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“Welcome to the 
Winter edition of 

Music Matters”
I hope that you have enjoyed a good 

Christmas and had a chance to be with 

loved ones, if perhaps only via the remote 

meeting platforms we have become so used to.

Along with my fellow WSO trustees I wish you a happy, 

healthy and brighter New Year.  Let us hope that 

2021 holds much better things for all of us.

2020 is a year that we would not want to live through again and has seen us unfortunately

lose loved ones and friends. It has been difficult to adhere to the rules put in place and the

costs, both financially and emotionally, have been very high.  Hopefully, the vaccine will

enable us to get back to a more normal lifestyle and allow us to start thinking of staging

WSO concerts once again.

I would like to pay tribute to the wonderful work done by the NHS and everyone who has

continued to work through the pandemic providing the essential services that we all need.

The Arts have been particularly hard hit by the lockdowns and it is vital we get venues

open again and live performances taking place.  To this end, we continue to work hard to

get live concerts going as soon as we practically can after the re-opening of the Assembly

Hall, and will hopefully be making announcements soon on a roadmap to the return of

WSO performances.

I hope that, at the very least, Music Matters keeps you informed in all things related to

Worthing Symphony Orchestra and the wider world of music. Thanks once again to all 

the contributors who make this such an interesting read, and to the team that put it 

all together.  We love to hear your thoughts and welcome any feedback in regard to 

subjects and content you would like to see covered in the magazine.

At the moment 2021 is a blank page, but together we can write the future of WSO.

We are determined that future will be bright, long-lived and full of wonderful 

musical experiences.

Best and sincere wishes

Paul Baker
Chair of Worthing Symphony Orchestra

Front cover photograph of Jess Gillam – Decca © Robin Crewley 

@WsoWorthing worthingsymphony     worthingsymphony.org.uk
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Wishing you a 
happy, healthy 
and prosperous 
New Year!

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 at Worthing’s Assembly Hall.

THANK YOU!
Following the sad passing of regular concert-goer 

Barbara Mills, we would like to express our sincerest 

thanks to those who donated so generously to WSO at 

her funeral service which took place recently.

Barbara had expressly requested donations to WSO in 

place of floral tributes and the amount collected has 

paid for this edition of Music Matters.



I do not play an instrument although I learned the violin

for a few years at school, the pinnacle of my playing 

career being in the back row of the second violins in the

school orchestra!  I had a famous violinist, Jean Pougnet,

as my teacher, but my heart was never in it, and I would

ask him to play to me instead of vice-versa!  I really

wanted to learn the oboe but it was not to be.

This may explain why my favourite orchestral genre 

is the concerto.  John Gibbons delights in challenging

his audience with rarely heard works, and among 

concertos which have been new to me I include a 

superb performance by Isata Kanneh-Mason of the

Clara Schumann Piano Concerto, and the Concerto 

written for Princess Diana’s 30th birthday by Howard

Blake, played by Julian Trevelyan.  I even went out and

bought the CD of the latter with the composer as soloist.

Another notable performance was of the Elgar Cello 

Concerto by Leonard Elschenbroich. “Everyone” is 

familiar with this work but his interpretation was pure

magic. Going back a few years I was impressed by Dina

Parakhina playing Rachmaninov’s Piano Concerto No.3.  

We have been treated to some wonderful soloists, not

least Nicola Benedetti and Sheku Kanneh-Mason.  

Of course the WSO is superb, and it is very seldom that 

I come away from a concert feeling less than happy 

and privileged.

I welcome too, the inclusion of more unusual solo 

instruments like the organ, horn, and saxophone, but

may we have some oboe please?

However, possibly my favourite concert was not a 

concerto, and it was not uplifting or joyous, but rather

one which was thought-provoking and sobering.  This

was Remembrance Sunday 2015.  We were buoyed up in

the first half by Poom Prommachart playing my favourite

Rachmaninov No. 3, but then in the second half we soon

came down to earth with Voices of Remembrance, a

mixture of orchestral, choral and spoken word based on

WW1 writings.  Laura Rossi wrote the music – she was

inspired by her uncle’s war diaries – and Vanessa 

Redgrave movingly voiced the poetry.  The following

year, 2016, we heard Laura Rossi’s music again and

watched actual footage from the Imperial War Museum

of the Battle of the Somme, on its 100th anniversary.

Again, very thought-provoking (and I bought the CD).

My CD collection has burgeoned under the 
tutelage of John Gibbons and WSO. What greater
accolade than to inspire your audience to go 
out and buy a CD in order to hear an unfamiliar 
work again? 

CHRISTINE CONSTABLE

MEMORABLE CONCERTS

“IT’S NOT AT ALL EASY TO CHOOSE”
I have experienced so many excellent and uplifting WSO concerts



Many supporters of WSO may
be aware that over the last ten
years I have been recording a
number of works by British
composers rarely, if ever, heard
in the concert hall. 

Some might argue that works that have
not been heard in live performance for
decades, deserve to gather dust on the
library shelves, as they were obviously
unmemorable on first hearing. History,
however, sounds many salutary warnings
about our judgements of musical worth.
What might be enormously popular in
one century can fade into obscurity as
fashions change and committed 
advocates retire from the scene. 

Who now listens to the operas of
Paisiello, Salieri, Auber and Meyerbeer 
(to name but a few) whose immense
popularity has faded to almost nothing?

Enthusiasm about pieces can also 
critically hinge on successful premieres,
and there are many examples of pieces
that have spectacularly failed on their
first performances: in the case of 
Rachmaninoff’s Symphony No. 1 in D
minor, it is clear from contemporary 
reports that the chaotic performance,
(conducted by a drunk, unsympathetic
Glazunov) was an unmitigated disaster. 
It prompted this caustic review from
composer César Cui:

“If there were a conservatory in Hell, 
if one of its talented students were 
instructed to write a programme 
symphony on ‘The Seven Plagues of
Egypt’, and if he were to compose a
symphony like Mr Rachmaninoff’s 
then he would have fulfilled his task 
brilliantly and would bring delight to 
the inhabitants of Hell. But for the time
being we are still living on Earth, and this
music has a depressing effect on us,
with its broken rhythms, obscurity and 
vagueness of form, the meaningless 
repetition of the same short tricks, the

nasal sound of the orchestra, the intense
crash of brass, and above all the sickly,
perverse harmonisation and quasi-
melodic outlines, and the complete lack
of simplicity and naturalness, the 
complete lack of themes.”

Unsurprisingly Rachmaninoff withdrew
the work and the manuscript has never
been found. He recalled the impact of the
premiere in 1917:

“It was a failure, but that proves nothing.
Good pieces have often failed and even
more bad pieces have pleased. Until the
performance of the symphony I had an
exaggeratedly high opinion of it. After
hearing it for the first time, my opinion
changed radically. Only now can I see
that the truth lies somewhere in between
...  After the symphony I composed 
nothing for about three years. I was like 
a man who had suffered a stroke, 
paralysed in the head and hand ...” 

In 1944 the musicologist Alexander
Ossovsky discovered the original 
orchestral parts (used for the premiere)
in the Belvayev archive at the Leningrad
Conservatory and the work was given its
second performance on 17th October
1945 at the Moscow Conservatoire, and
soon afterwards in the United States. 

This revival of interest in the First 
Symphony came when Rachmaninoff
(who had died in 1943) was deeply 
unfashionable, particularly with the 
critics. In the years leading up to 
Rachmaninoff’s centenary (1972) the tide
began to turn. In 1967 the composer
Robert Simpson in Pelican guide to the
Symphony wrote that the First Symphony
“is a powerful work in its own right,
stemming from Tchaikovsky and
Borodin, but convinced, individual, finely
constructed, and achieving a genuinely
tragic and heroic expression that stands
far above the pathos of his later music ...
Sad though we may be at the thought
that its disastrous debut may have
dimmed a great flame just springing into
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life in Rachmaninoff’s brain, we ought at
least to be thankful that the brief blaze 
produced one large-scale masterpiece.” 

In essence he suggests that the 
catastrophic failure of its premiere
shifted Rachmaninoff’s focus away 
from the symphony towards the piano 
concerto and thereby may have deprived
us of a great Russian symphonist who
would have matched the outputs of
Tchaikovsky, Prokofiev and Shostakovich. 

The opera world has a long list of works
that were flops at their premieres:
Bizet’s Carmen had gone well in 
rehearsals and no one in the Opéra-
Comique was prepared for stony-faced
silence of an opening night audience
scandalised by the drastic realism of the
actions led by an amoral woman who 
did as she pleased. The reviews were 
accordingly full of shock and anger:

"The role of Carmen is not a success 
for Mme Galli-Marié. She is trivial and
brutal; she turns this feline girl into a
cynical harlot."

Paul de Saint-Victor, in Le Moniteur

However, perceptive people like
Tchaikovsky recognised that the work
would eventually conquer the world: 
"Carmen is a masterpiece in every sense
of the word ... one of those rare creations
which expresses the efforts of a whole
musical epoch".

Circumstances beyond the control of the
composer can often be a decisive factor
in first night failure. Beethoven’s only
opera Fidelio was premiered in 
November 1805 at the Theater der Wien
to a bemused audience composed
mainly of French officers following
Napoleon’s entry into Vienna a few days
beforehand. The aristocracy (among 
them key supporters of Beethoven) had 
fled the city, so the chance for a positive
response to Leonore was lost. 

The opera was revised in 1806 and 
then more radically in 1814 to become
Fidelio. In essence Leonore is born of
Beethoven’s optimistic belief that the
French Revolution would result in 
the transformation of the repressive 
bourgeois world into one of freedom and
brotherhood. The final version, Fidelio, is
a more settled static response to tyranny
and injustice.  Would the later version
have existed without the French invasion



of Austria and Napoleon’s increasingly
autocratic rule of Europe?

Sometimes musical history throws up
surprising facts. Johann Sebastian
Bach's stature as a composer of such 
extraordinary genius and influence is so
firmly established in Western culture, it 
is difficult to imagine that around 1820 
his music and reputation languished 
in obscurity, virtually unknown to all but 
a few specialists. 

In 1823 the young Felix Mendelssohn
was presented by his maternal grand-
mother with a copyist’s manuscript score
of J.S. Bach’s St Matthew Passion. The
score seized his imagination despite 
the scorn generally held against Bach 
at this time – a musical ‘mathematician’,
(now a term of veneration rather than 
condemnation).  Mendelssohn’s 
performance of St Matthew Passion on
March 11th, 1829 was a momentous 
occasion which resulted in a full-scale
revival and re-evaluation of Bach’s 
works throughout Germany and beyond,
and a growing recognition of his genius
and significance.

In 2011, I recorded the string concertos
of Arthur Benjamin with the Royal 
Scottish National Symphony Orchestra
and soloists Lorraine McAslan and 
Sarah-Jane Bradley. While the Romantic 
Fantasy was recorded by Jascha Heifitz
and William Primrose, both the Violin
Concerto and the Viola Concerto were
being recorded for the first time.  Arthur
Benjamin is relatively well known for his
Jamaican Rumba, and many will have
heard his music in the Hitchcock film 
The Man Who Knew Too Much. His more
symphonic music is however, absent
from the concert hall, so recordings are
vital for anyone interested in learning
more about the man and his music. 
John French wrote on his Music Web 
International review: “This is a fantastic
CD. I hope that all enthusiasts of British
music will rush out to buy it. I can hardly
begin to imagine how such important
and beautiful works (if a little difficult in
places) have remained largely hidden 
from view for so long.”

Even more neglected is the composer

William Wordsworth, whose great-

great grandfather Christopher was 

the brother of the famous poet. 

Although his music was a victim of

post-war fashion, he also lacked the

extrovert personality needed for self-

promotion of his music, preferring 

to let the music do the talking.  

He was, however, in no doubt as to the
staying power of his scores.  In a letter to
the Music Controller of the BBC in 1957
he wrote: “I am convinced that I have
something to say, and an individual way
of saying it which the ordinary music-
lover is capable of responding to if he is
given sufficient opportunities. I would not
go through the labour of creation were I
not so convinced.”  

There is a wide variety of funding 
formulas for orchestral musicians across
the globe. Orchestras where the players
are on full-time contracts are often able
to strike better deals with recording 
companies than freelance orchestras
such as WSO. I recorded Bruckner’s
Ninth Symphony with the Aarhus 
Symphony Orchestra in Denmark (a 
version that includes Nors Josephson’s
realisation of the finale) and have 
subsequently recorded two discs with the
Liepaja Symphony Orchestra in Latvia. 

Liepaja is a fascinating city on the west
coast of Latvia. It expanded in the 19th
century with the deepening of its ice-free
port. In 1896 a Tsarist naval port,
Karosta, was built 2 miles north 
of Liepaja. It was off-limits to 
civilians but in its heyday 
housed 40.000 personnel. 
Today it has the feel of a 
ghost-town, with streets 
of huge unoccupied 
buildings and a striking 
onion-domed Orthodox 
Cathedral used in Soviet 
times as a cinema 
and gym! 

The real gem in Liepaja is the Great
Amber Concert Hall which was opened in
2015.  The building is a cone-shaped 
structure, enveloped by a tilted glazed
facia and is the cultural hub of Liepaja.

The Liepaja Symphony Orchestra,
founded in 1881, is the resident 
orchestra and the oldest symphonic 
ensemble in the Baltic states. Over 
five days we rehearse and record the 
selected pieces by William Wordsworth,
aware that we are bringing back to life
music that has lain silent for almost 70
years.  At the second recording in 2019
we knew that the Piano Concerto had not
been performed since the 1940s and the
Violin Concerto not since the 1950s. 
The surprise was the realisation, upon 
touching the woodwind music pads, that
the Three Pastoral Sketches orchestral
parts had never been opened and that
we were the first musicians ever to hear
a work composed in 1937!  

The enthusiastic critical reception to
these recordings shows the value of
such projects that give everyone a
chance to evaluate a composer’s 
oeuvre in quality modern recordings. 

JOHN GIBBONS
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Latvian pianist ARTA ARNICANE who

played Wordsworth’s Piano Concerto

on the Liepaja recordings. 

Photo: Anna Galejeva



Music Director John Gibbons will be presenting a series 

of live Zoom talks in the coming months. These are FREE

events on selected Sunday afternoons, at the time WSO 

would normally be presenting its acclaimed concert series.

Sunday 21st February at 2.45pm

THE PROCESS OF RECORDING 
WITH ORCHESTRAS ACROSS EUROPE
With specific reference to John’s work with the Aarhus Symphony 

Orchestra in Denmark and the Liepaja Symphony Orchestra in Latvia.

Sunday 21st March at 2.45pm

TONALITY, THE KEY TO THE SYMPHONY
In relation to the symphonies of Haydn.

Sunday 18th April at 2.45pm

THE MANY COLOURS OF ORCHESTRATION
Works by Brahms, Ravel, Elgar and Vaughan Williams.

THE ZOOM SESSIONS START AT 2.30PM
If you aren’t familiar with Zoom, please visit the WSO website homepage on the day, where the click 
of a link and a simple passcode will enable you to join the session.

www.worthingsymphony.org.uk
Alternatively, you can email us at info@worthingsymphony.co.uk

WE LOOK FORWARD TO YOU JOINING US ON 21ST FEBRUARY!



Alan is one of those remarkable and
special individuals that any charity just
cannot do without. As a WSO volunteer
he is quite simply, invaluable.

Alan was born on 21st June (the longest day) 1947 in

Brougham Road and has lived in Worthing and Lancing 

his entire life.

Aged just 14, he began working part-time at The Luxor 

in Lancing, becoming full-time projectionist aged 16 and 

remaining there until the cinema closed. In 1965 he 

became projectionist at The Odeon in Worthing, again 

staying until the cinema closed its doors for good. 

The manager was an avid supporter of Bournemouth 

Symphony Orchestra and the two of them attended 

classical music concerts together. 

In 1968 Alan joined Southdown Bus Co. as a fitter but left

two years later to work for IKC (a grocery wholesaler)

where he obtained his HGV1 licence. In 1972 he became 

a freelance HGV driver and mechanic, travelling to Covent

Garden and other markets in London, as well as making

trips all over the UK mainland, to Northern Ireland, 

Europe and as far as the Middle East.

Alan also undertook theatre moves on weekends 

– packing up theatrical companies at the end of a run 

and moving them and their props on to the next venue

overnight. He also specialised in abnormal loads, usually

large boats. He finally gave up working as a mechanic 

following a back injury in the early 80s.  His injury 

did not stop him from working on a variety of personal 

projects and in retirement he remains incredibly active.  

He and his family have workshops in Angmering where 

they own several rare and unique vintage vehicles - both

two-wheel and four-wheel! 

Alan met his wife Janet Goldsbrough-Jones in 1972, when

they each had a child from previous marriages.  They now

have two sons together, as well as eleven grandchildren

and six great-grandchildren!

In 2002, while Janet was serving as a Worthing Borough

councillor, she was given a pair of tickets to attend a WSO

concert. From the moment they took their seats, Alan and

Janet were hooked! They went on to become members of

Worthing Symphony Society (later Trustees) and they 

continue to serve on the WSS committee today.  

Alan is an integral part of WSO's Marketing Group - the

team responsible for publicising the Orchestra. His main

focus is the distribution of marketing material - leaflets,

posters, programmes and indeed, this magazine!  It is

through Alan’s efforts that we have been able to secure

several external banner sites in key locations across 

Worthing and I’m sure many of you will have seen these

banners as you drive around the town. 

Alan is an active committee member of the Worthing 

Combined Ex-Services Association (CESA); the local branch

of the Royal British Legion (RBL); was a member of the Air

Show Committee of Shoreham Royal Air Forces Association

(with specific responsibility for ground installations and 

signage) and one of four founders and is a Trustee and 

Vice-Chair of the East Worthing Community Centre.  To 

raise funds for this he organised the carnival procession

(which is now with the Lions) and started firework displays

on East Worthing beach (which relocated to the pier in

2002). He is currently Chairman of East Worthing 

Community Forum which meets monthly.  Part of his role 

in CESA for the last 15 years has been helping Janet in 

organising the Veterans (later Armed Forces) weekend in

Steyne Gardens each year, and in the RBL helping in the 

 organisation of Remembrance activities.

Alan has a plethora of fascinating stories from his 

many adventures over the years and is always willing to 

tell them to anyone who will listen! These include 

endurance trials and rallying in his 1936 Singer le Mans

and 15 years ownership of a canal boat. If you spot him 

at concerts (and provided he’s not too busy) he’s sure to

oblige with a thoroughly entertaining chat.  Members of 

the Conductor’s Circle and others visiting the Richmond

Room Bar during concert intervals, will find him dispensing

tea and coffee (and on special occasions - wine) which he

provides at his own expense. 

Alan has a heart of gold and is always willing to put 

himself out to assist others. If you are in need of help

he will be the first person 

knocking on your door.  

He really is one of a 

kind and we count 

ourselves very 

fortunate to have 

him in our ranks!

SPOTLIGHT ON ALAN JONES



MY MUSICAL INFLUENCES

During a life that has now passed
sixty years ... there have been
many influences in my life and
many have indeed been musical.

My early life was full of music. My

mother had a fine voice and was 

always singing. Indeed, one of my early

memories was her singing Silent Night

at my primary school’s carol concert.

At home my father had a wind-up

gramophone and this was given to me

to have in my bedroom along with a

very limited range of 78 rpm records.

When I say limited, I actually mean 

two and it is these that probably gave

me my very eclectic musical tastes!  

The two records were Songs of Volga 

Boatman/Flight of the Bumblebee 

and Rock Around the Clock/Thirteen

Women and Only One Man in Town

by Bill Haley.

“At school in the Sixties it was 

indeed Beatlemania. The Mersey

beat was a tremendous influence on

the whole country and the young

Paul Baker was not exempt from

this.  I had a toy Beatles Guitar, a

Beatles Cereal Bowl and, to my great 

embarrassment, a plastic Beatles

wig.  Fortunately, no photographs

survive of this era!”

In 1970 I started senior school as Glam
Rock was born and I soon fell under its
influence. I had the stack shoes, the

purple shirt 
with the round 
tipped collar and
red Levi’s jeans. 
I looked cool, 
or so I thought! 

I was a big 

Slade and Sweet fan 

and they are both still guilty pleasures.

West Coast rock also influenced me
and I had all the albums of The Eagles,

I still know all the lyrics to most of their
songs and will sing them if asked.  
To be honest, I don’t even need to be
asked as I have always enjoyed
singing, some would say more than
people enjoy listening to my singing!

I was asked by a friend to go along to
Brighton and try Barbershop singing
and I joined the Regency Harmonisers

singing bass.

At the turn of the century my wife and 
I bought a guest house in Worthing and
I became known as the singing chef.
Regular guests used to put in requests
for certain songs for me to sing as 
I cooked their breakfasts or evening
meals, much to my wife’s chagrin. It
was around this time I saw an advert 
in the local newspaper for a local choir
seeking male singers, so I went along
and gave it a try.  I was soon back
singing four-part harmonies – from 
musical theatre to pop  –and
performing concerts around the town.

I got the performing bug so bad that I
joined other choirs, and at one time 
was singing with five of them! I was 
labelled a ‘Choir Tart’ and popped up 
all over the place. One day I would be
singing Handel’s Messiah, the next 
as Guns N’ Roses performing Sweet

Child O’ Mine. Life got confusing.

I decided to stand for the local council
and after a year I was Deputy Mayor.  
In this role I was invited to attend a
concert by Worthing Symphony 
Orchestra and Wow (!), I really enjoyed 
the whole experience.  The music 
was inspirational and the standard 
immensely impressive.  I don’t think I
have missed a concert since then and
as I became Mayor, I was invited to
many events but the WSO was always
a highlight, and I found I became 
extremely passionate about the 
orchestra and the music that is 
produced. I was very fortunate to be
asked to become a trustee and then
became chairman, which is a role 
that I feel honoured to do.

So that’s me and my musical journey!
To say it has been eventful is an under-
statement but it has been a journey
that has exposed me to a whole range
of music that I still enjoy and listen to.

I have never closed my ears to any type
of musical influences and I am glad
that I didn’t.  I firmly believe that music
is vital in life and that it is important for
children to be exposed to all music
from an early age.

I hope I will never stop enjoying music

and the stimulation it offers, it has

been a large part of my life and I would

not be the man I am without it.

“When I was asked to
write an article on my
musical influences I
thought it would be 
easy. How wrong was I?”

PAUL BAKER
LOOKS BACK OVER A 
LIFETIME OF MUSIC

SLADE

Pictured above: Slade on Dutch TV Show

AVRO’s TopPop 1973 - Public domain. 



I have always tended to avoid the mainstream

repertoire when it comes to works for clarinet.

John Gibbons and I share a fascination for British

music composed during the last century for 

cinema and the concert hall and especially works

that have been forgotten about and lay dormant.

Philip Lane, the producer and no stranger to the WSO as a

composer and arranger, asked me in 2002 to put together a

CD of British works for clarinet and orchestra. I avoided the

usual Finzi and Stanford and opted for seven composers

most of whom may be unfamiliar to you. Alan Paul, 

Geoffrey Bush, Adrian Cruft, Josef Horovitz, Alan 

Ridout, Malcolm MacDonald and Guy Woolfenden. 

From that list I managed two concertos, three concertinos,

a Rhapsody and a Cuban Rondo!

The business of making a recording is a long process. 

The playing part is the easy bit. It took over a year of 

writing letters to musical trusts and composer’s estates to

finally come up with the hard cash to fund the recording. 

I was fortunate that the disc received favourable reviews 

and importantly, radio air time.

recording
clarinet
concertos

PRINCIPAL CLARINET, WORTHING SYMPHONY ORCHESTRA

BEHIND THE SCENES

My second disc was a combination of forgotten English

works and a Suite of English Folksong by one of the biggest

names in English music, Ralph Vaughan Williams. 

The concertos were by Humphrey Procter-Gregg and an 

interesting character, Leighton Lucas, a film composer 

(Ice Cold in Alex) who started out as a ballet dancer for 

Diaghilev’s Ballet Russe.

Not only did this project require the same amount of work

to finance, but it needed extra time to transcribe the 

orchestra parts, from manuscripts I discovered in libraries

with a bit of detective work.

The Cadogan Hall in London had just opened and I believe

this may have been the first recording to take place there. 

It was just my luck that the building still had teething 

problems – the heating broke down on one of the coldest

days of the year. Several industrial heaters saved the day,

but it took quite a few recording takes before the Leighton

Lucas Concerto was up to pitch. Barry Wordsworth did a

terrific job conducting and especially drawing out some

beautiful tone colours from the Vaughan Williams in a first

recording with orchestra.

Fortunately, the two discs were well received and luckily

several composers happened to pick up on the radio 

broadcasts.

IAN 
SCOTT

by
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Just before lockdown this year the conductor

and arranger Robin White asked me to record

another disc based on an arrangement he had

made for clarinet and large orchestra of Russian

Folksong. Adding to the Russian theme we added

a first recording of the Rimsky-Korsakov

Concerto originally written for clarinet and 

military band. I suggested the Adagio Cantabile

by Tchaikovsky from his String Quartet op.11.

and we also added the violin showpiece Czardas

and the concerto by Julius Rietz. 

The restrictions on physical distancing were

making it look very unlikely that we would 

be able to record the CD, but by using all

available space in Henry Wood Hall, London

we were able to come together and adapt 

by being 2m apart. (Pictured right and below).

The CD will be available in time for the 

re-opening of the Assembly Hall this year.

My next project will be a disc of works for 

clarinet and string orchestra. A regular favourite

with WSO audiences, Paul Lewis, wrote a 

concerto for me called the Tauranga Concerto

back in 2011 which we premiered in Turkey 

with the Izmir State Symphony Orchestra. 

I hope to include Paul’s work in the recording. 

Watch this space!

www.ianscottclarinet.co.uk

English Clarinet Concertos

Dutton Epoch CDLX 7153

British Clarinet Concertos

Sanctuary White Line CDWHL 2141



MUSIC FROM THE MOVIES

The film is directed by John Huston and 

is based on a novella of the same name,

by Rudyard Kipling.  Huston waited a long

time to make this film and its history is 

a Hollywood legend.  He originally cast

Humphrey Bogart and Clark Gable 

in the two leading roles but Bogart died

before filming started and the project was

shelved.  Perhaps it is just as well as not

only do we need films like this (when 

Hollywood was not shy about making

straightforward action films) but we would

never have got the wonderful casting of

Michael Caine and Sean Connery

(both of whom are now Sirs, of course).

They work well together, they interact so

easily and with such camaraderie that

watching them is a pleasure.  They never

allow themselves to be used merely as

larger-then-life heroes, photographed

against vast landscapes. Kipling’s story

and Huston’s interpretation of it require a

lot more than that – it requires acting of

a subtle and difficult sort, even if the sheer

energy of the film makes it look easy.

The two of them play British ex-soldiers of

the Indian Army who vow to march off into

one of India’s neighbouring countries and

find a kingdom not yet touched by 

civilisation.  With their guns and their army

training they think they will be able to take

over easily, manipulating the local high

priests and setting themselves up as

rulers. They tell an obscure colonial editor

– Kipling (nicely played by Christopher

Plummer, who was apparently a late 

replacement for Richard Burton) and

they set off into the mountains. After 

the obligatory close calls, including an 

avalanche that somehow saves their 

lives, they find their lost land and it is 

exactly as they expected it would be.

The natives are not too excited by their

new rulers, at first, but a lucky Masonic

key chain saves the day – watch the 

film if you want to find out how – and 

Connery finds himself worshipped as 

a God.  He even gets to like it and 

condescends to Caine, who remains a

down-to-Earth Cockney and is thus

unimpressed with Connery’s antics.  

The film proceeds with impossible 

coincidences, untold riches, romances and

betrayals, heroic last words and – perhaps

best of all – some genuinely witty scenes

between Connery and Caine.  When it is all

over, there seems to be nothing to be

learnt from it that is worth knowing (and

there is not even a moral to speak of) but

at least it was enjoyable fun.

It is great that someone still has the gift

of making films like this – even Huston

must have wondered if he still had it in

him as there was a 30-year gap between

his previous film and this one!

Huston had failed to cast the role of 

Roxanne (the love interest) before shooting

started.  During the filming, at a small 

dinner party for some of the cast and

crew, Huston was asked if he had yet filled

the part.  When he said that he had not, 

all eyes turned to Shakira Caine (Michael

Caine’s Brazilian wife) and she got the 

role there and then. They (Michael and

Shakira) had met as a result of Michael

seeing her on a TV coffee ad and then

seeking her out, calling her eleven times

before she finally agreed to meet him.

On a par with the all-star cast and crew

is the composer of the film’s score 

– Maurice Jarre.  He and Huston had

worked together previously on The Life

and Times of Judge Roy Bean and The

Mackintosh Man.  Prior to that, Jarre

had made his name, and well-deserved

reputation, on such classic film scores 

as The Collector, Eyes Without a Face, 

Sundays and Cybele, Ryan’s Daughter,

Grand Prix, The Professionals, 

Resurrection, Shogun, Mad Max Beyond

The Thunderdome, Fatal Attraction, Dead

Poet’s Society, Witness, Ghost and 

Passage to India, as well as earning

Academy Awards for Lawrence of 

Arabia and Dr Zhivago.

It is something of a coincidence that The Man Who

Would Be King was released in December 1975 and

that one of its main stars – Sean Connery – died very

close to the 45th anniversary of its release.  An ideal

opportunity, therefore, to take a look at a great film

with a wonderful soundtrack.

Image of original movie poster – Wikimedia (fair use)



In The Man Who Would Be King

Jarre delivered exactly the score Huston

wanted – understated yet filled with

majesty and wonderful orchestral 

textures.  The score is played by the 

National Philharmonic, along with several

of the then great Indian musicians.  The

result is music transcending time and

space, that touches every visual and

aural sense.  It is robust, exotic, moving

and one of Jarre’s finest achievements in

a career filled with fine achievements.

No aspect of this film could be improved,

especially the music. Jarre builds the

score around one of his unforgettable,

rousing themes, a march introduced in 

portentous fashion in the opening cue.  

It captures the epic nature of the story

while also acknowledging its razor-sharp

wit, and can stand alongside any of the

composer’s great themes.  

As the central pairing of Connery and

Caine journey over the Himalayas, Jarre
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introduces some predictably scaring

music in Journey to Kafiristan, though

he also finds time to stress the fairly 

desperate situation in which the 

characters find themselves.  

Typical Jarre orchestration is mixed with

various ethnic stylings representing the 

Indian location. Sometimes this is directly

mixed with the Western orchestra; on

other occasions it is allowed to play by 

itself.  A good example is Pushtukan,

which has the feel of a street-market with

the ethnic ensemble blending perfectly

with the classical orchestra to produce a

soundtrack that functions brilliantly as a

dramatic underscore.

It is a truly classic film featuring one of

Jarre’s finest and most memorable 

musical scores. Both Caine and Connery 

(individually) are on the record in later life

stating it was the favourite film of their

(respective) careers. From a musical 

perspective, as Jarre himself recalls: 

“It is one of the best
souvenirs I have of my
work with John.  It was
the project of his life,
and I think I was very
lucky to be there.”

Sadly the CD of the soundtrack is very

difficult to find (though well worth the

search).  It was released on the now

defunct Bay Cities record label around

the same time as the film was released,

and if you are a Jarre fan you will not

want to be without it.  By the time it

reaches its soaring finale you will be

flushed with pride at being British and

fans of the film will be debating whether

or not to get the DVD out to watch 

yet again.

JOHN GANDER

Hunt the composers:

HAYDN

RIMSKY-KORSAKOV

DUKAS

SCHOENBERG

TALLIS

VIVALDI

LOEWE

LISZT

GRIEG

BARTOK

OFFENBACH

DELIBES

SCARLATTI

ELGAR

ZELENKA

Bonus terms: Can you also find three 

hidden musical instruments?

Oil on canvas

of Antonio Vivaldi 

by unidentified

painter

c.1723

Wikimedia

public 

domain



RECORD REVIEW

Her previous CD, Rise (issued in 2019)

contained a variety of music from her

concert and recital repertoire. Her second

selection is rather different in character.  

Time provides the listener with a 

chronology of thirteen tracks through

which Jess seeks to reflect the flow of

energy and activity through the course 

of a single day.  Many are new 

commissions or adaptations, in a 

sequence which has, as its centrepiece, 

Michael Nyman’s Where the Bee Dances

(the concerto that Jess performed in the

2016 final of the BBC’s Young Musician 

of the Year).

She is joined by the Aurora Orchestra 

for that particular piece which (running 

for over sixteen minutes) has variations 

in pace and character that well 

demonstrate Jess’ skill and versatility –

whether that be in the slower passages

or in the frenetic ones – as when the

saxophone dances over the top of the 

orchestra and builds towards the bee’s

surprisingly abrupt ending.  It’s a

sparkling performance. 

Jess plays the soprano saxophone for 

that concerto and for all but two of the

dozen shorter pieces.  Two of those are

played solo, whereas in the others she 

is accompanied by members of an 

Ensemble of her musical friends.  The

mixture of instruments varies, but strings

are always present and, Jess’ saxophone

excepted, there is no woodwind or brass.

Time opens with Early Morning Melody 

– a minute-long saxophone solo of 

soaring, crystal-clear, sound.  A sublime

start, followed by two pieces - Dappled

Light (a new commission) and Suspirium,

in both of which a piano’s rippling notes

provide momentum and, along with 

subsequent contributions by the strings,

set the context for the saxophone to 

play the melodic lines of the two pieces.  

I am inclined to prefer the second of

them, which I enjoyed for its somewhat

wistful character.  

Track four, Truman Sleeps, may be

familiar to those who have seen the film

The Truman Show.  Befitting its title, it 

has a mostly languid pace, and a gentle

melody which to my mind benefits from

the tonal qualities of the vibraphone,

nicely complementing those of the 

saxophone.  

The livelier ending of Truman Sleeps

neatly paves the way for the opening

pizzicato beat of Bubble Gun, which is

subsequently taken up by percussion.

This is the quirkiest of the tracks on the

CD, and the one in which the saxophone,

rather than soaring above the other 

instruments, is most immersed in the

playing of the Ensemble.  For me this 

reduces the appeal of the piece, 

although its exuberance is infectious.

Jess plays Alto saxophone for that. and

also (after the Nyman concerto) for the

sixth track on the CD - Orbit.  The second

of the new commissions, it is fast-paced

and opens with a captivating duet with

the marimba – an instrument that has a

continuing role throughout the track, later

supplemented by strings, but with the

saxophone becoming the leading 

contributor to the flow of the music.  

Strings, piano and ‘percussive sounds’

constitute the ensemble for the next 

piece – an adaptation of Bjork’s Venus 

as a Boy, which has a catchy 

syncopated rhythm that immediately 

differentiates it from the other tracks,

and above which the saxophone melody

can soar impressively.  

The ninth track, On the Nature of 

Daylight, is one I particularly enjoyed.  

That owes something to its length (over

six minutes), but principally derives from

THE RELEASE OF 
A NEW CD BY 
SAXOPHONIST
JESS GILLAM 
WAS A MUSICAL 
HIGHLIGHT OF 
THE AUTUMN 



the interplay between the strings and the

saxophone, which in this adaptation plays

the melodies that were scored for solo 

violin in Max Richter’s original work.  

Written in 4/4 time, the pace is slow, and

it is some ninety seconds before the 

underlying succession of whole notes on

the cello and viola lead to the entry of the 

saxophone, to play the rolling sequences

of eighth notes that continue to the end 

... albeit picked up by the strings for a

minute or so after the higher melodic line

of Richter’s first violin is added to the

score.  Sublime!

The restful character of the music is 

continued by the second of Jess’ solo

tracks – Philip Glass’ Melody for 

Saxophone No.10, which provides a brief

soaring interlude that is in some ways

emulated by the saxophone’s sparkling

melody in the subsequent piece 

– Retrograde.  

The penultimate track, Transit of Venus 

is another slowly paced piece, beginning

with interplay between saxophone and

piano, subsequently joined by strings.

The saxophone’s lingering high notes are

particularly memorable.

The calm mood continues into the last

track on the CD, Emerald and Stone, in

which the gentle music of the ensemble

includes contributions of a harp and 

glass armonica.  

“WE HAVE REACHED 
THE END OF THE DAY
AND MORE’S THE 
PITY, OF TIME ...”

It is a CD that amply demonstrates Jess

Gillam’s superlative skills as a musician;

doing so with a selection of music that

largely differs from the repertoire with

which WSO audiences may be familiar. 

The sequence of thirteen tracks builds 

towards, and ebbs away from, the 

intensity of Nyman’s ‘dancing bee’ and, 

in my opinion, is the sequence in which 

– certainly in comparison with a random

one – the music is best appreciated 

and enjoyed. 

What one misses, of course, is the 

atmosphere of a live performance, and

the sheer joy that Jess radiates from

the stage, but we can live in hope that

she will be able, before long, to return

to Worthing.

TIM LOCKWOOD

www.jessgillamsax.co.uk

Photos – Decca 

© Robin Crewley 



MY CONCERT EXPERIENCE

SHEKU
KANNEH-MASON
Sunday 20th October 2019

Luckily many orchestras are hoping to

change this, like Worthing Symphony

Orchestra with their incredible offer 

of only £1 for any under 18 to go to one

of their wonderful monthly concerts.

On Sunday 20th October 2019, WSO

teamed up with the wondrous cellist

Sheku Kanneh-Mason to play a 

fantastic concert. 

A characteristic of Sheku that I enjoyed

watching is the way he physically

moves during his performance. 

His hands seem frantic and ecstatic,

yet stay controlled 

and dignified. 

His body language

overall just screams how 

professional and 

accomplished he is. The 

result is a hypnotic and 

magical performance.

“I’m sure all musical
young people agree
Sheku is a great 
influence on us, not
only because of his 
astounding musical

skill but his 
young age.”

Through him young people now relate

to classical music, and his rising 

popularity increases that of classical

music among young people. We should 

be grateful.

Also enjoyable is Sheku’s obvious close

connection with the orchestra. I was

struck by this the first time I saw him

play Elgar. The music-making pleasure

this gives him seems reflected in his

encores, in which I feel he thanks the

audience and shows his gratitude to 

the orchestra for their support. In the 

Worthing encore I felt Sheku was 

showing us a playful, comedic, witty

musical side. I’m sure very few knew 

he was such a good whistler.

As a fellow musician, I could appreciate

Sheku has put so much effort into his

instrument and seeing him perform, it

was clear he was enjoying the rewards

of all this hard work. Watching this 

dedication to his music inspires we

young people to follow in his footsteps.  

Throughout the concert, the conductor

John Gibbons (who received a British

Empire Medal before the concert began)

shared with us many interesting and

useful bits of information about the 

different pieces. 

I particularly enjoyed his brief history of

Beethoven's music, including his hints

about instruments we should listen out

for. This helped us spot particular 

patterns and musical ideas. 

The Worthing Symphony Orchestra was

a good example of a team working 

extremely well together to produce an

extraordinary result.

During the Beethoven Symphony No 7, 

I was particularly drawn to the two horn

players who really showed off their

power. From subtle melodies to blasting

fanfares they really worked together

and showed that the French horn is not

a minor role in the orchestra. 

All in all, the concert was a truly 

wonderful event, and I felt very 

fortunate to have been given the 

opportunity to see all these talented

musicians play.

by Sebastian Sprigge

(aged 13)

Tunbridge Wells

My family and I hold classical music

very close to our hearts and often go 

to classical concerts. I am aware that

many of my peers do not go to such

concerts and find 

it sad that my 

fellow young 

people are 

losing out on 

this amazing 

music 

genre. 

Photo: Jake Turney



GREAT BRITISH COMPOSERS

JOHN TAVERNER
Born c1490, Tattershall, 
Lincolnshire (probably)
Died 1545, Boston, Lincolnshire

Taverner was a man of great influence in

England in the 16th century, both as a

composer and through his work as an 

associate of Thomas Cromwell – Henry

VIII’s chief advisor – when he may have

assisted with the dissolution of the

monasteries. It is possible that he 

empathised with the spirit of the 

Protestant reforms; one document records

his shame at writing ‘popish ditties’ –

music that celebrated the Virgin Mary or 

Christian saints – in his earlier career.

No record has been found of his birth but

it is likely that he was born in the South

Lincolnshire village of Tattershall (near

Boston).  Nothing is known of his parents,

but according to one of his own letters, he

was related to the Yerburghs, a well-to-do

Lincolnshire family.

Some of his compositions – Ave Dei 
patris filia and Gaude plurimum – were

discovered among manuscripts of Henry

VIII and there is evidence to suggest that

they were written for the Chapel Royal.

There is also ample reason to believe

these compositions date from 1512 to

1525, the period during which it is 

believed he lived in London. Other than

this, nothing appears to be known of his

early life, right up until 1524, when he is

recorded as a singer in the Collegiate

Church in Tattershall and a guest singer 

in the Church of St. Botolph in Boston.

In November 1526 he was appointed by

Cardinal Wolsey as organist and Master

of Choristers at Cardinal College Oxford

(Wolsey’s newly founded college, later to

become Christ Church).  This could well

prove his connection with Wolsey and,

therefore with Cromwell.  He wrote 

several works during his Oxford years, 

including his three Festal Masses (the

Mass Sancti Wilhelmi and Christe Jesu
pastor bone.  During this period and the

Tattershall years (1520 to 1530) that 

immediately preceded it, it is believed that

Taverner composed the bulk of his music,

including three six-voice Masses: Corona
spinea, Gloria tibi Trinitas and O Michael.  
The tenor part from the In nomine Domini
section of the Benedictus of his Gloria tibi
Trinitas became widely used by other

composers as the basis of vocal and 

instrumental arrangements.  This was the

origin of the English fantasia

genre known as In
nomine, which was

popular until the late 

17th century.

Taverner may have been entangled in a

1527 scandal involving the dissident John

Clark, who was proselytising for Lutheran

theological ideas. He appears to have been

reprimanded for his (probably minor) 

involvement with the Lutherans but 

escaped punishment being “but a 

musitian”. Wolsey fell from favour in 1529

and in 1530 Taverner left the college.

As far as can be told, Taverner had no

further musical appointments, nor can

any of his known works be dated to after

that time, so he may have stopped 

composing.  It is said that after leaving

Oxford, Taverner worked as an agent of

Thomas Cromwell assisting in the 

Dissolution of the Monasteries, although

the veracity of this is now thought to be

questionable. It now seems unlikely that

Taverner was ever involved in Lutheran

heresy or the persecution of Roman

Catholics, as earlier biographies have

suggested, and that the John Taverner

recorded in London in about 1514 was

another man.

His activities over the next six years are

unknown. He apparently settled in

Boston, Lincolnshire, where he was a

small landowner. In the few existing

copies of his signature, he spelled his

name ‘Tavernor’. He is mentioned among

the new members of 1537 for the local

Corpus Christi Gild, which listed the 

composer as having a wife when he was

admitted to membership. He married a

widow, Rose Parrowe, circa 1526, and

she outlived him, surviving until 1553.

They are buried side-by-side under the

belltower in Boston Parish Church.

His compositions exist in about thirty

manuscripts that were copied over the

course of a century, beginning in the late

1520s. It is believed that many of his

works were lost although a good many

others survive, but in partial form.

Taverner’s church music stands out as a

pinnacle of the Tudor tradition. In his most

extended works, such as the Missa
‘Corona spinea’ and Missa ‘Gloria tibi
Trinitas (the latter written for Cardinal 

College) he transcends even the length

and complexity of the Eton Choirbook

repertory and shows no interest in the 

word-dominated styles of contemporary

continental music.  His smaller liturgical

works, such as the ‘Western Wynde’
Mass and the Dum transisset settings,

Moving a little deeper into the composers 
of the Renaissance we now take a look at 
two of the better known names from the 
early part of that era.

A possible likeness of John Taverner 

in an ornamental capital E in the 

Forrest-Heyther partbooks.

Public domain



are less florid studies in expansive melody.

One work, O splendor gloriae, was 

completed by (or written collaboratively

with) Christopher Tye, and Tye’s section is 

noticeably pithier than Taverner’s. The

florid style extended to his English-texted

songs, only one of which survives intact.

After his death Taverner’s music continued

to be valued in England and he had an 

impact on English instrumental music up

to the time of Purcell.

His three (six-part) Festal Masses

(Corona spinea, Gloria tibi Trinitas and

O Michael) rank with the greatest works

of their kind up to that time. Taverner’s

contribution to the genre of the votive 

antiphon was also considerable, with 

Ave Dei patris filia, Gaude plurimum
and O splendor gloriae being among the

most important.

One of Taverner’s best-known masses is

based on a popular song called The
Western Wynde (John Sheppard and

Christopher Tye later also wrote masses

based on this same song). It is unusual

for the period, because the theme tune

appears at different times in all but the

alto part.  

Perhaps his most celebrated work is

Missa Gloria tibi Trinitas, which Taverner

probably composed during his years at

Christ Church, Oxford.  

Taverner wrote eight Masses and the

tune for the In Domini section of Missa
‘Gloria tibi Trinitas’ which became one

of the most popular cantus firmus

melodies in England.

Magnificat a 4, for four adult male

voices, may be the latest of Taverner’s

three settings (possibly written in 1540).

The text contains the words of the Virgin

Mary at the Annunciation and it may

have been performed for the celebration

of the feast in Boston, Lincolnshire.

20th century composer, Sir John Tavener,

claimed to be a direct descendent, while

the opera Taverner by Peter Maxwell

Davies depicts a popular account of the

composer’s life.

For those interested in reading more,

there are some good biographies:

John Taverner: His Life and Music
by C. Hand and John Taverner, Tudor 
Composer by D. S. Josephson.

There are many examples of Taverner’s

music on CD and I consider some of the

best to be Taverner: Western Wynde
Mass by the Westminster Abbey Choir

conducted by James O'Donnell; the

Missa Gloria tibi Trinitas Magnificats
by The Tallis Scholars and John 
Taverner: Missa Gloria Tibi Trinitas by

the Taverner Choir. For more general 

listening and appreciation of works by

Taverner and other Tudor composers, 

you may prefer Taverner & Tudor Music,

Volumes 1 & 2.

THOMAS TALLIS
Born c1505, Kent (possibly)

Died 1585, Greenwich, London

Thomas Tallis is one of the most important

English composers of sacred music before

William Byrd.  His style encompassed the

simple Reformation service music and the

Continental polyphonic schools whose 

influence he was largely responsible for

introducing into English music. Despite

this, little is known about him. The last two

lines of his epitaph – “As he did live, so
also did he die, in mild and quiet sort (O
happy man!); To God full oft for mercy did
he cry, wherefore he lives, let death do
what it can.” – allude to a quiet, pious

man, but little else.

Tallis’ music, however, suggests much

more. The composer lived in an England

whose political and religious landscape

was more volatile than that of his 21st

century counterparts. As monarchs

changed (and Tallis saw four of them) 

so did the national faith. The pendulum

swung from Catholic to Protestant more

than once. 

Both religions claimed numerous martyrs

in defence of the ‘One True Faith’ and

kings and queens demanded different

loyalties. They also demanded liturgical

music to fit the prevailing order and thus

at least two conclusions can be drawn

about Tallis’ personality from his work 

– his creativity and his adaptability.

His output did not display the floridity 

of composers like Cornysh. He did not 

compose much in the way of madrigals 

or other secular music and he 

demonstrated more restraint than the 

exuberance of his pupil Byrd. Much of

Tallis’ work possesses a moody, reflective

quality (for example, Lamentations of 
Jeremiah, Suscipe quaeso, Miserere) but

he could also demonstrate supreme 

technical skill.  The best and most well-

known example may be the 40-part

Spem in alium (with its amazing tapestry

of voices), the giant six-voice antiphon

Gaude gloriosa (likely written to honour

Queen Mary Tudor) and some intricate

keyboard pieces, notably the two Felix
namque settings, displaying a spirit of 

experimentation at odds with the more 

reserved nature of much of his music.

In 1530/1531 he held the post of 

organist at Benedictine Priory in Dover

and in 1537/38 he was at St. Mary-at-

Hill, London. He moved to Waltham

Abbey, Essex in 1535 and his name 

appears in a 1540 list of those who 

received wages and rewards for services

at the dissolution of the Abbey.  From

Waltham he went briefly to Canterbury

Cathedral where he is listed among the

singers.  In 1543 he became a member

of the Chapel Royal.  In a 1577 petition

to Queen Elizabeth I (made jointly with

Byrd) he refers to having “served your
Majestie and your Royall ancestors these
fortie years” but it is thought that he had

some association with the court in the

years before his appointment as a 

gentleman of the Chapel Royal. In that

capacity he served under Henry VIII, 

Edward VI, Mary Tudor and Elizabeth I.

On 21st January 1575 Queen Elizabeth

granted Tallis and Byrd the monopoly for

printing music paper in England – the

first instance of letters patent issued for

that purpose. The first publication under

their license was a collection of thirty-

four motets – seventeen by Tallis and

seventeen by Byrd (perhaps referring to

the years of Elizabeth’s reign to date) 

entitled Contiones sacrae and printed by 



T. Vautrollier. Those Latin pieces, together

with five anthems to English texts printed

by Protestant printer John Day in his 

Certaine Notes (issued in 1565), 

comprised the entirety of his own music

that Tallis saw in print during his lifetime.

Tallis was undoubtedly composing before

he entered the Chapel Royal. Missa
salve Intemerata was written by the

young composer in the late 1520s or

early 1530s. it was this move into the

King’s service which marked the real 

beginning of a career which would 

establish him as England’s main 

composer of church music.

Tallis wrote for both the Catholic and

Protestant liturgies. Born a Catholic, he

survived (apparently without persecution)

as a member of the ‘Old Faith’ while 

becoming chief composer for the new

Church of England. For the Catholic

Church he set Latin texts to music in the

form of vocal polyphony, whereas for the

new Anglican Church he provided clear

chordal settings for English texts, many

of which are still used by church choirs

today – Tallis’ Canon being the best

known example.

Though not as ‘in your face’ about 

retaining his Catholic faith as Byrd (who

was fined on several occasions for being

a recusant), Tallis may have very well 

intended some of his pieces to make a

point about the persecution of Catholics 

in newly Protestant England. The haunting,

expressive quality of his Lamentations 
of Jeremiah suggest desolation and 

penitence. The work was likely not 

conceived as church music at all 

“but rather for private 
recreational  singing by 
loyal Catholics”. The 

words “Jerusalem,

Jerusalem, convertere 

ad Dominum Deum tuum”

(Jerusalem, Jerusalem, 

return to the Lord of your

God) may have had special significance

for Tallis as a Catholic in a Protestant

country.

One of his most famous compositions,

the 40-voice Spem in alium, also alludes

to a strong allegiance to Catholicism,with

its mix of voices both polyphonic and

chordal.  It ls a work with an interesting

history – ostensibly the result of a 

challenge by one of Tallis’ supporters,

Catholic Thomas Howard, fourth Duke 

of Norfolk. The challenge was for an 

Englishman to produce a work that would

excel the Italian Striggio’s 40-part Ecce 
beatum lautam.  

Tallis set to work answering Howard’s

challenge, and answer it he did! After its

first performance at the palace of 

Nonsuch (or Long Hall), owned by Henry

Fitzalan, 12th Earl of Arundel, Spem in
alium moved Howard enough for him to

remove a heavy gold chain he wore and

place it around Tallis’ neck, in thanks for

the glorious piece he had crafted.

Tallis’ Latin works include a modest, 

unnamed four-part mass: a five-part

mass, Salve Intemerata (derived from

his antiphon of the same name); a seven

part mass; and two settings of the 

Magnificat.  He also made two settings

of the Lamentations of Jeremiah, the

first of which is among his most

celebrated works.  Among his Latin

pieces, two in particular are often cited

as demonstrations of Tallis’ supreme

mastery of the art of counterpoint: the

seven-part Miserere nostril (an

extraordinary feat of canonic writing, 

involving retrograde movement with 

several degrees of augmentation) and of

course, the 40-part Spem in alium  

– a unique monument in English music.

Tallis’ keyboard music is regarded as

substantial and significant. Of his twenty 

extant keyboard pieces, most appear in

the mid 16th century manuscript known

as the Mulliner Book.

Tallis married circa 1554 but had no 

children. He is buried in the parish

church of St. Alphege in Greenwich.

His work lives on in the 21st century,

aided by groups like The Tallis Scholars.

It was also helped by English composer

Ralph Vaughan Williams, whose popular

Fantasia on a Theme by Thomas Tallis
was based on Tallis’ Third Psalter Tune

which Vaughan Williams discovered

when he took over music editorship of

The English Hymnal in 1906.

If you would like to discover more about

Tallis’ life and music then I recommend

Tallis by P. Doe; or Hugh Benham’s 

Latin Church Music in England 
c1460-1575.  For a general biography

try Tallis (Master Musician Series) by

Kerry McCarthy PhD.

There are over a hundred CDs featuring

his music, so impossible to single any

out. However I can recommend anything

by The Tallis Scholars or The Sixteen

Choir. For serious Tallis fans, there is a

10-CD box set Tallis: Complete Works
by Chapelle du Roi with Alistair Dixon.

JOHN GANDER

Facing page:

18th-century engraving by 

Niccolò Haym of a posthumous

portrait of Tallis by 

Gerard Vandergucht

Right:

A group of Renaissance 

musicians in The Concert by 

Gerard van Honthorst

Public domain



CONNECTIONS

MUSIC RAILWAYS

Living near Liverpool was probably an influence in that as
well!  I should first say that I have no great knowledge of
music beyond liking some of what I listen to and I have 
never previously thought to link these two interests of mine.
In the course of researching this article (and thanks to John
Gibbons for pointing me in the right direction) I've made
some discoveries and heard some interesting pieces that I
would not have done otherwise.

Musical links with railways are many and various – there
were staff bands and individuals (including composers) with
links to both. The bulk of material seems to be in the form of
songs, ballads and other similar pieces (especially in the folk
genre) and in Britain, from the Music Halls although it did
continue on into the pop world.  It has become evident to me
that a large proportion of these are from North America.  
I have a feeling that railways, as both pioneering and 
romantic concepts, were more embedded in the American
psyche than in Britain.  Perhaps it was the Navy and 
seafaring in general that was the equivalent here?

Many songs were named for the subject matter and the
music itself would not necessarily reflect any specific 
railway characteristics. From America one might think of
the traditional folk song, The Ballad of Casey Jones (also
known as Casey Jones, The Brave Engineer). It recounts
the true story of railroad engineer Casey Jones and his
fireman Sim Webb, who raced their passenger locomotive
to make up for lost time, but discovered a freight train
ahead of them on the line. Jones remained on board to
try and stop the train (and met his death) while Webb
jumped to safety. Casey Jones died on 30th April 1900
and the song first appeared circa 1909. Dozens of 
versions have been published and millions of copies sold.
It has been recorded by numerous artists including Burl
Ives, Pete Seeger, Bing Crosby and Johnny Cash. 

Other musical titles include Chattanooga Choo Choo (first
recorded as a big band/swing tune by Glenn Miller and his
Orchestra in 1941). More recently, Last train to Clarksville

was a huge hit for The Monkees in 1966. 

In Britain, examples include the old Music Hall song Oh!

Mister Porter, written in 1893 and famously sung by Marie
Lloyd. 1932’s hugely popular Underneath the Arches was
written by Bud Flanigan and performed by Bud and his
comedy partner Chesney Allen. It refers to the arches of
Derby’s Friargate Railway Bridge and the homeless men
who slept there during the Great Depression. 

“I am, more or less, a lifelong railway 
enthusiast and indeed the first record
that was bought for me was The 
Beatles' Ticket to Ride”. 

Images: John Gibbons
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Train curves before stormy Kirkby



Slow Train (1963) by Flanders and Swann laments the 
closure of railway stations and lines in the Beeching cuts 
in the 60s, and the passing of a way of life. 

1967’s Finchley Central by the New Vaudeville Band appeared on their best-selling Winchester

Cathedral album. A top ten hit in the UK and No.1 on the other side of the Atlantic. 

Operas and musical theatre are not without their railway links – a more recent example being
Andrew Lloyd Webber's Starlight Express (1984). The musical tells the story of an obsolete
steam engine Rusty, who races against modern engines in the hope of impressing a first-class
carriage, Pearl. Famously, the actors perform the entire show on roller skates!

Any film where railways are central to the plot will have associated music, although again the
music may have little direct link to the sounds of a railway journey.  A very few examples might
include the original Thirty-Nine Steps (1935), The Lady Killers (1955) – the comedy thriller 
starring the great Alec Guinness, or The Taking of Pelham One Two Three (1974) – the New
York Subway hijack thriller, with music composed by David Shire and, in passing, a superb 
portrayal of that transit system.  There is also a wide range from Malcolm Arnold, notably The

Bridge on the River Kwai (1957) and The Great St Trinian's Train Robbery (1966).

The splendid documentaries produced by British Transport Films during the 1950s-70s are 
to me a particularly rich source of links between music and the subject matter.  Not all used
specially commissioned scores but many composers are represented in the credits, including
Ron Grainger, Elisabeth Lutyens and Edward Williams.  A very famous earlier documentary was
Night Mail (1936), by the GPO film unit.  This was based around the poem by W.H. Auden and
features music by Benjamin Britten that does significantly reflect the sounds of the journey.

Orchestral music that directly reflects the railway soundscape in this way seems much more
limited, although I must confess to being of a very literal mind-set, so I may well not recognise
what I'm supposed to be hearing.  I am thinking, for instance, of the rhythm of the wheels on
rail joints, whistles and the beat of the locomotive, admittedly mostly lost since the days of
steam but seen in the harmonic scales of electronic control of some recent motive power.

Sibelius' Night Ride and Sunrise (1908) is very much 'inspired by' an overnight journey rather
than directly reflecting the sounds.  The most famous of orchestral pieces more directly 
reflecting railway sounds is possibly the 1923 piece Pacific 231 by Arthur Honegger, a French
composer born in Switzerland.  Honneger was widely known as a train enthusiast and once 
notably said: “I have always loved locomotives passionately. For me they are living creatures
and I love them as others love women and horses.” A 1949 film directed by Jean Mitry, used
the work as the sound track for a tribute to the steam locomotive, with close-up footage of 
driving wheels, running gear, taken at speed and cut/choreographed to the music.  You can find
both film and music on YouTube - just search for ‘Pacific 231’.  

Another particularly focussed piece came from the Brazilian composer Heitor Villa-Lobos, one
movement in his 1930 suite Bachianas Brasileiras no.2 titled The Little Train of the Caipira

reflects a shuddering, juddering steam train, carrying the ‘caipira’ or ‘people of the countryside’
to pick berries in the fields.  

Vivian Ellis, known to be an enthusiast, wrote a number of pieces with Coronation Scot (1938)
being the best known, if only as the signature tune for the Paul Temple detective series on the
BBC Home Service.  This goes particularly well with archive film of the eponymous streamlined
LMS steam train linking London and Glasgow from 1937.

One of the most evocative pieces to me, although neither classical nor orchestral, is the much
acclaimed Trans Europe Express by Kraftwerk, the German electronic or synth-pop band, a
1977 album produced after their perhaps better-known Autobahn.

As with Pacific 231, many of the pieces and scores referenced in this article can be found on
YouTube.  If you have some time on your hands it is well worth exploring what the site has 
to offer.  You can turn up some real gems, not least a spirited rendition on loco horns of 
Pachelbel’s Canon, complete with footage of Czech trains and Prague main railway station.  

ROGER JONES
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PREVIEW

As a devoted fan of the fab four, I was delighted to receive a

YouTube alert on 21st December 2020 from The Beatles channel.

I was even more excited when I clicked on the link and saw

what it contained!

On 24th January 2019 (the 50th anniversary of The Beatles famous roof top
concert) it was announced that celebrated Kiwi director Peter Jackson had
been tasked with the job of sifting through 56 hours of unseen Beatles footage
and 140 hours of audio to create a documentary film about the making of the
group’s twelfth and final studio album Let it Be.

The film follows in the wake of Jackson’s award-winning First World War
documentary They Shall Not Grow Old and the director will employ many of 
the same techniques he used in that production to bring the Beatles footage 
to life. If the YouTube teaser is anything to go by, we are in for a treat!

With a spoken foreword by Jackson himself who makes clear “it’s not a
trailer” but “rather a montage ... that just gives you a sense of the spirit of the
film we are making and will hopefully put a smile on your face in these rather
bleak times”, the first thing you notice is the quality of the video itself, clear,
bright, colourful and looking like it was shot yesterday.  The audio is equally 
impressive – a young handsome Paul McCartney in fine voice belting out 
Get Back, accompanied by George and John on guitars (who knew it was 
John who was responsible for the escalating guitar slaps at the beginning 
of the track?) and Ringo showing why he was such an integral part of the 
Beatles sound.  There’s lots of laughter and clowning around along with a
supporting cast including legendary producer George Martin, sound 
engineer Glyn Johns, keyboard wizard Billy Preston, longtime assistant 
Mal Evans, and the wives and girlfriends Yoko, Linda and Maureen Starkey.  

The film is being made with the full co-operation of McCartney, Starr, Yoko 
Ono and Olivia Harrison, and the intention behind it is to some extent, to put
the record straight. The footage was originally shot by Michael Lindsay-Hogg
for the 1970 film Let it Be which turned out to be something of a downer. 
It focussed on the negative side of the Beatles break-up – the tensions and 
acrimony – and there has long been a desire to show that there was still 
a great deal of camaraderie and affection between them. As Ringo Starr has
said of the upcoming movie "There was hours and hours of us just laughing
and playing music, not at all like the ‘Let It Be’ film that came out. There 
was a lot of joy and I think Peter will show that."

Originally due for release in September 2020, Jackson explains that the delay 
is due to Covid19 and the fact that he and his team are now working in his
home country of New Zealand, rather than in London as was originally 
intended. The new release date is August 2021. To view the preview clip 
go to YouTube and type ‘Beatles sneak peek’ into the search bar.  A book 
(pictured left) has already been published in anticipation of the film and is 
available to purchase on Amazon and other online retailers. 

MARTHA MORRIS

ACCLAIMED ‘LORD OF 
THE RINGS’ DIRECTOR
PETER JACKSON TEASES 
A SNEAK PEAK OF HIS
HOTLY ANTICIPATED 
BEATLES FILM. 

Top: Peter Jackson speaking at the 2014 San Diego
Comic - Gaga Sidmore. Wikimedia Commons
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NEW YEAR QUIZ

1. Who wrote The Blue Danube Waltz?

a) Johann Strauss Sr

b)  Johann Strauss Jr

c) Richard Strauss

2. During the past decade of WSO 

New Year concerts, which  has been

played the most?

a) Thunder & Lightning Polka 

b) Blue Danube Waltz 

c) Radetzky March

3. There have been four Sussex 

International Piano Competitions 

(2010, 2013, 2015 & 2018).  

Who was the winner in 2013?

a) Yi-Yang Chen

b) Poom Prommachart

c) Arta Arnicane

d) Varvara Tarasova

Enter our fun quiz for a chance to win 

a bottle of Champagne and a box of

chocolates delivered to your door!

4. How many winners of the BBC Young

Musician of the Year have appeared with

WSO during John Gibbons’ tenure?

a) 5 b) 6 c) 7

5. Who started the tradition of the 

Viennese New Year Concert? 

a) Mayor of Vienna

b) Nazi Party

c) Vienna Philharmonic Orchestra

6.  During John Gibbons’ 21-year tenure

as Principal Conductor, which piece of

music has been played more times than

any other at WSO concerts?

a) Grieg – Piano Concerto

b) Tchaikovsky – Piano Concerto No. 1

c) Rachmaninoff – Piano Concerto No. 2

7. Who wrote the words to Auld Lang Syne?  

a) Lord Byron

b) John Keats 

c) Robert Burns

8. In Scotland, First Footing is a tradition

which involves visiting homes with a gift

of a lump of coal and what other item?

a) whisky

b) a sprig of thistle

c) a sprig of heather

9. The Song White Christmas originally

came from which film? 

a) White Christmas

b) Holiday Inn

c)  Happy Holiday

10. How many birds are received 

as gifts in the Twelve Days of Christmas?  

a) 23 b) 184 c) 364

11. In Berlin, the focal point of the New

Year celebrations is the Reichstag?

a) True b)  False

12. New Year’s Day is also known as St.

Stephen’s Day in the Christian Church?  

a) True b)  False

13. Queen Elizabeth II celebrates her

birthday on New Year’s Day.

a) True b)  False

14. The Chinese New Year also takes

place on 1st January.

a) True b)  False

15. The Roman God of the New Year is

Mercury. 

a) True b)  False

16. The first countries in the World to 

receive the New Year are Tonga, Samoa

and parts of Kiribati. 

a) True b)  False

17.  ‘Hogmanay’ originally referred to the

New Year celebrations in Norway. 

a) True b)  False

18. The film The Poseidon Adventure is

set on New Year’s Eve. 

a) True b)  False

19. New Year’s Eve and New Year’s Day

are each one of the traditional twelve

days of Christmas. 

a) True b)  False

20. A world-famous New Year’s Eve 

concert takes place every year in Vienna. 

a) True b)  False

Email your answers to us by 

Friday 19th February 2021. 

All correct entries will be 

entered into a prize draw and

the winner notified by email. 

admin@worthingsymphony.co.uk
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TASMIN LITTLE 
RETIRES
On 24th January 2019 Tasmin Little announced her

plans to retire from the concert platform in the 

summer of 2020. Due to the Coronavirus pandemic,

this was deferred until the end of last year. 

After a career spanning more than 30 years, and something 

approaching 2,000 concert performances on every continent, 

Tasmin is hanging up her violin.

The Covid19 restrictions meant that her (planned for August)

farewell concert in front of a live audience was unable to take

place. Instead on 22nd October she performed “a unique recital 

at the Royal Festival Hall featuring one violinist, two gowns, four 

pianists and plenty of disinfectant” (theartsdesk.com). The 

performance was recorded and broadcast by Radio 3 as part 

of their ‘in Concert’ series. 

“She bid farewell to the Royal Festival Hall 
with no large ovation, no flowers, just a bow, 
a wave and as always, that beaming smile.”
Stephen Pritchard – Bachtrack

She plans to spend more time developing her presence in the

media via radio, writing, television and presenting; continuing in

her campaign for music education to remain a vital component 

of the national curriculum and maintaining her association with

the Royal Academy of Music with public masterclasses. 

Tasmin has appeared twice with WSO. In December 1997 she

performed Mendelssohn’s Violin Concerto in E minor and again 

in December 2016 playing Szymanowski’s Violin Concerto No. 1.

We wish her well for the future!

Photo: Benjamin Ealovega


