry

by Thomas Ashwell, of which only two of

five parts survive.  Earlier still is Robert

Fayrfax’s setting of Lauda vivi alpha et O

(Praise, most exalted daughter of the living

Alpha and Omega), a devotion to the Virgin

Mary with an embedded prayer to the King,

probably composed soon after he came to

the throne in 1509.  And then there is John

Taverner’s O Christe Jesu, pastor bone (O

Jesus Christ, good shepherd), which began

life with a prayer to Henry’s chief minister,

Cardinal Thomas Wolsey, but was then

adapted in praise of the King when the 

cardinal fell in 1530.  Typical of the great

pre-Reformation votive antiphon in its vast

musical architecture, it was to be the great

musical art forms such as this, forged from

a long tradition, that would be swept away

by Henry’s reforms.

“Henry developed a 
life-long love of 
listening to, performing
and composing music.”

He built an extensive collection of musical

instruments over the years, including 

seventy-eight flutes, seventy-six recorders,

ten trombones, fourteen trumpets, five

bagpipes and many other assorted 

instruments. He was respected as a 

competent musician and singer, doing

much to actively encourage the very best

musicians of the day to attend his court. 

During his reign, much experimentation in

combining different musical instruments

together in ensemble playing, contributed

greatly to the developing Renaissance era. 

At the height of this musical community,

Henry had almost one hundred musicians

and composers at his beck and call. They

were highly organised, taking shifts to 

provide the King with an almost constant

soundtrack to his day.  From his waking

moments, appropriate instruments would

entertain his seemingly insatiable appetite

for music.  Perhaps rather shocking is his

requirement for musical accompaniment

whilst he entertained the ladies in his 

bed chamber. That must have been a very

awkward working environment for those

unfortunate musicians,   as well for the

ladies concerned!

The Henry VIII Songbook is an 

extraordinary collection of his music that is

today kept at the British Library in London.

This book contains one hundred and nine

secular compositions by contemporary

Tudor composers, thirty-three of which

were written by the King himself. 

Beautifully notated and illuminated by one

of his inner circle onto parchment, this

manuscript gives an amazing insight into

the developing composer, taking us from

his early works when he was as young as

eleven through to his extremely mature 

and complex compositions as an adult.

Henry probably gained advice from 

composers and musicians attached to his

Young Henry around the time of the Coronation

(1509) by Meynnart Wewyck - public domain



chapel and court, but errors from his early

years (such as open chords, parallel fifths

and other schoolboy errors) seem to show

that much of what survives is the king’s

own. Of the thirteen untexted works,

Tandernaken is arguably his most 

accomplished, but there are other gems. 

Contained in this collection is Henry’s

greatest success, a song written in 1509

shortly after his coronation and entitled

Pastime with Good Company.  So 

popular was this catchy tune with its 

raucous lyrics, that it ‘broke out’ of his

court and quickly spread through England

becoming a national hit.  People sang it in

the streets and in the taverns and before

long it travelled into Europe.  It also 

endured the passage of time, being handed

down orally to later generations; Henry’s

daughter, later Queen Elizabeth I – herself

an excellent keyboard player – said that it

was her most favourite song.

For many years, the belief was that Henry

VIII wrote the popular song Greensleeves.

Much speculation arose about the subject

of the song possibly being Anne Boleyn but

scholars have now rejected this claim and

it is felt that it was written in an Italian style

of composition which only arrived on 

English shores sometime after Henry’s

death, therefore dating it as Elizabethan.

Henry can, however, be credited in his 

later years with one last positive gesture

towards England’s musical heritage: he

would go on to found or re-found two of

England’s greatest musical institutions 

that still exist today – Christ Church, 

Oxford and Trinity College, Cambridge 

– as well as finishing King’s College

Chapel, that grand project started in 

1441 by the teenage Henry VI. 

Without Henry’s reforms 
and the mid-16th century 
reformations that followed,
England would never have
reached it’s musical 
renaissance ...

... as so exquisitely captured in the music of

Thomas Tallis and William Byrd. So, in the

end, despite his reforms, Henry remained

music’s champion.

There are several recordings available for

of Henry’s music, including All The King’s

Men, All Godly Sports: Music of Henry VIII

(Sirinu), English Music from Henry VIII to

Charles II (Majesty Sagbutts and Cornetts)

and Henry VIII Incidental Music and

Dances (South German Philharmonic).

JOHN GANDER
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WORDSEARCH Hunt the musical terms:

DA CAPO

CANTABILE

MARCATO

SCHERzANDO

TRISTE

VIVACE

LENTAMENTE

FUGUE

PIzzICATO

WALTz

ARPEGGIO

ALLEGRO

ADAGIO

Bonus terms: Can you also find three hidden composers? 

Solution to be published on the WSO website - worthingsymphony.org.uk



1.    Comic opera wedding of a barber (8,2,6)

9.    To cook for a 19th century American 
composer (3)

10.  ‘The Garter’ in inner Verdi opera (3)

11.   The French followed by London concert hall
in reverse Austro-Hungarian composer (5)

12.   Her aria appears but did ought, perhaps, 
in Purcell opera (4)

14.   Beginning (slang) of any piece of music (5)

15.   Moor, e.g., preceded by Mac, perhaps, home
of the Queen’s Hall (8)

18.   The French fallen woman of Verdi and 
Dumas (2,8)

20.   Asian country and unknown number 
Purcell’s Queen (6)

21.   English composer, Sir Terry’s, initials (1,1)

1.    Possessive even-handed female in musical 
of GBS play (2,4,4)

2.    Blas, Mendelssohn overture for Hugo play 
of same name (3)

3.    Evil rotator designed for Verdi opera (2,9)

4.    Gold, including a sound like you could be
Canadian or US composer (5)

5.    Band in tenor chest ruined (9)

6.    Purcell’s queen has a similar appearance 
to Bizet’s maid (4)

7.    Dosing lore is not what these G&S characters
are (10)

8.    Stag returned sound producing agent (4)

13.   Loud with student for an Arabian lute (3)

16.   Named for Andrew, the principal concert 
hall in NY (8)

19.   Puccini opera given at Oscars (5)

23.   Mr Alia composed Handel opera (6)

27.   Maurizio, 20th Century Italian pianist 
and conductor (7)

28.   Colin, English harpsichordist! (6)

29.   Fast Italian found après tomato (5)

31.   Molly Malone came from a tag and a cable
with no direction (6)

33.    What this crossword is all about! (5)

37.    A spoken duet will tell this concert is over (3)

MUSIC CROSSWORD

CLUES DOWN

CLUES ACROSS

SOLUTION TO SUMMER EDITION PUZZLE

22.   Leading lady of jazz is in well alone (4)

24.   CD nil, popular dance genre (5)

25.   Aidan rewritten for princess also popular in
madrigals (5)

26.   King in Figaro interlude (5)

27.   Postscript and charity with no end heard 
in the church (5)

28.   Old recording medium you’d bob along 
to with a send of direction (4)

30.   A computer programming language and 
a Scottish creed play slowly (6)

32.    Flanders and Swann found this animal 
a lying number (3)

34.   Depressed music! (5)
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