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Abstract

It seems that the music of Bax is mostly remembered by his early tone poems, in particular the trio
of Tintagel November WoodsndGarden of FandConnoisseurs and scholars of Bax will name his
symphonic cycle which is already less known by the general public and beyond that the odd
chamber work will be known by the members ofré@presentingnstrument. Of these instruments

the viola seems to hold a speci al role throug
Baxds wor k, I gislimterestltowards thaihsirument fartfrbnacontaming itself to

the sonatas and other chamber works, is also felt throughout his orchestral Whiérefore, a

selection of works from different genres is analyzed from the perspective of the viola part to

hi ghlight the composer 6s Thus,ime aimeobthispapertisdoi ni ng s

present a somewhat complete view of the role the viola takes in all of his music.

Keywords:Bax, Viola, Romanticism, Sonat&oncerto
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1 Preface and background

Introduction

The viola works ofArnold Bax (18831953)span throughout most of his compositional career,
beginning with the early Concert Piece and ending with the Legend composed at the peak of his
creative powers. In addition to analysing these pieces, this paper will also go through a selection of
otherwos ks by the composer, both chamber and orct
relationship towards the viola. As a violist who plays actively both orchestral and chamber music, |
am not only interestedinBédxs wr i ting for the solo viola but
instrument in larger textures.

Additional focus is given to the violists who inspired Bax in his writing and premiered his work,
with most of it going to Lionel Tertis without whom arguably none of the major viola pieces like
the Sonata for Viola and Piano as well as the Phantasidvexist. | shall also draw comparisons to
other composers of the-salled English Musical Renaissance and their viola works to show
differences in approach as well as similarities. Beyond the viola parts this paper will also present a
concise biograpbal overview of Bax and his background, as well as a larger view of the English
Musical Renaissa®c

When studying Bax, it is noteworthy that most of the important scholarly work is done by a few
British writers and musicologists. Therefore, it is good to note that the background information used
in this paper is largely based on the two existingt@phiesonBa x , fi Ar n &€oblidSc&ta x 0 b
Sutherland (19302012)from 1973a nd TfMaxo mposer a rLewishorgnant i me s o
(194%) , published in 1983. Foremands book i s the
biography, whereas Scabuttrerland takes a more personal and edsayk e vi ew on Bax?®b
composing style and only gives a narrow view on his life and career. A third important source
comes from the noted Bascholar and musicologi§iraham Parlett (19462021) and his
compl ete cat al oBailethas filsoBiger ldssnitialsoGP koglenote the-opus

number in the catalogue of Bax6s compositions

! The online version can be foundrtps://parlettpages.uk/bgaccessed 2.9.2025)



https://parlettpages.uk/bax

Cohen have given additional background for this paper. Another great source to mergibedm
the interviews with théateconductor Vernon Handley, an important figure in the revival of Bax.

| want to thank the few persons who have read this text and helped the writer with much needed
corrections. Writing on the subject has been mostly a long and lonely journey, although by the sheer
interest it poses, it has given me immense delighiuidysghe music of Arnold Bax who is
relatively little known in Northern Europe, where the wréthis papetives. Attached to this text
is a recording of Baxremrde m Heasinkd onf2mAugust 20@9 wath a n d
pianist Tuomas Kangal alsohad the privilege to perforthe sonatavith the same pianigin 23

July 2025 in Oul ainen, Finland as part of the

1.1 Premise
The premise of this paper is to present, thro
the composerds relationship towards the instr

stylistic changes and different genres in his music. Cosgas will be drawn with other
composers of the English late romantic era and the other main figure in this study is the violist
Lionel Tertis (18761975) whose influence is felt throughout most of the viola music written in
England during the early #@&entury.

A notable amount of this paper is dedicated
from and therefore the subsequent sections will discuss both The English Musical Renaissance and
its roots, as well as the violas rise to prominence whiatcated somewhat with the former. A
certain amount of attention is also given to
the viola. The first section of this paper is concluded with a concise history of Bax himself.

Il n the analysis | have chosen to analyse fro
other worksinordet o try to bridge a bigger picture of
note are some of his early tone poems and the symphonic cycle. Later on, | attempt to argue that his
relationship to the violan the solo works for the instrumediffers fromits use in his orchestral
music. Some analysis is used to draw comparisons between Bax and his contemporaries and
subsequentyasecon i s devoted to the violists present

conclusions on the subject wheneill attempt, among other things,tbi scer n Baxds r el



the viola based on the analysed material as w
themselves. Lastly there idiaD i s ¢ u sestiongnnwiich | lay out possible subjects related to

the issues raised in this paper that coulanyropinion, use more study. | will comment also on the
situati on oohcerBiraghetasioum iisgperformed today, with attention towards his

viola music and to conclude | attempt to answer the question on what the role of the viola is in the

music of Arnold Ba.

On citations

A few sources are used extensively, particularly the two biographies by Lewis Foreman and Colin

A

ScottSut her |l and as wel | as Lionel Tertisodé autobi

citation, referred to in short &%, CSSandTertisas per t he /sarmambor 6s i ni t i

1.2 Background The English Musical Renaissance

Beforepresentingan overview of the English music@naissancat the end of the 1century, it
needs to be clarified whatas to beevived. Atthe core of this projeday a multitude of traditions
and musical heritage with links to the partly forgotten Celtic, Saxon, Scaralread other
underlying traditionghat shaped what was to become an English culture. If limited to the shaping
of classical music, two early periods of musical flowering surfaeauity English history. The
perfection of the English polyphonic style in the musidain Dunstable(1390-1453) coincided
with the then recent writings @eoffrey Chaucer(c.13431400) who isnow championed as the
Afather of English |literatureo. There we see,
something original and less dependent on the continental influence, which is precisely what
happened in the late #@entury. With Dunstable English music started to have an influence on
continental Europe with compositions travelling all the way to Raly.

The second great period was the Tudor era-timitially would culminate in the music of
Robert Fayrefax (14641521) andlohn Taverner (14951545)- butwould see its fulfilment with
the Elizabethan composers. In Italy the early baroque era was already establishing itself when
England saw a late flowering of the renaissance with the Elizabethan era. Apart from music this was
also wherWilliam Shakespeare(15641616) wrote his playandin poetry the sonnet and the

2 Bukofzer, ManfredPopular and Secular Music in England (to c. 1470w Oxford History of Musid 960



bl ank verse were popularized. Later C. S. Lew
English history? In music aconsiderable numbeaf notable composers were active in this era. The
madrigal found its way to England and ve®ncultivatedby William Byrd (15431623) and
Orlando Gibbons (15831625) whileThomas Tallis (c.15051585) had an equally strong impact
on both sacred music as well as instrumental keyboard rhiikis.age of musical innovation was
however quickly cut short and whilstenry Purcell (c.16591695)- generally thought of as the
last great name in English music before Elgaerfected his operas there was no future for English
late renaissance in music. The ksteng had already died with the deatloin Dowland (1562
1626)°

Especially the TudeElizabethan era became a treasure trove for the young generation of
composers in England at the dawn of the late romantic era. The music of Vaughan Williams would
not exist without Tallis and Dowland and even Bax, who stayedualatar away from this
particular well of influence, could not help
Five-part Mass® This rediscovery however had to wait for two centuries. During the latter part of
the 19" century, at the height of the Victorian era, English musical scenihabeen dominated
by continental influences with the most fame going to visiting artistdH#&eadeland Haydn. Apart
from this, influences slowly drifted in and out and after Weber and Mendelssohn the last defining
stylistic example came frodohannes Brahmgq18331897) whosenfluencecould be felt strongly
even in some of the composers associated with the new renaissance.

The late 1% century was dominated by the trio©harles Villiers Stanford (18521924),
Hubert Parry (18481918) andAlexander Campbell Mackenzie(18471935) who were all
distinctively BrahmsianEthel Smyth (18581944)was another key composer strongly influenced
by Brahmsbut also undoubtedly by Wagner in her opeFasiingly it ispreciselyi n Br ah ms 6
musical counterparRichard Wagner (18131883)in whosemusicwe find many of the
ingredients that would later inspire English composers to more boldly experiment with musical
expressionThese include @t only the stretching of harmonic possibilitiag bt first perhaps more
importantly the extranusical eroticism and sexual implications that constitute a large portion of the
dramatic tension in Wagner 6s operas. This | at

writers Beardsley, Wilde and Wailer. It is telling of the English musical circles at the time that

3 From the 1944 Clark lectures B S. Lewis(18981963) Lewis, C. S.English Literature in the Sixteenth Century
(Oxford, 1954) p. 1

4 Liner Notes on ACD22349https://www.prestomusic.com/classical/products/7951-t2lfis-completekeyboard
works

5 Pirie, PeterThe English Musical Renaissandéew York: St. Martin's Press 1979, p-1é

6 Foreman, LewisBax: A Composer and His Time& Revised Edition, Boydell Press 2007, p. 183



https://www.prestomusic.com/classical/products/7951127--tallis-complete-keyboard-works
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this group oWagneriancame from literature and not from among composers. Nevertheless, they
would attack the established sexual morals of the Victorian society with total recklessness, gaining
notoriety and also suffering blows like in the famous case of Wilde suing the Margue

Queensbury for slander in 189P.eter Pirie has summed up these last days of conservatism in

English music during the Victorian era.

The sum total of our musical achievement in the Victorian era was meagre, reactionary and undistinguished. Stanford,
who lived until 1924, by which time Schoénberg had introduced serial technique, is shrivelled in the blaze of a composer
like Richard Straus Some of his songs are worth preserving, and in an ideal world we might hear one or two of his
orchestral works occasionally; but most of his choral works are terribly vacuous and devoid of significant invention.

Parryés chor al m weeptien,ofBlest Raihof Sirengs dpad.s si bl e e

Two other Scots had a spark of imagination denied to Mackenzie: John McEwerL@®&nd Hamish MacCunn

(18681 916 ) . Mc E w eGneg Gallawdayang liscSdlway Symphony are imaginative beyond the scope of
Mackenzie, and we stil]l hear tandofteedMowntain amdtiaelFlodgaltésr f or ma n ¢
actually recordedl andT he Shi p .dleey drehoeertfes im thalstyle of Gade, and none the worse for that.

Arthur Sullivan (18421900) stands somewhat apart. Only the collabamdietween Brecht and Weill provides a

parall el waxthr aSaurldiinvaarnyd spar t ner s hfiilpr ivsihtoh SN mpSh o nGi | dbfe rit8.
years before the First Symphony of Brahms, created a sensation, and led some critics to the idea that it was a great
symphony; an idea that was i mmediately shattemasdt when

weakened as his collaboration with Gilbert, in less serious things, went from strength to strength.

As the end of the nineteenth century approached, Wagner divided his empire with Verdi. Brahms, Tchaikovsky and
Dvorak were lately dead or in their last decade; Bruckner and Mahler were heard now and then on the Continent, and
Bruckner was already estableghin Austria as a great composer, but their music was seldom heard outside Austria and
Holland, and their names were scarcely known in England. Debussy was a coming force in a France dominated by the
pupils of Cesar Franck. England had reached the higbégtof her imperial power, and the long life of Queen

Victoria was drawing to a close. In 1898 the son of a provincial giamer called Elgar had just written a set of

variations for orchestra, and the roving son of a Bradford wool merchant calied Bedl settled in France at the age

of thirty-six, and was to give a concert of immature compositions, in London, at his own expense fin 1899.

The sociecultural background of the Victorian era was one of pessimism towards English
music. This partly stemmed from the long line of foreign musicians employed as well as the near
monopoly in classical music held by continental composers antiee With increasingly
politically active figures appearing in the ranks of influential composers, particularly Liszt and

Wagner, there rose also increasing distance to their emotionally loaded late romanticism further

" Pirie, Peterp. 21:22
8 Pirie, Peterp. 2223



alleviated by politicabuspicions The fear of any political upheaval and social instability had
cemented the already | ong r evoeentreodperformilg | ong #fa
traditions while Mendelssohn was revered by both the press and the court. Works Hkgalthe

oratorio and Handé& Messiahseemed to radiate biblical magnificence to the-Wiictorian

society. The almost absurd lengths taken by the English society to build thé&natiical culture

around the classical romantic fnoLeipzig had the backing of the couttgpress and even the

church?

When this conservative balance in the nations musical circles started to falter with the young
generation of English late romantics, their biggest enemies were not found in the state but rather in
the old generation of boweveralealy been thénselves parboftlle g u
underling work that would create the possibility for the renaissance to come. England would
quickly react to the nationalistic wind in music that in GermaitgrFr ance s def eat |
1870hadmomentarly even united Brahms and Wagner in shared triumph. The eminent music
historian in Ger many, Ferdinand Hiller wrote

centenary.

It has been often declared that we, for long, felt and recognised our national unity only through the works of our poets,
artists, and philosophers; but it has been fully recognised that it was our first tone poets in particular, who caused the
essential @rman character to be appreciated by other nations. There are, perhaps, no two German names which can
rejoice in a popularity widely diffused in the most dissimilar natiohgqual to that of Mozart and Beethoven. And

Haydn, and Weber, and Schubert, &hehdelssohn! what a propaganda have they made for the Fatherland! That they

speak ainiversallanguage does not prevent their uttering in it the best which we pess€ssmang®

The wish for an English musical language had already been heralded by dedicated individuals
such asGeorge Grove(18203-1900) who is now known primarily from the music dictionary
carrying his name. Grove,cvil engineer turned writer and music enthusiast, not only
painstakingly published programme notes for decades that would in the 1870s lead to the first
volume ofA Dictionary of Music and Musiciartd but also helped in the creation of the Royal
College of Music in 1882 serving as its first direc®tanford and Parry both belonged to Groves

social circle, sharing the common goakof independeringlish music. Stanford even saw the

9 Hughes, Merior& Stradling, RoberfThe English Musical Renaissance 184B107 Constructing a National Musjc
Manchester Univesity Press (1993/2001) p. 1107

09 Quasi Wy&eardinand Hilkero(18111885), published iBeethoveri A Memoirby Graeme, Elliott

London: Charles Griffin and Company 1876

11 A Dictionary of Music and Musiciangas first published in London by Macmillan and Co. in four volumes (1879,
1880, 1883, 1889) edited by George Grove with an Appendix edited by J. A. Fuller Maitland in the fourth volume.



need of implementing folk song in music, having as early as 1889 alegulyd fothe essential
connections between finational o and Afol ko mus
Brahms. Parry and Grove were no less conservative in theithast@rove a lifelong enthusiast

of the music of Schuberthey foundWagner and Liszthe most uncongeniahot to spealof the

then slowly emerging generation of Strauss and MaRMi#hile Parry and Stanford possessed a

musi cal aesthetic and style, too conservative
almost entirely lean on Beethoven and Brahms, together with people like tBeyweevertheless
furtheredthe case of English music atedd a foundatioron which the renaissance could grow on.

There is no definite starting point to the renaissance, but a historical consensus seems to prevalil
that while Elgar created the AEnglishodo sound,
especially German, grip. This ovsimplification of mattes is echoed in, among others, Ken
Russel 6s document ativals take timelihattthe stilt youngirestituticans .
would produce English composers of strong individual style and meanwhile the torch would be
passed to thgtthe outset, unlikely duo of Elgar and Deliusr Eonveniencghe group of
composers that would slowly begin to define the new individual stylistic directions in English
musi c, dubbed the @nEngl diddedinouhe pianeeting due of Bdwards a n ¢
Elgar and Frederick Delius, tls®@mewhatone figure of Ralph Vaughan Williams and the young
generation born towards and around the turn of the new cefitusyyoung generatioimcluded
everyone from Frank Bridg&ranville BantockSanuel ColeridgeTaylor, Erik Coates, Gustav
Holst, John Ireland, Arnold Bax, Benjamin Dale, York Bowen, Herbert Howells and Rebecca
Clarke to composers like Edmund Rubbra, William Walton, Gordon Jacob and Elizabeth Maconchy
who wouldblendthe late romanticisrwith new continental modern influences.

Both Edward Elgar (185%#1934) and-rederick Delius (18621934) had largely nemusical
backgrounds and this partly would make their relationship with the establishment of Stanford and
Parry somewhat difficultOnly with receptive conductorsHans Richter for Elgar, Thomas
Beecham for Delius would theysee their music elevated to national attention in Britaial, by
that pointbothcomposers wermiddlea g e d .  Wh e n  tEly griaveddirsally m d.andon,
the first works of Holst and Bantock veealready been performed, and Vaughan Williams had

published his first songs of notéPirie writes

12 Pirie, Peterp. 2223
13 Russell, Ken. Documentaries for the BBC.
14 Pirie, Peterp. 33



The Royal Academy of Music had been founded in 1822, and the Royal College opened in 1873. Stanford had studied
music at Trinity College, Cambridge, and also in Germany; later in life he taught at his old college and at the Royal
College of Music. Parry ik his Oxford Mus. Bac. while still at Eton, and also studied with the German Dannreuther,
subsequently becoming Director of the Royal College of Music. Mackenzie studied in Germany, and at the Royal
Academy of Music, whose Principal he later became. Whisthe pattern for those few English composers who
overcame the prevailing apathy and amateurism of Engl.

tolerably decent professionals. Elgar saw no official institution, never studi@erimany, and left school at fifteen to

work in a solicitordéds office. He played the violin in
his professional skills as he went ailsotng.n Ahfitse rf aat hyeeradrs
and | ater to teach music at The Mount, Great Malvern,

even more so; Delius did study in Germany for a while (not that it did him much good) and was alwagesconare

financially than Elgar. Elgar wrote his Froissart Overture between 1889 and 1890, when, newly married, he was trying
to peddle his music in London. The resemblance to Stra
Strauss atths early date?). The opening of the Elgar is as ¢
antithesis in many ways, a queasy atheist where Elgar was an uneasy catholic, a man who flaunted unconventionality
with the fanaticism of secreibubt, a rootless bohemian who pretended to despise England, the son of a rich man who
remained something of an amateur all his life, Frederick Delius was a being of iron nerves and cynical toughness who
was scornful of all men and secure in his own-sefiency 1°

A true cosmopolitan, Delius spent time in his youth, of all places, in Florida in charge of his
familydéds orange plantation. From there he dri
live out his life in FranceDelius didindeedstudy briefly inLeipzigand hi s musi c, unl
was well received isermany in the.890s, although the latter saw his works being champianed
few yeardater by Richter. The irony was that, while both men admired Richard Strauss, many
musicians and conductors Germany had found in him, due to his extreme and difficult
romanticism, a kind of anpope which hadby resultf uel | ed t heir ent husi asn
El gards perhaps | ess extrovert output. Straus
signal the end of this short trend in English md&idusically neithefEnglishmarnwasof any
immense influence on the subsequent generation of Bax, Bowen and Holst etemubizal
heroes were distant (including all the late romantic big continental names from Tchaikovsky, Grieg
and Strauss all the way to Debussy and Sibelius) since theymame than perhaps composers
ever before in Englana@ccupied in the creation of something of their own. This individualism can
be seen as pioneered strongly by Delius, while Elgar had a stieung ofGermanic romanticism

in his music.

15 Pirie, Peterp. 3334
16 Pirie, Peterp. 35



Parry, Stanford and Mackenzie (not to mention George Grove and his dictionary) were still
strongly controlling the renaissance +n the 1
kensingtonianso (where the RostandthéAgrowidgemxiure wa s
of new influences and their own inability to modernize. Both Wagner and Tchaikovsky were
already influencing young composers throtkghderick Corder (18521932)who had recently
begun teaching at the academy. Corder will be discussed later in this paper, but his love of Liszt and
Wagner created a more liberal compositi@ehool in contrast to Parry who would hold his
Brahmsian bastion at the Royal College well until the 1910s. Curicusdyloud critic of
ABrahmsi an cons er George Bemeard Sivaa(48561856) whorapatt feom his
plays and novelswrote extensively in the field of music criticism. Shaw saw in Wagner the music
of the future and was hostile towardshat he perceiveds- the academic establishment
controlling the renaissance in musid.eading the group of young Wagnerian composers was
Granville Bantock (18681946) fresh out of Cordés workshop, and in the conductdenry
Wood (18691944)the renaissance had found a musician actively promoting new Russian and
French music. Elgards breakthrough at the tur
the musical atmosphere, notably with Er@gma Variationsand the oratori@Gerontiu®Dream

While Elgar is now strongly associated with the renaissance, he would never buy into the
movement itself. During the last years of the 1800s, spearheaded by Stanford, there had been a
notable revival of P boththe lariged reintnodusng af bacoque music d i n g
(notably that of Johann Sebastian Baah well as the follsong revival® Elgar would soon after
his decisive breakthrough take up a teaching position and in 1904 accept a Chair at the University
of Birmingham. There he would give the, then controversial, Peytriures of 19086 (after the
busi nessman Richard Peyton who sponsored EI ga
attack the established Grolexl renaissance and deliver scathing remarks on Parry and the rest of

the Kensington academists.

It is saddening to those who hoped so much from the ea

on the affections of our own people, and is held in no respect alSroad.

"Hughes & Stradlingp. 52-59

¥On Purcell 6s bi c e rDideandAeyeasianperfoBnédsior the fisst timgsaced787. Among
Stanford, who conducted the performance, a young Ralph Vaughan Williams was also Brtadent. Michael.
Purcell's Operas on Craig's Stage: The Productions of the Purcell Operatic Sd&iety Music

Vol. 32, No. 3 Aug. 2004, Oxford University Press p. 443

¥ Hughes & Stradlingp. 59-68

20From the Peytottectures by Edward Elgar. Published in 196&\duture for English Music, and Other Lectures
Edited by YoungPercy London 1968 p. 35



Elgar saw the establishment as hopelessly backaradoh his own progressivism he would also
see no use in the revival of the Elizabethan era composers, dismissing the Purcell revival, and
gaining comfort in that Strauss had?*Whlethe9 02 ¢
almost 50 yeaold composer weighed his war on the metropolitan academies, the new generation
had quietly found a solution to the crisis, a solution that would perhaps in hindsight be the most
defining discovenryf the whole renaissance. BdBustav Holst(18741934) and Frederick Delius
would contribute, but it waRalph Vaughan Williams (18721958) who would become the most
important classical composer involvetth the folk-song revival in England/aughan Williams
had an upper middielass background and was twice educated in the preferred institutions of the
establishment, having studied composition wit
at Cambridge with additional study with 8fard 22 Deeply steeped in the Grovenaissance ways
he still was to find an effective way out of the preferred style. Thesioig revival gained
momentum at the turn of the century and at its core were musicians, both amateur and professional,
of a universityeducated upper middigass culture, precisely like Vaughan Williams. Additionally,
from the belief of the folk song as a national idiom they shared an urgency with their quest noticing
the fast disappearance of the old society that had, and still tofadimg extent was, carrying the
old traditon*Apart from the wish to rekindle this ol
young composers could study in a society that was immersed in its own musical heritage, i.e. the
emergence of a truly English composition school. On larger scope this e @i course linked
to the folkloristic beginnings throughout the

nationg?, as is summed by Richard Sykes in his article on the revival.

Whilst the core musical countries might turn to exoticism, mutchemusical periphery turned to home. Fritz Weber
states 'Folkmusicwas one of the most important sources of musical innovations le@dingdern music'. Earlier
composers, including Haydn, had employaésong tunes in their compositions. In the late nineteenth century,
however, folk song was sought out and used more emphaticalljnapaingredient for the development of nationally
identifiable stylesNew melodies and rhythms wereuftd and used in Eastern and Ceralope by the Hungarians
Bela Bartok and Zoltan Kodaly, by théoravian Leos Janacek, by the Bohemian Smetana, by Dvorakinghoon
Czech and American folk melody, and by the Russians G(edgdier in the century), Rimskyorsakov, and

Tchaikovsky. Furthewest were the Spanish composers Albeniz, who employed the rhyghohimelodic idioms of

21 Hughes & Stradlingp. 69

22Hughes & Stradlingp. 75

2 Sykes, RichardThe Evolution of Englishness in the English Folksong Revival,-1828- Folk Music Journal, Vol.

6, No. 4 (1993), p. 44847

24 Britain, in art music, was lapsing behind continental Europe at the turn of the 20th century to such extent that the
effect of its own musical heritage to its composers was to be as immense as in many young nations searching for their
own identity duringhe nationalistic romantic movement.

10



Spanish folk music, and Manuel de Falla, popiFelipe Pedrell, the Spanish musicologist and advocate of the
principlethat a nation's music should be based on folk song. Grieg, with WeoRolkSong Society was in close

contact, developed his style arouddrwegian folk musi@®

One key person in view of the revival who needs to be mentione@&a@lsSharp (18591924)
who, while Vaughan Williams became the composer associated with the revival, encapsulated the
revival 6s theoretical and idealistic core in
teacher, was determined to include folk sonthhatcentre of the curriculum in schools and
published song books based on his collections. He would reject-th@adol ed A Nat i onal
in the curriculum that included such song$rase Britanniaor The British Grenadiergstead
advocating a morauthentic folk song® Shar@s methods and visions belonged strongly to his age
and both his writings and way of collecting have since drawn criticism, especially in the post
Darwinist way he tried to point out similar ways of evolution in cultural products as in living
organisms, whé himself being the authority who could hear a songs authertticity. the sake of
the renaissance, while Sharp had pedagogical values in mind, Vaughan Williams found in collecting
folk songs a treasure trove of influence that would give him an indispensable source of melodic
freedom and from 1903 onwards he would gdmaoollect songs for nine years around many
counties?® Vaughan Williams, despite being older than Bax and many young composers of the
renaissance, was close friends with Gustav Holst. Holst would also be converted to the folk song
revival and even collected some music himself, while his friendship with Slearp resulted in
him arrangi ng Sh arSpneset Rhapsddi®as07), hinfisst goeat suoceds.i s

While Holst would gain interest in a multitude of different music cultures outside Europe and
Vaughan Williams settle himself firmly in the English folkloric tradition, young composition
students in the Academy would slowly start to break through Bet already applauded Frederick
Corder and Alexander Mackenzie, by 1900 the principal of the Academy, had strong ties with Franz
Liszt with the former having written the first Englisdnguage studies on the Hungarian and
Mackenzie having known him persally.2° Apart from Liszt bothGlazunovand Tchaikovsky were

notable influences for the young Academy composers, further distancing them from the still

25 Sykes, Richardp. 468

26 Knevett, Arthur.Folk Songs for Schools: Cecil Sharp, Patriotism and The National Song BalkkViusic Journal.
2018,11 (3): p. 4771

27 Harker, DaveFakesong The manufacture of British ‘folksong' 1700 to the present@agn University Press
Milton Keynes 1985, 188

28 Kennedy, MichaelVaughan Williams, Ralph The Oxford Companion to Music, Online Edition 2011

29 Graebe, MartinGustav Holst, Songs of the West, and the English Folk Song MoveradntMusic Journal; London
Vol. 10, Iss. 1, (2011) p. 5
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expected German tradition. Although Corder has since gotten both criticism and praise for his
teaching, its value was perhaps mostly in the sympathetic environment it created and from which
naturally talented composers like Bax and Bowen benefitted imigetisBax would later in a

letter to Edward Dent comment on the widely thougfhinhdifference of Corder to instil in his

students a strict compositional technique unl

I think you are a Ilittle hard on poor old Corder, who
fact he was of course an arg¥agnerian and anBBrahmsite and had very little sense of symphonic form, and it seems
to mei none of orchstration (strange in a Wagnerian). But his faults were all negative, and attributable to a rather

disorderly romantic temperameinhot to any evil conviction®

Since this paper is primarily interested in the music of Arnold Bax, the largeradtioal
issues circling the late romantic era are left to other articles more dedicated to the task. Apart from
the apparent problems that arise with the crammiregversatile cultural background under one
nationalism (a general issue behind the entire national romantic movement of the time), another
issue that needs to be addressed is the only somewhat recent feud between musicology and
sociology concerning the ghsh musical renaissance. Much of the pioneering musicological work
behind composers like Bax and Bowen was done by, while mostly competent researchers, persons
of diverse backgroursdn and arounécademaand to some extent even amateurs in the field of
musicology, not to mention the lack of amgjorsociological tools. Therefore, while ihenusical
analysis is done with piety and candien dealing withthe larger cultural contexthey operatat
best with goodnstinct and intentionand at worsbnthe basis oftereotye and speculatiorn
Baxb6s case this is especially a4syhenardAldin i n t he
Frogley has addressed this as follows;

It is true, nevertheless, that meetings devoted to the music of the English Musical Renaissance may often have a
different, in some cases more conservative, tenor than those devoted to, say, niceteenthur y oper aé Unt i
mid-1980s the study dhis music, with the partial exception of Britten and Tippett and a few of their younger
contemporaries, was largely shunned by the academy, and carried on instead almost entirely by enthusiasts who were
not formally trained as musicologists, as we wowdd@/uinderstand that term, and who were often suspicious of, and
impatient with, its methodological anxieties and controversies. It would be extremely patronizing and misleading to dub

most such researchers ‘amateurs', bearing in mind the degree of sd®slatigness and musical insight that as a group

S1LF17
32 Original letter in Rowe Music Library, Cambridge. Quote in LF p. 16
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they have brought to the study of British music, but it is true that most of them have come from a philosophical

environment very different from that of a modern university humanities depainent.

There is sincere hope that composers like Bax would repgvestudy that would illuminate
the extremely diverse cultural background behind their music and gdregond the apparent
Celtic and continental influences, now that most of the catalogizing and pioneering biographical
work has long beendonEhe ot her problem comes with the te
combination with either English or British. While it provides a context for the cultural history and
research to mirror certain ggosers to, it also imprisons them. Certainly, even if Vaughan
Williams felt an obligation towards cultivatingvhat he perceived as Englishness in his music
others like Bax seemed to run away from such a task. Meanwhile Delius, Holst and Bliss were too
cosmopolitan to not let their imagination absorb influences from different cultures, even ones
outside the Western world.

Jurgen Schaarwdachter has written on the problems of the renaissance, including the view of the
German writer Oscar Adolf Hermann Schmitz who in his bobks Landohne Musik: englische
Gesellschaftsproblem{@he Land without Music: problems of English sogietyade tis
observation: At he English are the only cultur
excepted)o, this being the key to said probl e
subjective experiences in English concert halls towards the ¢hd @8 century and while for
him the presentation of music, largely based on Germanic composers, in England would account for
the oversimplification he would use to name the book above, one has to remember that the same
ATeut oni co ¢ an onmmanosmpeseras ékAs tackmtian \Bestrup has written:
fiThere was in England no composer whom one would be able to match with Mendelssohn,

Schumann, Wagner, Brahms, Berlioz or VaridiTo which Schaarwéachter rightly notes:

But there are very few composers to match these names in any country, while there are many British composers to
match, and often easily outbid, Carl Reinecke, Emil Nikolaus von Reznicek, Joachim Raff, Max Bruch, Engelbert
Humperdinck and, occasionally, @vEranz Schubert. British music is not as bad as its reputation. And there is always

the fear of the 'great German tradition', which scared many a German composeras well.

33 Frogley, Alan.Rewriting the Renaissance: History, Imperialism, and British Music Since M4ic & Letters,

May, 2003, Vol. 84, No. 2 (May, 2003), p. 2257

34 Schmitz,Oscar Adolf Hermanias Land ohne Musik: englische Gesellschaftsprobléfumich 1914

35Westrup Jack Allan 'Die Musik von 1830 bis 1914 in Englanii Georg Reichert & Martin Just, edd.: Bericht tiber
den Internationalen Musikwissenschaftlichen Kongress Kassel 1962, p. 51

3¢ Schaarwachtediirgen Chasing a Myth and a Legend: 'The British Musical Renaissance' in a 'Land without,Music'
The Musical Times, Vol. 149, No. 1904 (Autumn, 2008), p683
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Schaarw?2chterés point bears repeating since,
aesthetics might change but the same shackles of tradition linger. This problem with the
renaissance, having once cast away Germanic tradition, issiimersince it disregards the
multitude of influences not to mention thel evercontinuing Germanic tradition. To Peter Pirie
the renaissance ended in 1939, which is one strong possibility backed by historical and political
occurrence$’ But has it really ever ended since the prapgpductionof folk music into art music

that happened during the turn of the century? Schaarwéachter concludes:

But was it a 'renaissance ' after al®rthur Jacobs dismissed the word as a 'comic overstatement without any serious
attempt at computatioff.For this we have to return to one of the first people who used the term for a movement of
renewal in 19tkcentury Britain: Oscar Wilde. In his New York lecture 'The English renaissance of art' of 1882 Wilde
associates the term withe first meeting of the Psieaphaelites in 1847 and he characterises the movement by its
appropriation of Roman, Greek and Celtic legends and myths? he mentions also Whitman with his return to ‘Greek’
idealsAgain this is a '"renaissance' which is dated earl i e
musical renaissance ' really last that I¢hg39)? If Fulleri Maitland was to write of the 'renaissance ' as early as 1902,
shouldn't we rather assurtiet this laid the ground for what was to come? the great changes and innovations of the

20th century? Let my final questions on this topic be: should we continue to use a term, 'British' or 'English musical
renaissance’, which has become so misleadinganidlematic? Is this 'British musical renaissance' just a legend, to

stress a movement which was largely caused by some changes in BritisH edisiedion? i.e. the increased

possibility of studying composition in England, and connected with it, a change in the understanding of the position and
worth of music in general? (You may remember that this was part of the Stradling & Hughes agp@ashquld

this lead us to abandahis term altogethef?

1.3 English Musical Renaissance and the Viola

One key aspect to note when approaching early 20th Century English viola music is the role of the
violain those timesasLionelTer t i s has written, AA wretchedly

i n f act ,*Arother enpapsaldtionccomes from Sheila Nelson:

37 Pirie, Peterp. 182

38 Jacobs, ArthurThe British islands'in Denis Stevens, ed.: A history of song (London, 1960), p.155

%9 Wilde, Oscar.The English renaissance of aft882), in First collected, edition of the works 190922, vol.14
(London,1908), p. 2427.

40Hughes & Stradlingp. 188

4 Schaarwachtedirgenp. 37

42 Tertis, Lionel.My Viola and | Revised Edition, Kahn & Averill Pub 1991 16
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The instrument&s r eputhCentury wasevemwmnsalsan dndveoulcimaginedrdbm ttading 1 9
its previous history; possibly it was treated wo+tst of
players came from the viola class founded by Laforge at the ParisrZatoge: certainly when Tertis went to the

Royal Academy of Music in 1896 there was nobody teaching or learning the instrument there, and a single professional
pl ayer was brought in for orchestral rm@dntaneeringhe mgsical A T h e
establishmento, wrote Quantz in 1752, and in spite of

potential, Tertis found almost the same state of affairs in a musical establishment 150 yeférs later.

Certainly, it was not only the violistomposers likéaul Hindemith (18951963)or Rebecca
Clarke (18861979),but specifically in England the young generation of the rateantic
composers took to the vid@gasound and colouwith the rise of the English folkelodicism in
classical music we also see the rise of the viola as an instrument worthy of its own repertoire. In
general, as is reflected in Nelsonbés text abo
possesing any soloistic pential and while there is a small but important oeuvre of romantic viola
music by influential composers of the&ntury the lack of soloists meant a lack of pieces. Since
the instrument, in its modern form and tuning, developed in the late classical era, the driving force
was seen in the demand by orchestras and string quartets. Characteristically a low standard of
playing resulted from the lack of interesting repertoire and most importantly the insttament
difficult technical properties (a size varying from instrument to instrument but alfezysively
larger than the violin).

Behind the few works that were writtéimerevery rarelywasa violistand of the pieces
composed by celebrated composers, énlya n z  (181%1886)YRemance OublieBad a viola
soloist as the dedicatee of the wétiRobert Schumann(1810-1856)wrote hisMarchenbilderfor
the violinistWilhelm Joseph von Wasielewsk{18221896)and Johannes Br ahms©o
were originally conceived for the clarinettRichard Muhlfeldonly laterto bearrangedor the
viola by the composeBothHenri Vieuxtemps(18201881)andFelix Mendelssohn(18091847)
played their viola sonatas themselves as toeyd handle the instrument being competent
violinists, the former a veritable virtuoso in his time. Same appliéiicoolo Paganini (1782
1840)and hisGrand SonataPaganini famously turned dowdec t or B €L80B18&0yf 0 s
symphony for viola and orchestrarold in Italy since the role of the soloist was less than in a

concerto of the timeaNith the examples of Schumann and Brahms there most likely was an interest

43 Nelson, SheilaThe Violin and Viola: History, Structure, Techniguesendon E. Benn1972p. 191.

44 Hermann Ritter (18491926) was one of the early German violists of note. Together with other pioneers of the
instrument likeHans Sitt (18501922), who wrote one of the very few romantic viola concertos, they paved the way for
viola playing in Germany.

15



towards the violé signature dark sound behind the compositional process andGetiman
speaking area of Europiee relationship towards the instrument was most likely better than in many
other areas. Berlioz had a likely similar effect in Franb&ch can be seen the pursues of violist
Théophile Laforge (18631918)andthe creation of the viola class in Paris Conservatoire in 1894.

Although England lagged behind the continent at the turn of theétury,in Lionel Tertis
they would soon acquire an extraordinarily active patron for new viola ntesiics will be
discussed towards the end of this paper in detail but it should be noted that without him the canon of
late-romantic English viola music would simply not exBeginning in the early years of the20
century in the span of 30 years he would be the recipient and dedicatee of works by almost the
entire generation of the latemantic generation of English composers. Even Edward Elgar
contemplated the idea of writing original works for the viola aftear Tei s 6 successf ul
his Cello Concertd® Subsequently the viola became an important instrument in the English musical
renaissance and its dark tone would not only lead to many original works but also raise its role in
orchestral music with viola solos appearing more frequently. It would be diirslet claim that
Tertis alone achieved this process, but he did become its messenger and perhaps most importantly
prove to composers as well as the public that the viola is a, paraphrasing the man himself,
Cinderella no moré®

As stated, Tertis didnoét aloremdnddcde mteavi mploy sti the
sounditself invited composers to write for ifn chamber and orchestral music, the viola had
already had soloistic moments and for example in England Elgar had written notable solos like in
t he fAYsobel 0EngmaVarationss well asfin the brehestral overtlineghe South
The instrument would however enjoy a period of great attention and in the following part of this

paper a few notde composers will be discussed in more detail.

4 Tertis 68
“Title of Tertiso fir EihderalaNodvorelmglonaReterWNevill LTD.ol8581 Tert i s,
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1.4 Viola works by other composers

The viola is the most romantic of instruments; it is a veritable Byron in the orchestra. The dark, sombre oowality

harsh, now warm of its lowest string, the passionate rhetoric of its highest string, and its whole rather restless and

tragic personality, make it an id&al vehicle for roman
Arthur Bliss
For the sake of this study a few I mportant En

account in view of their output for the vioBoth Herbert Howells (18921983)and Gustav Holst

wrote singular important works for the viplaut & these works are less well known and/or their
composersack any larger viola oeuvréhis studywill concentrate on th&x other, apart from Bax,
important English viola composers of the era. | have also chosen to ledwaiokiBridge (1879
1941)since he, dese being a violist himself, wrote almost nothing for the instrument apart from a

few very small pieces and a sonata that was sadly left incomptiteund Rubbra (1901-1986)

wrote his Viola Concerto late in 1952 and that work, despite being an important British viola
composition, is also | eft out discussion sinc
Gordon Jacob(18951984)is left out of this paper, William Walton and his sole contribution, the
seminal Viola Concerto from 1929 has to be talked about. The purpose of this paper is to, not only
research Baxo6s own style of writihelggeromani@c t o g
early modern eralherefore, to keep the study concise | have tried to only include composers who
shared with Bax in the English Renaissance and wrote music for viola either in large quantity or in

compositional significance.

Ralph Vaughan Williams (18721958)

If Elgar found himself to have created a sort of English sound for the new century, Vaughan
Williams took the baton and, in particular through his extensive symphonic and orchestral output,
became the reference point for English pastoral music. His sysmtfdsidor era music, English

folk song as well as French impressionistic influences in a sense freed English music from its

47 Bliss, Arthur.Bliss on MusicGregory Roscow (ed.pxford: Oxford University Press, 1991.,284
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Germanic hold that had persisted up until the end of tledBtury in Parry, Stanford and even

Elgar. Vaughan Williams led a long career that, unlike with Bax, saw its creative heights only after
the composer had turned middiged. His perhaps most cherished works were written in the latter
decades of his life ith particularly worth mentioningantasia on a theme by Thomas Tallis for

string orchestrg1910),The Lark Ascending for violin and orches{i®14),Piano Concerto

(192631) and his cycle of Symphonies (1912957). He also wrote multiple operas and was
celebrated as a choral composer.

Unlike Arnold Bax, strictly a pianist, Vaughan Williams had a versatile background with having
picked up both the violin and viola as a teenager whilst attending public school in Charterhouse in
addition to having had piano lessons since childH8éte was less a performer than Bax, but for
the interest of this study and his viola writing it is important to note that in school he played
chamber music with a violin or a viola in his hand which gave him a clearer ability to write for
stringed instrumes and therefore rely less in his compositions on the performing musician.
Vaughan Williams was like almost all his other English colleagues inspired by the playing of the
great violist Lionel Tertis and most of his writing was dedicated to him. In dptieeating a
handful of extensive viola solos in his chamber and orchestral music, Vaughan Williams only wrote
three original works for viola solo. These include Rwmancg1914),Flos Campifor viola solo,
orchestra and choir (1925) and teite for Vola (1934). Of the solos appearing in his other output,
the long and beautiful passage towards the Inéggyof theTallis Fantasyhas to be mentioned.

For violists it is perhaps a shame that the composer never wrote a proper sonata or concerto for
the instrument since the Suite is very complex in form and Flos Campi requires a choir which
automatically makes it nearly impossible to be performeddwsiudies. In Flos Campi, a highly
original work, based on bible verses but 1incl
style is very clearly distinguished. The obvious similarity to Bax is the use of freely modulating
modality and a habit of wiihg melodies around a recitative note as well as rhythmic ambiguity
inspired by folk song. William Kimmel has written a good summation on this melodic style that

could largely apply to Bax as well.

Much of the recognized austerity and frankness of Vaughan Williams's music may be attributed to the general use of
incomplete scales and pentatonic melodies. It is not only when seeking rustic atmosphere that he uses such melodies,
for the pentatonic elemeis also present in tidassand other sacred choral works, suclirtxs Campj Benedicite
andSancta Civitaslt is tobe considered a pervasive element of his melodic style rathea #yzecial pictorial or

descriptive deviceThe external form of #hfolk tunes is not so much in evidenoé/aughan Williams's melodies,

“Essay on Vaughan Williamso6 relationship to the viola
https://lyoungviolists.wordpress.com/2019/07/21/vaughdiams-andthe-viola-a-shortintroduction/
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which are much freer rhythmically and structurally than typical $ollkgs. Occasionaliyelodies are found which are
definite imitations of folk melodiewith symmetrical phrases and a strict metrical pattern. Thesagteestionably
employed to evoke the definite mood associati#d folk songs. Far more characteristic from the formal poiniei,
however, are the very free, rhapsodic melodies whichbedgund in nearly all of the largarorksvocal and
instrumental. They are frequently marked "semisura" and wherpossible are written without bar lines. Almost
completely devoiabf harmonic background and of rhythmic regularity or metsgahmetry, they are held together and
given coherence by meaoka pedal sustained below or above the melody or through ismueing note or figure to
which the melody frequently returriBhe significance of this type of melody is emphasized not onthéyrequency

of its use but also by its invariable appearangadminent placé Flos CampiandThe Lark Asendingboth begin
andend this &°

Most likely by the influence of Tertis, although this remains a pure speculation, the Suite from
1934 is considerably more virtuosic thiales Campiand includes some spectacularly fast passages
that go a | ong way to di s s opurelypastdral panteraThis Wi | | i a
however is a logical outcome of the vastly differing aesthetics of the two works. Thaibggih
Flos Campi works as a good example of both the general melodic style as well as his writing for the
viola. It also ilustrates one key difference between Bax and Vaughan Williams in that the latter
chooses to create both musical and sensual complexity through clashing tonalities and
straightforward placement of dissonamheesas i nst
perhaps more expeadileway of lateromantic chromaticism. This is well and humorously
encapsulated by the late conductor Vernon Handley in an interview on the differences in symphonic

writing between the two composers.

éthere seemed to be the notion thaé WV~hegh@BaxXi &hdaviauuw
Williams) were great friends and had admiration to one another but their procedure in symphonic writing is entirely

di fferent. Vaughan Wi lliamsé great contribution to sym
devdoper of tunes and ideas. Bax on the other hand is a person who knew and metamorphosed his material. He layed

out his material and then made his symphony out of it, it isctallé bel i ev¥® composi ngé

49 Kimmel, William. The Musical Quarterly, Vol. 27, No. 4 (Oct 1941), p. 48D
50 Conductor Vernon Handley interviewed by Andrew McGregor, published ori Bae Symphonies (2003) CHAN
10122
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To Lionel Tertis

FLOS CAMPI
I

Sicut Lilium inter spinas,sic amica mea inter filias .. .. Fulcite me floribus,stipatc me
malis, quia amore langueo’ (As the Lily amcng tiorns, so is my love among the daughters.
....Stay me with flagons, comfort me with apples; for I am sick of love),

R. VAUGHAN WILLIAMS

Lento (senza misura)

P P E— - T
1 1 b i T T q-_ 1 1

OROE

VIOLA S80LA

(Ex. 1)Many key elements can be discerned from dipiening dueinVa u g h a n  WoslIChnpaFirsiydthe

overall melodic style of bional modes instead of chromaticism (placing of things as Handley has said above).
Secondly a relaxing into and around one note instead of the more restless and searching Bax melody and thirdly the
biblical extranusical inspiration in place of Celtic and other profane influences. These three elements are perhaps the

main differences in between the two composers writing and in extension also in their writing for the viola.

York Bowen (18841961)

Somewhat closer to Bax in age, style and background, York Bowea fedsw student of Bax at
the Royal Academy of Music in London. Unlike the somewhat introvert Bax, Bowen had secured
fame already as a teenager and his orchestral
was twenty. Apart from being a star pupilcomposition, he also excelled as a pianist playing as a
soloist at the Proms in 1904 and also writinguaberof concertos for the instrumettBowen
went on to compose a large body of compositions including 3 finished symphonies, 4 concertos for
the piano, a violin concerto and a viola concerto. Still, he is perhaps mostly remembered by his
large chamber output which included, in addition to ynaieces for the viola, 3 string quartets and
a handful of sonatas for different instruments.

Bowen was said to be able to play every instrument in the orchestra and at least his string writing
Is very swift and compared to Bax somewhat more traditional. His overall style was closer to Bax
than Vaughan Williams and also more continental, algihahe strong influence of the English folk
melody could be heard in his music as well. Bowen slowly went into decline after his romantic style
fell out of fashior?? His viola work was extensive and together with Bax and Benjamin Dale,

thanks to Lionel Tertis they laid down the basis for British viola repertoire although worth

S1LF13
52 Ballard, GlenBiography on York Bowen, http://www.yorkbowen.co.uk/life.htm
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mentioning is the, now completely forgotten, Cecil Forsyth and his romantic Viola Concerto from
1903 which carries t he t-blowhwolaoohcerfopyasBstishb| v bei

c 0 mp o°3Tertisdemembers those early days of the century in his autobiography.

It was pure generosity in those days at the beginning of the century to write for the solo viola. Publishers would not
consider anything of the sort, to them it was a distinctly bad commercial proposition. However, my composer friends
continued to write aumber of works for me. The style of their music belongs to the period, but it was beautiful, and

was a powerful influence in the advancement of the viola. Benjamin Dale and York Bowen were the first to make
contributions to the new solo literature, follessoon after by Arnold Bax. These three were all students at the R. A.

M. at about the same time, around 1900, and goaded by my constant pressure for works for the viola, they provided the

beginning of a library with musiof viola and piano and viola and orchestra.

In the above quotation Tertis also gives away a bit of his own stylistic preferences which in
hindsight, knowing the story of him initially refusing William Wal@srconcerto for being too
modern, is interesting. Bowens late romantic style, while perhaps not as chromatic and modern for
its time as Baxds, was s largestdontribgionyor Teriswawtei ¢ a | |
Viola Concerto from 1907 which was preceded by two sonatas, the Op. 18 in ¢ minor from 1905
and a F major one, Op. 22 1906. In 1907 came the, in its instrumentation greanedking,
Fantasia for 4 violas Op. 41. Thus, in the span of just a few years Bowen had written his seminal
viola compositions and while some shorter compositions for the instrument followed yelatsy
he is today mostly remembertat these 4 works, in particular the ¢ minor sonata which is a key
part of the viola repertoire all around the world.

In the interest of this study, the perhaps best comparison to Bax and especially his Sonata for
Viola and Piano, is Bow& C minor sonata. The concerto is surprisingly traditional in its language
and almosBrahmsian for long stretches although giving glimpses of rural English melodicism and
even the wholdone scale as Lewis Foreman hasnétédne can specul-ate on T
enterprising influence on acquiring a traditionally romantic concerto as a vehicle for both his
blossoming career as well as to show the advancement of his instruments capabilities. This is
further underlined by Foremanhi s r emar ks of the concerThi®ds sl
theme has a strong family resemblance to othe
Academy contemporary Benjamin Dale, although perhaps showing a greater influence of Tertis,
who was eager to demonstrate the sonorous effect and singinaf tueelaying ¢

53 Foreman, LewisNotes to Hyperion CDA67546
54 Tertis 3334

5 Foreman, LewisNotes to Hyperion CDA67546
56 ibid
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The Sonata in C minor, Op. 18 was premiered in the Aeolian Hall, London on 19 May 1905 by
Tertis and the composer on piano. It gained in popularity and was heard again the following year
and even brought to Berlin in 1907 where it was enthusiastiealBive®’ The work is in three
movements with a large sondtam first movement followed by a slow central movement and a
fast finale. Bowens language is very close to Bax and he was much influenced by the same
European romantic era composers, like TchaikovskylL#sml. Also, a strong wind of Brahms
blows over Bowens chamber music. Perhaps the big difference between the two composers is that
Bowen never pushed his harmonic language as far or dabbled as much with modalities, remaining
somewhat more continental ityke. His melodies are, while still possessing similar freely searching
qualities as the ones of his contemporaries, built more traditionadiythe eternal
metamorphosing of Bax or the almost improvisatory recitative style of Vaughan Williams, but
somehing closer to Brahm®wing tothe influence of Tertis almost every work he premiered was
custonedto climbing into violin heightsyetthe skill of Boweids writing allows breathing room for
the instrumerds lower registersA good example of both the compa&emelodic style (almost
classical in construction compared to the Concert Piece by Bax written around the same time) is

found in the opening statement of the C minor sonata.

5" Foreman, LewisNotes to Hyperion CDA67651/2
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SONATA.

To :
Lionel Tertis. I ] York Bowen.

(Ex. 2) The tempestuous beginning of the C minor sonata. Writterfiullysblooming romantic style it is very formally
constructed with a clear climax in the last bar before rehearsal letter A. Still, it is very effective, and Bowen was by all
means one of his generations most skilled composers, espasialbncerns hiability to produce effective textufer

any instrument. From a violistds perspéshkssmeadernthans s ona

Baxd6s sonata from 1922, it is definitely no I|Iess fl ash

Benjamin Dale (18851943)

From all the composers mentioned in this section, Dale is today by far the least remembered. A
prodigy of sorts in the Royal Acadenhe had strong ties to both Bax and Bowen, having started
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school simultaneously with the former in 1900 and already knowing the latter from childhood. At

this point it is good to mention that behind this trio of young composers there hovered the presence

of the Academgs composition teacher, the for the time somewhat liberal Frederick Corder

Much has been written about Corder and his teaching methods, so | will not recapitulate them here. This eccentric,
somewhat undisciplined passionate Wagnerian and admirer of Russian music had however little time for Brahms and
was unable to appreciate Daly. After Wagner his favourite composer seems to have been Dvorak. He passed on his
enthusiasms to his students, who discovered and assimilated Richard Strauss and Debussy for themselves. Lessons
often overran, with the result that there was a queuaidénts outside his door. It was once claimed by-eafled
expert on British music in 1979 that Bax was the onl

statement is enough to make the blood of any British music enthusiast boil oveandme seen as nonsense when one

y

considers that Corder taught, among many others, Bantock, Bell, Holbrooke, Holland, Farjeon, Paul Corder, Swinstead,

Montague Phillips, Hubert Bath and Eric Coates, besides Dale and Bbwen.

Atthe time of Dalés,Bowelis and Bax6s studies there was
the two big schools in London that followed the old continental debate between the two romantic
paths of Wagner and Brahms. At the Royal College composition was taught by Charles Villiers
Stanford, one of the great names in the latecEhtury British music, reflecting the Brahmsian
approach. The Academy tended to be freer and more Wageatatec® History has not been
kind to Benjamin Dale, who despite his early success with among others the Suite for Viola and
Piano from 1906 and the grand Piano Sonata from the previoyslgiéad into oblivion and
eventually became the Warden of the Acadétiyspecially his Piano Sonata has been reassessed
and posthumously regained some of its early fame that initially lasted well into the 192@s. Dale
style, less outward than that of Bowens but also not as modern as that of Bax, perhaps suffered
unjustly from its relative lack of excesses. Still both the Sonata and the Suite boast some

extraordinary moments of harmonic adventure and technical skill.

Dale's sonata was the first outstanding British piano sonata. Its harmonic language avoided the clichés of the
BeethoverBrahms style and utilized the resources of Straussian and Wagnerian chromaticism to an unprecedented

level. In a sense, however, it rkad the end of an era, as this was as far as late romantic harmonies could Be taken.

58 Christopher ForemarBenjamin Dalé a reassessmeiritttps://www.musicweb
international.com/classrev/2011/Febl11/Dale.htm
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61 Lisa Hardy,The British piano sonata, 1870945 Boydell Press 200p. 42 48
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Apart from the Suite that with its grand design and thremvement structure could be seen as
a sonata as wellanother gem is Dafe sextet for 6 violas titlethtroduction and AndanteOp. 5. A
very sweet and beautiful work that highlights the range of the viola, it stands out together with
Bowerts Fantasia for 4 violas as a rare example of midta works from the romantic era and is
especially effective as an encore for a viola section of an orchestrés Waiteng for the viola is,
like that of Bowen, overall somewhat less original than that of Bax and Vaughan Willigia=or
on, the style of Rebecca Clarke and William Walton. Still he managesltalemoments of
absolute originality and virtuosity of which good examples are the faster moments of the Suite and

the extraordinary ending tiie sextet. Especially the ending of the sextet shows a similar ability of

orchestration and sense of colasithat of Bax.
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(Ex. 3) The breathtakingly difficult ending to Da@keSuite with a harmonic language and rhythmic virtuosity close to
that found in Richard Strauss early chamber music. Maybe t@Ddimay his music was too close to that of Bowen
in style. Still, arguably neither Bowen nor Bax never wrote passages as difidhlbsevhich are found in the Suite.
Note the nearly unplayable height the viola part ascends to on the lagt smme recordingshis ending is played

notably slower and the last climb ongtave lower.
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Rebecca Clarke (1886L979)

Clarke is already musically somewhat removed from the generation of Bax, Dale and Bowen
despite being only a few years younger in age. She is discussed in further detail towards the end of
this paper but in her relatively small oeuvre the Viola Sonatastaut not only as a key work in
English chamber music and English impressionism but also as one of the most beloved viola works
in the repertoire. Facing a number of difficult obstacles during her studies, many of them
originating from home and herfatles unki nd r el ati on towards her
nevertheless managed to pioneer in many waystably by-b ei ng St anfordés fir
composition student at the Royal College from 12070 as well as one of the first female
professional orchestra musicians i BothtbEherr y Wo o
major works, the Viola Sonata and the Piano Trio placed on second place in the esteemed Berkshire
Festival competition sponsored by the great pdilmabeth Sprague Coolidgg18641953) with
the Sonata originally tying with Ernest Bl och
Bl o ¢ h & sAndtharworkiaf hers, originally for viola and harp, is the small wddtpheus
which is heard often nowadays.

Both the style and life of Clarke distanced her from the English musical circles. Her chamber
work, boldly impressionistic and only somewhat traditionally romantic, is nevertheless still written
in the same strongly modal vein that came to defineiimghusic after the Edwardian era. The
Viola Sonata in particular, with its sensuous and searching modal melodiestbemgpmposer
astonishingly close to Bax. The sonata, written in 1919, is almost like a sister work to that of Bax
from 1922. It is unkawn whether Bax knew of the work and while Clarke herself remembers Tertis
being dismayed that the work was not written for him, Tertis did also leave Clarke out of his
biography without a mention despite having been her te&¢kénat distanced Clarke from
England was her life that took her often to America as a performer (also her parents were American
and German of origin) and she finally settled there in 1936 after a prolific career in London as a
chamber musician.

The Viola Sonata has been talked about extensively but what makes the work of interest is that
Clarke was one of herangtbiswonkiaarareoerample ofan Ergliske st v

viola piece not written for or even under the influence of Tdttsan even be regarded asat of

62 Curtis, Liane A Case of Identity: rescuing Rebecca Clarkee Musical Times / May 1996 p. P4
83 Curtis, Liane A Rebecca Clarke Readéndiana University PreszD04p. 186187
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criticism towards many of the works Tertis ordered, his apparent insistence on flashiness and
especially the overuse of high registers. Clarke, writing from her own vantage point as a violist,

could in her sonata write a part that still stands out as kalgroriginal and creative. It also

showed that through skilled writing and playjtige viola can ring out from its middle and lower

registers without being overrun by the piano. There are two important aspects in the work that are

of interest to this gaer. Firstly, the amount of creative new techniques and secondly the similarity

to Baxbés style. The former was undoubtedly of
younger composer on her Piano T#aVhat makes this bond even stronger is a clear musical quote
in Clarkeds sonata on Bax6s most overused and
song inThe Garden of Fandrhat seminal tone poem came out in 1916 just a few years before

Clarkes Sonata and is discussed in detail later in this paper.
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(Ex. 4) After some 25 bars to the slow beginning of Clarkes Son&taso8ement the Fanchotive appears twice, first
as a straight quotation with the repeated higlotes on the second row andnfséightly varied on the third row. The
overall harplike piano accompaniment combined with the long and searching cantabile quality of the viola melody only

add to the similarities between Bax and Clarke.

ibid
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Arthur Bliss (1891-1975)

In Bliss was perhaps embodied the last great member of the late romantic school of the English
musical renaissanckEle was lorn just in time to be educated in the-prar days of Edwardian
nonchalance and to a w&dl-do family that afforded the young Bliss delving into the arts. The still
stylistically searching composer, fresh out of an education that consisted of a detmesias at
Cambridge as well as a short time of composition studies at the Royal College with Stanford, was
like some other youngomposers drafted into the First World WaHe survived the war, although
with heavy scars of which the death of his brother was perhaps the h&b#iesit from the war

and early influences by Elgar and Vaughan Williams, Bliss would mould his early style under
heavy influence by both Ravel and Stravinsky. The French neoclassical movement, represented
perhaps best by thmmposers ofes Six, was another major influentelong with William

Walton, Bliss was even given the reputation oeafant terrible and while his works of the early
1920s represented the acme of British modernity, heard now they are rather charming put along
some of the works Schénberg and his continental colleagues were protucing.

Despite both impressionistic and neoclassical influences, Bliss always remained a romantic and
no other than Elgar would instigate him to write his perhaps most famousAvGdpur
Symphony1921-22) which somehow managed to retain the influences of both Elgar and
Stravinsky, as well as affecting much of his later music. A handful of mature works would follow
that displayed a styl e Ucheincthu rAyn drréowhereBBlisscni shnaos,
successfully would combine French neoclassicism with Elgarian romanticism and simultaneously
create something uniquely his own. In the 1930s and afterwards Bliss expanded into film music and
opera, composing three of the latter. One notaldasion in his later life was him being appointed
as the Master of the Queendés Music in 1953,

traditional service of writing music for the royal court, he followed Arnold Bax who had died in

85 Other notable composers who served were the then oweraf@ld voluntary Vaughan WilliamsArthur Benjamin
(18931960)andGeorge Butterworth (18851916)who perished in Somm@&ne composer that should be mentioned
wasFrancis Warren (18951916), who only left a few works behind but was an accomplished violist. He was killed in
action and Herbert Howells, who studied with him (as well as Benjamin, Butterworth and Bliss) would dedicate his
Elegyt o Warrenbés memory.

6 Burn, Andrew.From Rebel to Romantic: The Music of Arthur Blifke Musical Times, Vol. 132, No. 1782 (Aug.,
1991), p. 384

67 Les Six, the on¢ime gathering of early French neoclassists George Auric, Germaine Talieferre, Louis Durey, Francis
Poulenc and Darius Milhaud, that was primarily invented in the criticisms of Henri Collet but led iritereal
collaborations and a reging entry in history books.

%8 Burn, Andrew. p. 384

89 ibid
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1953. Likehis contemporaries Walton and Prokofiev, Bliss would lean into a more romantic
language during his later years and this would in part later create the generalization of him having
become part of the establishment he once terrified with his modernism, dtseis tay Christopher

Pal mer in an arti clhirthdaymmemor ating Blissdé 80

At the age of 80, the Master of the Queen's Mgy not stand in such dire need of rehabilitatiosase of his
contemporaries (Howells, for instanog,Havergal Brian or Scott). But on the contemporary scene he still cuts a
complex and not altogethbappy figure. Potted biographies on record sleeseaslly make some reference to an early
tendencyto enfant terribilisme yielding very quickly tocampromise with the Establishment and a perpetuating of the
Elgar tradition with all its varied appurter@as popularly supposed to be characteristidatiglish; critics less kindly

disposed have complaineflpremature musical middege spreads and 'painfully setinscious Elgarizing®

Although not prolific in his composing for viola, Bligsevertheless created a late romantic
masterpiece for the instrument in his Sonata for Viola and Piano from TB83%core of the work
bears the dedication Aln admiration to Lionel
garnered by the 1930s, as wel |l as Blissd own
performance of the BadBhaconnehat Tertis liked to perform frequentlg his own arrangement

for viola. Bliss writes:

| went specially to hear his own arrangement of the Bach Chaconne, and of course his tone was absolutely personal, like

Goossensd tone on the oboe is perl'sonal to him . . . 11t

While a claim has circulated th&ertis would have asked Bliss to write the work, this has found no
evidence to it? Bliss writesenthusiastically aboutis friendship with the violist during 1933 and
whatever the origin of the work, it was an overwhelmingly positive experience for botf ifies.

press praised the work and Tertis would perform it again in 1935 with the great Arthur Rubinstein
performing the piano part. The work would con
decades, even after his initial retiring and throtighoccasional comebacksAs mentioned Bliss

never wrote anything else for the viola, apart from a short Intermezzo from 1914. He would

however show affinity for the viola, especially audible in two early chamber works, the String

70 palmer ChristopherAspects of BlissThe Musical Times, Vol. 112, No. 1542 (Aug 1971), p. 743
" White, John.Lionel Tertisi The First Great Virtuoso of the Vial&oydell Press 2007

2 SugdenJohn.Sir Arthur Bliss London: Omnibus Pres997p. 52

BTertis 74

" Tertis 77& 96
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Quartet No. 1 from 1914 and the Piano Quintet from 1915. This is suggested by Andrew Braddock
in his dissertation on the Bliss Viola Sonéta.

Bl iss6 sonata is definitely one of the major
Clarke sonatas. Like the Bax sonata it seems to be less played nowadays when compared to the
Bowen C minor sonata, notisdneoftheecaoniposersimo§ playedk e 6 s
sonatas and has been recorded multiple times with a recent orchestration by Philip Wilby from
2024. This AConcertoo version was premiered i
with the Orchestra of the OpeNorth, conducted by Tom Fetherstoneha{tgfhe sonata is in
three movements with the last, titlEdriant, notoriously difficult. Especially the opening
movement is extremely romantic and almost Baxian in its most pathetic moments. One might
suggest that Bliss was writing to some extent a picture of Tertis or at least a work that would please
him, a man born i1876 and with aesthetic tastes befitting the turn of the century. Stylistically the
writing is varied with most of the sonata in a strongly melodic mkeyrtexture with the viola in
forefront almost all the time. Only occasionally one hearmpges of continental neoclassicism and
I mpressionism although some segments in the |
modernistic solo viola works from the 1920s. As a whole, especially with the new ceneesittn
premiered, the sonataseemssle t o Wal tonds Viola Concerto th
years prior, both works written in an overtly late romantic manner with strong neoclassical
ingredients. Curiously Walton was present at a+tbaolugh of the work and actually turned pages

for the pianist’

William Walton (1902-1983)

The youngest of the composers named here, Walton is even more stylistically removed from the
late romantic generation than Clarke, but still fostered a style that was romantic enoregite
parallelswith Bax and his contemporaries. More importantly he composed one of the most played
and highly regarded viola works ever written, the Viola Concerto from 1929. A simultaneously
modern and very pastoral woikboth seems to look to the future and delve into the past. This two

sidedness is perhaps best exemplified in Lion

> Braddock, AndrewA Performance Guide to Arthur Bliss's Sonata for Viola and Piafa9 Theses and
DissertationsMusic. 152 https://uknowledge.uky.edu/music_etds/J521-32

76 https://www.operanorth.co.uk/whats/the orchestraof-operanorthratryedalefestival/ (accessed 2.9.2025)
" Tertis 74
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too modern he still learned to like it and even performed it on mutitasios.”® True, this
changéof-heart might have stemmed from the works popularity when it was premiered by Paul
Hindemith to great acclaim.

Unlike the trio ofthe Academycomposers or Rebecca Clarke, Walton never attended a
professional music university and, whilst having a musical family backgrounacapitingboth
piano and violin lessons in hisildhood he initially settled at Oxford University. This path
however led hintloser and closer tile arts and having already composed music igdusgh he
neglected his nemusical studies. In Oxford Walton met the pSatheverell Sitwell(18971988)
and was invited to join the househaifithe Sitwell literary family (including Sacheveréd literary
siblings Osberand Edith) in London for a residence that quiakigdeWalton discard his studies
and embraethe musical life of London in the hands of his new patron family. In London the young
composer forged his early modernist style that culminated in a String Quartet influenced by the
Second Viennese School and most famokslyade a set of poems kigdith Sitwell (1887%1964)
read from behind the stage through a megaphone with a sistallmental ensemble playing on
stage. The work was originalgntertainment devised for performance in tlogin drawingroom.”
Interestingly Walton would move to a much more romantic, someSibalian style in later life.

But for the time in 1923 Facade caused a scandal and was far removed from the lush late romantic
works Bax and Vaughan Williams were writi#§!

In 1929 Walton wrote, by the request of conductor Sir Thomas Beecham, one of his most
beloved works, the Viola Concerto. A success on its premiere like perhaps no other viola concerto
ever before or since, this thregovement concerto has since taksrplace ontheside@&ar t - k 6 s
concerto as one of the premiere works ever written for the instrument. It was one of the last major
works written for Tertis who, as already recalled, refused it initially due to disliking its modern
style. In retrospeche work sounds remarkably romantic and not extremely modern by any means,
even for 1929. Stylistically the work is a mix of dry peassical rhythmically agile music and
melancholicallyEnglish pastoral melodicism written very well for both the soloist and the orchestra
and has since become a mypriogrammed work in concert halls around the world. Walton went on
to write a few more key works in his later career of which the caBtatd s ha z z,r 6 s Feas
symphonies, concertos for violin and cello and theraproilus and Cressidahould be

mentioned.

8 Tertis 36

79 Palmer, ChristophelVilliam Waltoni Obituary. Vol. 124, No. 1683 (May 1983), p. 316
80 Avery, Kenneth.William Walton Music & Letters, Vol. 28, No. 1 (Jan 1947), p11

81 loyd, StephenWilliam Walton: Muse of FireWoodbridge: Boydel2002p. 940
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Although Walton comes close to Bax in a certain use of modalities and in melodic design, as
well as being strongly influenced by Sibelius (the beigig of his First Symphony is &belian as
anyone ever got), he does belong to a different age than the romantic Bax and is especially with his
almost swinging rhythmic palette closer to someone like Copland. The Viola Concerto with all its
nostalgia, particularly in its outer movemertsmes closéo the expression of Bakespitebeing
distinctly cooler The secondary theme in the first movement is in all its constant restless searching
and metamorphosing where the work sounds most like Bax, though only momentarily since Walton
drives that melodic material into a rhythmic frenzy. Still, there is fangliaund and although
written for Tertis and the composer only having some violin lessons as a child, the viola part is
considerably balanced and waltitten. This work and Walton as a composer in gertexaé very
little to do withArnold Bax and his vila writing but in its own way the concerto seems like a good
ending point since in the turn of the 1930s the long patronage of new English viola music by Tertis

ends and Tertis if anyone is synonymous with English romantiésm.

1.5 Arnold Baxi Life and career

The late conductor and great Besvivalist,Vernon Handley (1930:2008)noted in 203 in an
informative interview the many stereotypes th
followingthe 29Wor | d War and maybe carstgsedtililtl eoof
romantico combined with some of his early ton
throughout the years, created the idea of his music as being vague, luscicssposgand
meandering and definitely not strictly organized. While Handley has argued against this and proven
it to be mostly baseést he bi gger tdibetrh emendu cshe elmesr ger negl ect
cycle of 7 symphonies which indefinitely show his control of form and ability to move effortlessly
in this canonical genr&.

Too many retellings of Baxs ténd tb start and end with his Celtic obsessions, torrid
relationship with the pianist Harriet Cohen a

romantico. Beyond Baxé6és |l ove for Ireland ther

82The Viola Sonataby Arthur Bliss and thé&yric Movement for Viola and Orchestby Gustav Holsboth date from
1933 representing the last major compositions dedicated to Tertid)imbelfwould officially retire from the concert
platform in 1937.

8 Vernon Handleynterview
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(Russia and Ukraine) as well as the music of Sibelius and Finnish nature. Later he would write a
work based on a theme by Gabriel Feas well as compose an orchestral overture in the style of
Richard Straussot to mention the piano/orchestra wdtkditerraneanwith its touches of Ravel

To add to all of these already diverse influences he was all his life a product of the English upper
middle-class steeped as a young boy in the literary classics and the carefree artistry his environment
afforded. As mule as he enjoyed writing musical tales of Celtic figures, he enjoyed drinking in

pubs in the countryside of England and after his knighthood was even made the Master of the Kings
Musi c. Bax0s perhaps somewhat i ntanabydiortel per so

Tertis.

He was very shy and reticent, and although an extremely good pianist he rarely played in public. He frequently changed
his address, principally around north London, but eventually he decided he would get away from the tumult and find a
peaceful place in thcountry where he could work undisturi§éd@his turned out to be a pub in the village of

Storrington, Sussex, about ten miles from Worthington. His room was in a quiet part of the building and here he became
a recluse and could not be got by anyone when he was compdsin@t opening time he ata usually be found in

the bar parlour with a tankard of ale, smoking his pipe, in animated conversation with the village farm workers. | seem
to remember that he was reputed to be an excellent cricketer, both batsman and bowler. Indeed, when lgwas stayin

Bath in 1938 he came there as a member of an amateur team to play against the County Cri€ket Club.

Arnold Edward Trevor Bax was born on 8 November 1883 in Streatham, Surrey, nowadays part
of SouthLondon. The Bax family hailed from Holland, having settled in England sometime in the
16th century. Arnold's father Alfred Bax was a barristelaw by profession, though he hadn't
practised and was more drawn towards antiquarianism and family history. Nearing forty in 1882 he
married Charlotte Ellen Lea, a twerttyo year old daughter of a ministdihe pair had four
children, Arnold the oldest born ir8&3 was followed by two more sons, Aubrey and Clifford as
well as a daughter Evelydll born during thefollowing few years. With the expansion of the
family they settled in in Hampstead at a house known as Ivy Bank and there it was that both Arnold
and Clifford came of age arslbwly begartheir artistic pursuitsArnold was beginning to show

promise at the piano whilst also attempting his first youthful compositions in hisgne and the

84 Bax did indeed perform quite much as a pianist and even actively pursued a more soloistic career in the late 1920s,
though mostly performing his own music. It is also good to note that while during the 1910s the composer spent much
time in Ireland, mostfchis compositions during the period from the middle part of the 1920s to the late 30s, were
composed in Morar, Scotland. Tertis also paints a perhaps too recluse picture since Bax spent large amounts of his time
with, among others, his companion, M&leasornwho hespent long periods togetheith for years. All of this is well
documented in Foremands biography.

8 Tertis 35

33



choice was made to send him to the Hampstead Conservatory, run by a certain Ceciligharp.
home was cultured and especially through their mother, Charlotte, a socially active place while
Alfred Bax had been active in the musical nurturing of the children, himself active in a private
choral society® Aubrey had died of meningitis at the age of ten whilst Arnold's sister Evelyn lived
up until 1984 Clifford Bax (18861962) was to become a notable writer, playwright, journalist and
poet and a close collaborator with his brother who would set some of his texts to music. While
Arnold became entwined with all things Celtic, Clifford found interest in esotericisrwasd
associated with both Allan Bennett, tBeddhistas well as the occultist Aleister Crowley. He also
edited the theosophical magazidgpheus(19081914) and was a close friend of Gustav Hdist,
whom he wrote the libretto H o | ®pger@The Wandering Schol&f Both brothers were lifelong
cricket enthusiasts.

Arnold had no formal musical education prior to 1898, but just in a few years he had progressed
enough to pass the entrance examination to the Royal Academy of Music, where he began his
studies in September of 1980Bax began his studies on the same day as Benjamin Dale while
York Bowen had already passed the examination in 1898, beginning his studies in piano with
Tobias Matthay and composition with Frederick Coffexactly like Bax two years later. Both
Dale and York Bowen had already some fame to their name as composers which gave young Bax
an immediate push in his own work. Especially Bowen, one year Bax's junior and with his prizes
and scholarships had alreadyitten a symphonwnd apiano concertpas well as the tonpoem
Lament of Tasswhich was heard at the Proms even before Bowen was tRfBéx's almost
legendary sighteading capabilities have been written about abundantly and according to Foreman
he was at one point before the War regarded as the besteaglet in the country. With Bowen, an
excellent piano soloist himself, they accomigal the opera class' performances in March 1903 on
two pianos with works as diverse as GludRt$eo, FreischiutzandL'Amico Fritz®! At the
Academy Bax had begun to compesgerlybut through the discovery of Yeats and Ireland his
music really started blossoming with an early work, the strongly Ai€lonnemara Revéking

played in a student concert in 1905 and gaining pfaiskich has already been written on Corder

and his influence on his student s, as For eman
86LF 39

87 Bax, Clifford. Recollections of Gustav HoJsfol. 20, No. 1 (Jan., 1939), p. 4

8| F511

89 https://www.naxos.com/Bio/Person/York _Bowen/39¢&&cessed 2.9.2025)
90 https://www.bbc.co.uk/events/e3f6{@ccessed 2.9.2025)
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particular Corder, and which was of greatest value to him, was a sympathetic environment, talented
musical friends of his own age, and the companionship of established figures on the musical scene...
ot her wi se he de%Bak'searly idfluences, thasesthabarerknown, came much
through CorderEspecially Glazunov and Tchaikovsky wengportant for himwhile his

relationship to German romantics, perhaps apart from Waémexs difficult as is recorded by

Ri char d Ch of Rabért Schamaen) 'Dangeroys! Dangerous!' He said, 'the wrong sort of

r o mant ¥ Bak wonld rheet two, then still litthenown, violists of note in his study days.

Lionel Tertis, who quickly persuaded Bax to write the early Concert Piece of 1904, beginning a
lifelong relationship that would produce most of the compssgola works, and Rebecca Clarke

who as a new student in 1903 remembered her upperclassmen in the following way.

Awestruck, | gazed at composition students whose names were already known to me. They were in person at the
fortnightly concert§ Benjamin Dale, York Bowen, and grandest of all, Arnold Bax, resplendent in-gnegleish suit

with a pink carnation in hibuttonhole. The great event of the year at the Academy was thegjwiizg. Dressed in

white, with the white scarlet ribbon across my breast, | sat on the platform at Queen's Hall with all the others, waiting to
be herded past whatever august personageawarding the medals and prizes. The ironclad rule was that only those

who passed the annual examination in Elements of Music were allowed to take an award. The subject was certainly
elementary, but it was easy to be tripped up in a viva voce exam meapacted question like: 'What key has a flat for
leading note?', and the story goes that the great Arnold Bax once flunked his elements and was denied the Certificate of
Merit.%

Still a student, it was sometime during 1902 when Bax happenedipBnYeats (1865
1939) poetry. This influence was to be perhaps the single most important extramusical fuel during
all of his artistic career and even as | ate a
poetry means more to me than all the mu$icot h e ’His brothen Giifford ldas
remembered the overall influence Yealtwasfaras t o
stronger than we realised. For a few years Ireland swept the board. No poet was much praised in the
press if he did not w®Althoaghthe¢ wet ofdrdland was alreadyr t he
established as a tourist attraction when Bax visited the island betweef4,90%/as still very

remote and the young composer seemed to take in everything with an almost serene mind.

BLF17
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I do not think | saw the men and women passing me on the road as real figures of flesh and blood; | looked through
them back to their archetypes, and even Dublin itself seemed peopled by gods and heroic shapes from the dim past. |
spent most of my time ithe west, always seeking out the most remote places | could find on the map, lost corners of
mountains, shores unvisited by any tourist and by few even of the Irish thenf8elves.

The longlingering wistful dream of the Northern Twilight had at last faded before the approach of the solemn and
vibrant midsummer night. The scraig to the newst still lifted a throbbing outline against the faint red glow that

would scarcely die befe the opening of the more fiercely kindling eyes of the dawn. For during the month of June

there is but little night in T#Connaile. Over the sea hung a few immense unblinking stars, cencers of peace that seemed
to be swinging in an enormous and langtngthm, spilling their silver smoke of dreams over the seas and hills of

Eire 100

The vivid description of Ireland's west coast, as seen above, did not come from Arnold Bax,

composer but rather his literary alter ego Dermot O'Byrne.

The name 'Dermod McDermott' began in June 1905 to be recorded under passages of Yeatsian verse in closely written
notebooks. And gradually, under the triple aegis of Yeats, Synge and AE, a secdnd BlfaryDoppelgangei

began to emerge in Bax's personality. Dermot O'Byriiee name he finally usédwas the measure of his affection for

things Irish and was partly a cloak to conceal his other self, Bax the musician. O'Byrne was the true projection of his
Irish/Celtic ®If as far as he found it pgible to give it form and shape, and beneath the wild extravagance of language
there hid a sensitive and visionary soul. Most of O'Byrne'’s literary work has been collected into the three titles that can
still be found in Dublin bookshops. Of his verse Aob@ks a selection entitlseafoam and Firelighvas published in

1909, the second of th@rpheusseries, 'devoted to work by artists who desire to give their productions an atmosphere
more spiritual than that which is characteristic of the present agefamost contemporary art' and the product of the
combined efforts of Clifford Bax and Edgar Daviés.

Up until the bloody Easter rising of 1916, Bax's ties to the literary circles in Dublin tightened
and while the island gave the composer Bax endless inspiration for works $truthasted
SummerndIin the Faery Hills he was mostly known as a writer in Dublin where in 1911 he had
rented a villa after his brother Clifford had introduced him to the social elite of the city. When the
First World War broke, Bax seemed to distance himself from the news that came frora &ualop
continued to live a rather noriride since he had avoided conscription. It would be ultimately the
happenings in Ireland during the Easter Rising in 1916 that would finally break Bax's world. Bax

had managed to meet wiltadraig Pearsg18731916), the poet, nationalist, political activist and

% Bax, Arnold.Farewell, My YouthLongmans & Green and Company 134314

1000'Byrne Dermot.(pseud.);The Servant of the Bishof@xtract) published i@rpheusNo. 16, Oct. 1911, p. 345

101 scott-Sutherland, ColinArnold Bax J. M. Dent 1973 A9, Apart from Yeats, the enigmatBeorge Russel(1867

1935) or AE as he was known in literary circles dabn Millington Synge (1871-1909) played a big part in the

devel opment of Bax's/ O6Byrneds work. Orpheus was a the
1907.
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one of the leaders of the Rising and his execution along with fifteen others and the ensuing trauma
on Bax was to produce a number of works more and less directly linked WiAlithough Ireland
was on its way to independence, for Bax this event signaled a change in his life and Ireland, though
always irreplaceably a part of his life, was to slowly fade in importa¥eeerthelesshe continued

visiting Eire until his death.

This west of Ireland atmosphere is hovering between the world we know too well and some happy otherworld that we
begin to glimpse when we are growing up but never ré&&ch.

Bax, 1929

This short quote from a letter Bax sent to his partner Mary Gleason in 1929 encapsulates quite
much of the man. It is not just that in Ireland he found an almost spiritual haven and boundless well
of influence, but the way he took to the country ikng of a man who his entire lif&ould much
rather live in dreanthan in reality. While a large part of that dream shattered in the Easter Rising,
he would never forsake Ireland completely and it would be on the emeraihiesle he died in
1953.

Apart from Ireland Bax would have two other influential escapades outside England in his
youth, a short while spent in Dresden fresh off his studies in-Q9@hd another, perhaps of
greatersignificance, in Russia and Ukraine. While the Wagnerian influences were strong, especially
in Baxodés early compositions, he would not gai
and the time spent there was perhaps not as rich in musiwas iit social relation¥ The trip to
Russia and Ukraine was definitely of more significance. Although initiated by a stormy romance
with a Ukrainian girk who upon having to return to her home country was escorted there by a
determined Bax, the trip brought the young composer to St. Petersburg in 1910. The sights and
sounds of the city and especially a performanderivfce Igorby the Russian Imperial Ballet
Company made quite an impression to Bax, who would after one year in 1911 encounter
Diaghilevdés ballet i n L ogsiytballetTamadg whichmgrversae a | a
performancé®St . Petersburg changed into the Ukraini

found an old friend who she quickly got engag
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landscapes of Ukraine combined with painful emotions however fuelled an early key work of Bax,

the Bt Piano Sonat&®®

Oh! Loubya was like a naiad for beaiitya golden Roussalka with iddue eyes! Lured by the fascination of her
nationality and history how easily did | slip into absorbing love of harbisastrous and humiliating adventure, but
one that | have nevergeetted, since it brought many an enlightening experience which | might otherwise have

missed®’

Of Baxo6s early work the strongest -peemp hasi s i
culminating in the trio oGGarden of FandTintagelandNovember Woodsomposed towards the
end of the 1910s. These were however preceded by quite many more, strongith€eléd
works. CathleenNi-HoulihanandInto the Twilightwere written in 1905 and 1908 and represent
Bax6s early musical answers to his discovery
Elgar who later would speak of the young cosgrao Henry Wood which in 1909 led to the
commi ssion of an orchestral work tad%Thibhe 1910
commission wa# the Faery Hills a popular work played thereafter three more times in the same
series, in 1938,39 and 4%2Al t hough this fCeltic movemento i
personified in Bax, a few of his colleagues caught on to it as well, Granville Bantock and Paul
Corder (Frederick Corderé6és son) to name a few
works appearedlhe White Peagevhich Lewis Foreman has called the composers most famous
song, as well as the fomnovement String Quintet of which the second movement later became the
Lyrical Interlude GP 261. The String Quintet is accord
extended instrumental work in whichtheselv i dent Al ri sho fl avour off
writing rather t%hAa earlyitrio toi viblm,rviblaadnd peaoolhadwappeaced
already in 1906and apart from the quintet the first version of th&/iblin Sonata from 1910 as
well as the Four pieces for flute and piano from 1912 should be mentioned. The early Concert Piece

for viola and piano will be analysed later in more detail.

One of the most important persin Bax's entire lifeif not the most importantyasHarriet

Cohen(18951967) acomplex figure in many ways and especially in her relationsiilpBax.

106 CSS 2628

07 Farewell, My Youtlp. 64

18CSS3536,Pr omenade Concerts or OPromso as they are referr
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Upon returning to England from his frustrating trip to Russia, Bax had made the acquaintance of
Elsa (or Elsita as she was known in the family) Sobrino, the daughter of Carlos and Luisa Sobrino,
a Spanish concert pianist and operatic soprano residingmpstaad and on good terms with the

Bax family. Things progressed quickly and Arnold's and Elsita's wedding was celebrated in 28
January 1911 The pair had two children, Dermot Colum, born in 1912 and Maeve Astrid, born in
1913 (the names alone give away Arnold's influence on the naming). Bax had met Harriet Cohen

sometime in 1913 and latest in 1915 he had become irresistibly drawn'té dseForeman writes:

His attraction to Harriet Cohen was in the open by now, at least as far as his wife was concerned. Yet she appeared
unwilling to accept or realize the seriousness of the situation. To her, marriage was, and always would be, sacred, and
nothing could justif the breaking of so holy a promise. Arnold had once acted passionately towards her, and she
attributed his change to his moody personality... November 1917 was an unhappy time for Bax. He was faced with
making a choice between wife and children, and EarriBax's mother, in particular, was devastated and certainly

Harriet Cohen was not welcome at Cavendish Square, where Elsita went with the children... On 4 June their (Baxes)
father died, ending the regime at Cavendish Square, and subsequently chitsing find accommodation in Golders
Green, where, supported financially by Bax, she lived in an atmosphere of bewilderment and bitterness until her death
in 1947. She would have nothing to do with divorce, but clung to the belief that she could ghlichigh. It was

generally bekved that she was catholic and that this was the reason. However, she waithmigh Bax found it

very convenient for that impression to be retained by his intimates. In this, one cannot help feeling that she was playing
into Bax's hands, as she prowide@m with an unanswerable excuse for nearly thirty years for not making another legal

liaison113

Bax would be professionally linked with Cohen his entire life and most of his piano works are
written for her, culminating in the two massive conc&ymphonic VariationandWinter Legends
While the romantic part of their relationship cooled through the years with Bax beginning to spend
more time with Mary Gleaves, whose existence Cohen brushed off teSatb#érland in the early
sixties decisively, itheyneveiheless btayédsintemwinedueti,Baxsy d
death with a late decisive episode occurring during the recording of Bax's music for David Lean's
Oliver Twistin 1947

The recording of the Oliver Twist music was the occasion of Harriet's discbveryugh the publication of the will
of Bax's wife's death. She immediately imagined that Bax would marry her. 'All she wanted was to be Lady Bax', a
friend remarked. He rested the suggestion, and eventually had to disclose the fact of Mary's existence. A tumultuous,

histrionic row ensued, but Bax wrote to Mary, telling her that he was not proposing to anyone, but if he did it would be
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to her. Later that autumn, while carrying a tray of glasses, Harriet fell and severely cut her right wrist. Her ensuing
incapacity as a pianist directly affected her ability to perform Bax's music. This fact and the watétgriceffoncerto

that he subsegntly wrote for her did his own reputation considerable Harm.

Cohen's reputation and influence extends far beyond her complex relationship with Bax. One of the
major British pianists of her timehe was also an active socialite who had close ties with

composers such &artok Sibelius and Waltgrwhile many like Vaughan Williams, Ireland and

Bartok (not to mention Bax) wrote works for her. Her other great achievements include the
organizing of concerts to savewishscientists from th&lazis in cooperatiomwith Albert Einstein,

who recall ed henro avsit'téastwedas thegplomotion df Sqvietanusic on the
western side of the iron curtain. A fascinating person, she was close with many leading personalities
of her day and would receive medalshohorin many countries, including Finland, Brazil,

Belgium and Czechoslovakia, not to mention her appointment to a Commander of the Order of the
British Empire (CBE) in 1938. She died in 1967 in London.

After the breakup of Bax's marriage and the Easter Rising, not to mention the death of Bax's
father, the early 1920s brought on the beginnings of his symphonic cycle. The partly accidental
origin of his First, discussed later in this papesisto lead to one of his defining works, a cycle of
seven symphonies that is matched in English music perhaps only by the nine of Vaughan Williams.
Bax would never be a prolific choral composer but one of his few works for unaccompanied choir
ranks among himostbeloved in any genre, tiMater Ora Filiumis among his more important
works from the early 20s and was inspired by a performance of the Byrgdiitvass:t’ The trio
of Garden of FandTintagelandNovember Woods ad made Bax0s reputati ol
thought of his music as meandering and lush-fmaiating is much owed to those works. The
troubled origins of November Woods, Bax making the choice between Cohen and his wife and
family, were naturally noaccessible to the concert audience but the personal pain combined with
Bax06s emer gi A%Ymadethe workeuceedssfyllasis mirrored in the concert review of

the premiere in Manchester in 1920.

It is strange, by the way, how slow the average mind is to see the imagswggestivenessf musical discord. There

are things in O6November Woodsé that mad-protestinglytmf n peopl

amusedly. The equivalents in an autumn séethe clashing of different lights, the harshness of line and ofdsofin
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trees buffeted by the wind, the discordant cries of bindsuld appeal to them at once as full of spiritual beauty and
mystery. But let two tonalities clash in an orchestra, and these people hear nothing but the physically discordant effect.

It sets up b emotional reaction in them, evokes no imaginative vision.

Other key works following the tone poemsentioned previous|yverethe two major viola

compositions. First the Phantasy for Viola and Orchestra in 1920, known first as Concerto, and
following in 1922 the Sonata for Viola and Piano. Both works were written for and premiered by
Tertis. The dark Piano Quartet as well as@®e Quintet followedand proving that the Irishness

was still strong in him, Bax wrote the Three Irish Songs in 1922. All of this was to lead into the
summati on of theombmgoetréagebdbjrshe First Symp
Foreman goes as far as calling Bax, fpossibly
19222 329 @ertainly all the aforementioned works were being performed by the best powers

availablein the countryduring those years.

Certainly the years 1924 and 1925 mark a watershed in
friends, and travelling a good deal, he was ceasing to enjoy the serenity that had followed his separation from his wife.
The cause of his sliress was his relationship with Harriet. Publicly their names were bracketed together, and remained

so to the end of his life. But it would appear that Harriet tried to dominate him and there were tumultuous rows. All his

life such crises were shatterifay Bax, yet he would neither drop the person with whom he was in conflict nor give up

his point of view. Harriet had never been strong, and was in poor health, yet in spite of this her manner towards the
composer increasingly caused him much anguishw&lsebecoming possessive with regard to his music too, and tried

to organize his artistic lifeattempting to forbid him to write for certain instruments. Probably the most significant

symptom of this conflict was her insistence that$lgenphonic Variatiomshould not be published but retained by her

for her exclusive use. Bax complied, and this was dire

was nearly responsi bl e, ul ti mat el y, hotise wasbdmbedith 89%% r uct i o

Towards the | atter part of the 1920s signifi
productive part had produced the first two symphonies that, while not directly or officially, still
seem to reflect the compo&eemotional turmoilWith 1926 Bax produced a few smaller works of
importance, th&omantic Overturéor small orchestra and piano as wellMdalsinghaméor tenor,
chorus and orchestra after the poem by Sir Walter Raleigh. The major work of that year was the
Third Piano Sonata whicshowed the slowly fading Irish influence, as is observed by Norman

Suckling: Athe characteristic Baxian mel odi es

119Newman, ErnesiThe Philharmonic ConcerBunday Times 19 Dec. 1920, p. 5
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characteristic arabesque descending to this pivotal note by means of an avoidance of any of the
upper harmonies implied by it??A¢tmilgholidaylhads away
brought Bax to Scotland in 1902 and in 1905 he had ventured through the coast of western Scotland
finding the scenery fascinatiig® This in mind he would set out to Invernessre in autumn of
1928 with the sketches of his Third Symphony, settling in Morar, a small town on the northwestern
coastfamoufori t s Awhite sandso. The reintroduced in
first Northern Balladfor orchestra, of which he was to write three in total. 1927 had produced the
Fantasy for harp and viola, written for the harpist Maria Korchinska, who together with her flutist
husband (together known as Count and Countess Benckendorff, but usingchm$lar artist
name) had emigrated to Englaindm Russiaduring the 1920sThe same year also saw Bax
appearing as a pianist in another work tharotis, playing the Delius First Violin Sonata at the
Blackpool Festival with violinist Mary Harrisof?? Bax had first met then 2gear old Mary
Gl eaves in 1926 through a s ha¥adlhoufh:Baefmsdt, Bax©o
ventured to Morar alonebeginning in 1930 he would do his annual pilgrimage with Mary
accompanying him. What had started as a friendship deepened into a real and lasting love as
Foreman has described their relationship towards the end of the'#920s.

The symphonic journey is recalled in more detail later in this paper and while the middle and
| ate period of the composerds oeuvre is domin
write a number of other important works during the 30s. Antteeyne wrote in 1984 ima
assesnent of Baxds cent enarWinterlfiegeadahdahe 8xdh ac hi ev en
Symphony do not reverse the downward curve that set in towards the end of the 1920s, and works
like theSinfoniettaandA Legendnly confim t B2 Whiledhe Sixth, premiered in 1935, is
generally thought of as Bax6s | ast Threnbdyandi ¢ z
Scherzothe Violin Concerto and the Seventh Symphony, not to mention his music for the film
Oliver Twist And if one reconsiders the preceding first five years of the 1930s, based on works like
theNorthern Ballad No. 2ZThe Tale the Pinérees KnewOverture to a Picaresque Comealyd
the Cello Concerto, it is quite an interesting take to mention the Sinfonietta alone from this period
while this does not even include the Fourth and Fifth Symphonies. New cooler influences from

Sibelius and more generally the northern I and

122 Syckling Norman.Bax and his Piano Sonatais The Listengrdun 1954, p. 1069
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stylistic searchand he would make one last compositional leap in those years culminating in the
successful synthesis of Sibeliuspired textures and his own late romantic impressionism in his
Sixth Symphony. | n Bia X982sorcmestratédibyrn@phemwho was Bientlse | i u
with the Finn until his death, the Englishman came closest to this late influence in hishsyle.
coincidedwith the Fifth Symphony, dedicated to Sibelius, which also is where the composer sounds
the most like his colleguethough the work works itself into very different waters after the homage

heard in the opening bars. Harri et Cohen r eme

Arnold and | had the gayest meeting with Sibelius at an outside restaurant sitting in the sun where 1 took their
photographs, together and separately. We laughed and ate and drank, and the two composers, who liked each other on
sight, got on famously. | ,member noting how their talk veered round continually to hist@ysubject in which they

were both interested. When the shadtemgthened we went to another favorite haunt of his, the Hotel Kemp (Kamp)

and we talked about literature, art and even wpaldics for hours?

Bax had always travelled a lot. Apart from his adventures to Russia and Ireland in his youth, he
would visit Central Europe regularly and once even Spitzbergen in 1924, where he went with a
Danish friend, Christen Pedersen who had tried to persuade Baitd@n opera with little
succesd?’ Bax did have plans for several operas in his youth but that genre was to remain empty
for him his entire life. Two important cello works were written in the early years of the 30s, the
Sonatinafor Pablo Casals and the Concerto for Gaspar Cassado. Anotlers work is the 1937
Piano Sonata, subtitled ASal zburgo. The neocl
since he himself remained distanced to the more famous composers associated to that style,
hi ghlighted by his gqootSe hofnblee i Naertiele®Bcaler o &0t €
are strong traits in his later works that bring to mind Stravinsky and even Ravel. He had met
Szymanowski and wrote hi%/inter Legendsimultaneously with the Polisho mposer 6 s Four
Symphony, coincidentally for piano and orchestra as ##€llhe Salzburg sonata is not the
neoclassicism akodaly or Bartok,but more like the nedMozartian works of Richard Strauss from
his late phase and much like with fBeerture to a Picaresque Come@ge p. 9) there seems to
be almost a will to prove to audiences that, if needed, he could be as clever and skillful as his

German colleague.

128 Cohen Harriet. A Bundle of Time: The Memoirs of Harriet CohEaber 1969. 208
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Richardson (Alan Richardson, an old Academy friend of Bax) met Bax on a bus some time in the early summer of 1937
and enquired what he was writingthat time. Bax replied that he was at work on a pastiche eightesmttiry sonata,

a reply which caused much amusement 4dmarchBax wasi wél | Hlo
there survives a man umavamendtS oinra tfBlaaitd sfiEh&dnezdbtonjétgrea) cifca u r
178806 ( Al | & bentoespnessive Miruetand Trioi Rondo). At the head of the score Bax has written

6aut hor unknowno. Bax was not completely successful i n
pastiche is delightfully clever, and various progressions and his use of thaiedylionately give the game away.

Quite why Bax should have put himself through this exercise is unkfgwn.

After the Violin Concerto, written fadaschadaifetz who never performed the work, and the
Seventh Symphony from 1939 there didndét seem
poignantly as Bax was finishing the quiet serene farewell to his last symphony and the next year his
mother, whohd t hr ough Ar n oéldaddshipasugport€d the twb, passed asvay.

Two indescribably major blows for Bax who wro
poignant loss inthatthegreast of us al | i's no more é It see
Yeats will never write another | ine of verse.

achieved a record in pleasing four generations of poetry lovers; even the most recentetéude
reverenced himdé. | n optreod |tah ante dn odtD ecant en soifn gal eGr
cr azy ¥Wbhelbng hodtalgic tone poethelast one Bax would write in that genre so closely
associated with himALegencc ame i n 1944. Otherwise the 1940 :¢
note but Bax did, as For e man wntehis memoifs.rPablisadn| vy a
in 1943,Farewell, My Youthwas a popular success and reprinted twice in the first'y€ahe

musi c t o DOedvfiimdOlivereTwisti gerhaps the seminal work of the 1940s for Bax,

though strong musically, the task was anything but pleasant for Bax, who complaiied have b
i nveigled (not to say bullied) into writing m
Dickens that | most dislike, and there is no music in the subject at all. So | must think of
counterparts in sound avége caitobns.rTlepreémniercaisnsdppdien tol a n
be at the beginning of March (the usual inconsideraehry but | was not t o be
recal ling: Al am still plagued by the Oliver
musici a very thankless task as there is no music in the subject. | cannot imagine any subject more

unsuited to m 139

12 F 312
133 F 320, Yeats died on 28 January 1939.
134 F 324
135| F 346

44



The one thing many do remember of late Bax is his knightim@837 and the subsequent offer
to become the new Master of the Kiadviusick in 1941 after Walford Davies, the preceding

composer in that role, had died. Sestitherland writes:

The position, like that of Poet Laureate, entailed little in the way of onerous duties. As a focal point of national musical
tendencies and as a repository of characteristic national culture the post had been filled in the past by such men as
BoyceandElgr . That Bax should have been chosen to filldl t he

Yet the mantle of Royal Musician fell awkwardly upon his shoulders. Even the rignosof the post were

uncongenial to Bax, who disliked publicity atie necessity of adhering to plans or timetabfés

Problems with timetables aside, it is interesting to think in retrospect that Bax, the almost pagan
composer with ties and sympathies to the Irish revolutionaries during the 1910s would later be
chosen to this most conservative of roles in English musiéréd/ Mellers did note this when
writing in 1947, AOne cannot help thinking it
gods and satyrs should become the h®&M™Howeewwed gua
Bax obliged and wrote a number of music for the court, including Fanfares and a Coronation

March, his last work for orchestra finished in 1952. A short work, written to celebrate Princess

El i z aXsbirttdaysn 1947 was thidlorning Song: Maytime in Sussix piano and small

orchestra which is another work in the lineofio z ar t i an musi c much r emi
Concertos from the same years. Harriet Cohen was the soloist in the premiere. Another work of
importance, nowadays seemingly completelgédten, was th€oncertante for Three Wind
Instrumentompleted in 1949 and dedicated to the recently deceased Henry Wood (another blow
for Bax, since Wood had been one of his greatest champions).Saiteéirland has mentioned the
unlikely rumors thatttis threemovement work would have stemmed from material meant for

another symphony, though these have remained unconfidhed.

Bax died inCork, Ireland on Saturday 3 October 1953. While the last 15 years of his artistic life,
despite continuing performances of his work, had been tough for the man who had watched the
world grow out of his, it is still fittingly beautiful thdte would leave the world in the place that had
formed and shaped his art like no other. Even more fitting was that the last performance he had
witnessed had been on the previous Tuesday when the Radio Eireann Symphony Orchestra played

none other than th@arden of Fandn Dublin. His last evening was spent gazing at a the Atlantic
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with him apparently being lost in the glorious suri$&The following night he would die in his

sleep. Both a lifelong heaproblem and his extensive drinking had likely been the biggest causes.

I n the i mmediate years f ol playaedregulgrly.BleBBC deat h
broadcasted his entire symphonic cycle between-535&nd Harriet Cohen played tBgmphonic
VariationsandWinter Legends 1954 as well as the forgottéeft Hand Concertanta few times
afterwards. This short revival culminated in the founding of the Bax Society by Clifford Gillam
with Sibelius as its first president. However
while some old conductors stillpragmme d hi m t he critics werenot
review of the performance @ardenof Fand n 1962, conducted by Adr i :
di sguise the banality of its materi al behind
embarrassing glimpse of o nWhilstheBaxreviwalthaEn gl i s h
began in the 60s and 70s has since culminated in multiple recordings of his symphonic cycle as well
as other works, not to mention the two biographies, it feels as though after the early 2000s interest

in him has waned. The firgeneration of conductors, Vernon HandlBgyid Lloyd-Jones(1934

2022) andBryden Thomson(19281991) in particular, that championed his work have died as

have Colin ScotSutherland and Graham Parlett, leaving the, as of 202e&4old Lewis

Foreman standing somewhat alone on the bastio
however hat much like angomposer of yesteryear, not belonging in the highest category in fame,

is easily defined by their ncmplifyingraratveathe whi c
composet This is definitely the case with Bax aiichtagelwhich seems to be the only work that

i's played regularly by British professional o
trick ponyo.
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2 Analysis

2.1.1 Works for viola

Concert Piece GP 59

filt reveals gifts and force which look well forthe futére i t br eat hes a spirit al most of

fervid*®pages. 0

Many ingredients came together in the spring of 1904, when Bax finished his first piece for the

viola. He was about to leave behind his studies at the Academy and had just begun immersing
himself in Ireland. Simultaneoustiie young composérad just made acquaintance with the violist

Lionel Tertis, whose presence was to fostkostof compositions for the viola, not only from Bax

but almost all of his contemporaries. Thus, a passionate work that combines the composers early
Wagnerian style and histhemc ent | ri sh influences with Tert.i
the then rather small oeuvre of English viola
concert at the Aeolian Hall in London on tHed December 1904 and held in high regard in the
reviews. I n the RCM Magazine the work and its
interpretation of the eveningd and in the Aca
i al moasltu tried?dightyofdall this it is rather noteworthy that the Concert Piece was not
published until 1999, when Corda Music Publications published the work as edited by the violist

Ivo van der Werff and pianist Simon Marlow who have also recorded it along withehe t o f B a
viola music!#4 Perhaps the composer was not exalted enough with the work and cast his attention
towards new compositions, and similarly Tertis found his attention in commissioning new work

which led to the Concert Piece being forgotten rather quickly. Since the Bagaeely the work

142p S.i The Musical StandardQuoted by Parlett, Grahaimtps://parlettpages.uk/bax/bax3039.html#fagcessed
2.9.2025)

143LF 2829

144The edition appeared as CMP 664 and the recording by the Koch Schwannrgab&iz3
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has been recorded multiple times and with the new edited version in publication it survives well

along the composerds other chamber music alth
The Concert Piece is a continuous-one@vement work written in a somewhat loose sonata

form. Depending on the interpretation it lasts from 12 to 15 minutes much resulting from the chosen

slowness of the secondary theme. Bax often uses a group ofthrethe place of one and his

typical skillful use of harmony allows effortless gliding between these themes. In the Concert Piece

this skill is already in full use and one hears the seeds of his later melodic style, the Wagnerian

chromaticism united witthe folk-song modalism in the melodic lines as well as his trademark

resolute cadential build ups in thematically pivotal moments. Colin-Semitterland has

summari zed Baxd0s melodic style as foll ows:

The most characteristic elements of Bax6s melodic spee
an expectancy which carries the music over the potential stumbling block of theifolkke mel ody. And Bax
harmonic sense is lagty responsible here for taking the strain at moments where it seems he has sung his way into a
melodiccul-desaci whi ch he magically opens by harmonic means. &
melodic line when it has reached full flight andnost imminent danger of collapse (since it seems it has nowhere else

to go). He leaves his line op@mded, notinendlichas in Wagner, but with a cadential expansion into the harmonic

ether that might lead anywhere. It is opEded, soaring, Scriabinesque, penetrating new strange realms of sound and

imagination*

To the description above could be added Baxé
driving it to a wall usually in a descending passage with a fermata to follow. This and everything
summarized by Scefutherland (although his context is largedséd on the symphonies) is to be
found already in the Concert Piece. Although it is technically in a free sonata form and the work
does not carry any extramusical name, musically it feels like his later tone poems. A fantastic and
free voyage to som@ace with a sad and hushed ending. In a larger and continental context another
addition to the then abundant selection of musical works depicting a (usually) masculine hero
venturing to new adventures and in the end either dying dramatically or consiognéosorrowful
concl usion. Baxés visits to Ireland can be he
group, which the composer himself describedre® @ n mi s t a k a b M§whilstrthe sest oft h e m:

the melodic material is more traditionally lateamantic in style.

145Css 125
146 program noten the concert held in the Aeolian Hall, Londdhas December 1904.F 28-29
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eased by the sparse texture in the piano accompaniment. The fbanata good example of Bax ending a melody by

driving it to a wall, wth something completely new beginning on the other side.

Technically the work is somewhat difficult, but all of the virtuosity is built into the melodies and

t her e i

wi t h

S

Terti

har dl

sbs

y

per mi s s i oimtolagh cegistenhitteg the < thted e

anything

n

t he

texture

t hat

vi ol

octaves on top of the low operstring multiple times and once in the climax a third higher an E.

Bax would never be very experimental with his viola parts or use a lot of extended techniques (apart

from somemstances in his later orchestral writing), which results in a largely monophonic part that

lends the piece possibly to be arranged to a wind instrument. The few places that differ happen

towards the end of the piece in succession preceding the resudatiegsecondary theme. One

repeated sixth doublgtop is followed soon by a pizzicato chord and then two flageokets It is

not known whether Bax had any larger plans in the compositional phase of the work, but the

abundance of melodic material comdxhin the long and free sondtam arc would hint towards a

larger piece. As stated, the piece itself waited almost a hundred years for publication and perhaps
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despite the eager reception Bax was not entirely happy with the work letting it fall in the shadow of
his upcoming work. The excess of melodic material in the Concert Piece is perhaps its biggest
challenge and requires a delicate and careful planningdfitterent tempi to make its rather

rhapsodic nature flow effortlessly.

Phantasy for Viola and Orchestra, GP 235

After the wellreceived Concert Piece Bax and Tertis would part ways with the falovely
beginning to form his musical language and the violist concentrating on touring with Thomas
Beechands orchestra as well as his exggpwing soloist career. Both men avoided active service
during the First World War, although Tertis was appointed duty as a patrolman which he performed
whilst simultaneously giving recitals. Among the many refugees frontaifeEurope in London
was Eugene Ysaye, the famous Belgian violinist. For Tertis this gave an opportunity to collaborate
on musical terms, and thedwvould perform chamber music together and also memorably combine
forces in Mozaids Sinfonia Concertante in 1916, an obscure work still at that time but fiercely
championed by Terti¥'” By summer of 1920 Bax had already formed a close relationship with
Harriet Cohen who as an active chamber musician also performed with™&siisit was through
her that the two men finally met again and thestablished contact would lead to the creation of
the composers two most important viola works, the Phantasy for Viola and Orchestra and the
Sonata for Viola and Piano.

The Phantasy was written quickly during the latter part of 1920 and the premiere took place on
the 17" of November 1921 in Queens Hall, London. In the original premiere the work was still
known as Concerto in D minor which the composer later changed into Phantasy for Viola and
Orchestra perhaps to better suit the worksrmogement form. The Royal Philhaomic conducted
by Albert Coates was in charge of the premiere with the concert also including Rintskys a k o v 6 s
famousprocession of the noblém the Golden Cockerehs well as two other English works,
Josef Hol br oUlaleméasn d ofree ¢ eor@meldarin@tad First Guékso in
Sping The concert ended with Brahmso6é Third Sy mj
by the papers with surprisingly lot dedicated to the Bax premiere. The reviews themselves were, if
not glowing in praise, stild!l affectionate tow

reputation of the viola as a solo instrument raised more speculative tones.

147 Tertis 3839
148 Cohen, HarrietA Bundle of Time. 73
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English music was given us by the Philharmonic Society

Del i us, and the novelty was Baxods Concerto in D minor
The music wagwooRlaxdés, it tdhe responsibility must be Mr.

just as some perfectly nice folks have an eccentric taste for begonias, Scandinavian novels, or holidays in caravans. The
shy instrument does its best to ovenena natural diffidence and play up to his belief in it. (Notably it rewards Mr.
Tertisds bow and fingers with a beautiful, unique tone
in the drawingroom of the concerto. Itwouldbehgp er at a task in the back of the

gardening glove¥?®

The viola is commonly regarded as a grave companion to the violin, fond of its lower register, and of solemn thoughts.
But Lionel Tertis, the finest player of this instrument known to the musical world today, has always claimed attention

for its upper notg, and Arnold Bax, whose concerto Tertis introduced last night, evidently does not regard it as

necessarily a solemn instrument. Not that he lures it into unworthy frivolity. He makes of it a blithesome, intimate, and
even confidential friend. The musictinged with the warmer hues of Irish folksong and dance, though not to the extent

of employing authentic folk tunes [sic]. The work is concise, none too long, hauntingly beautiful in its melodic outline,

and it was played in masterly fashion by Mr. Tenth Mr. Albert Coates conducting. The only doubt arose at some
points where the viola tone did not seem to come throu
position in the hall, for Tghtit®dsidtodnehienbuoldi pgedae
alike for Coates, Tertis and B&X.

€ unquestionabfMr.Bax 6s greatest achievement, for he has not on
instrument, but he has succeeded in a sphere where other composers have failed. The tone of the alto instrument is not
powerful, but in his D Minor Concerto the orchasis used with such skill that the tone of the solo instrument is never

submerged>?

The Phantasy is written in one long continuous movement which is actually divided in three
movements that are linked together without break. Bax uses a somewhat smaller orchestra than in
his tone poems with standard double woodwinds (with the additiarthird flute doubling
piccolo), four horns, two trumpets, harp and strings. The timpani is joined by cymbals and side
drum. Both the form and the instrumentation are somewhat unusual for Bax who in his concertos,
like in his symphonies, favored theenly threemovement form and at this point had just finished
writing his excessively orchestrated and most famous tone poems. The Phantasy was however the
composers first proper concerto excluding the Symphonic Variations for piano and orchestra from

1918 and khof his symphonies still lay ahead at this point. Unlike the late concertos that came

149 Chapell, RichardCharming New Concerto by Mr. BaRaily Mail 18.11.1921 p. 5
150 Evans, EdwinPall Mall Gazette 18.11.1921 p. 9
151 The Scotsman 18.11.1921 p. 7
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towards the end of Baxdéds symphonic cycle and
1920 he was still in his ACeltic dayso and pe
woven in long melodic arcs despite the underliningdid form. In this sense the work resembles

the early Concert Piece that also feels much like a long phantasy although supported by a, albeit
loose, form. The instrumentation is most likely a direct result of the viola and its middle and low
registers thagasily drown under any heavy orchestration.

The piece opens with a brass fanfare which is then concluded by a long opening solo cadenza by
the viola that leads to the first theme. The first part or movement of the work is dominated by the
centr al Amain themeo of firstmevenvent.dolhisratherrs@mbar theme t h
contrasts witha typical Bax dance which at times almost turns into a waltz. The first time the main
theme is heard it concludes the first movement by leading the music into a somewhat dark
intermezzo with ponticé strings and a military trumpet possibly alluding to the recently ended
war or, more personally to Baxhe Easter Rising. The opening theme is heard a last time in a very
recitative form, and it concludes straight into the second movement. The second part of the
phantasy is a romandi&ge slow movement centered around an Irish theme that is notably the onl
time Bax ever admitted to alluding to an original folksong. The sérafpailin donn deas na
gciocha bangdThe Pretty BrowrHaired Girl of the WhitBreasts)was described by Bax as a
Al itt]l e -skonn&pioike irftheln KMemoriamsextet (GP 190), Bax yet again alludes to the
climax of the lovetheme in Garden of Fand here, disguising the motive in the middle of the
folksong.Another intermezzo, this time a long solo by thearglaiseleads the work to its joyous
finale highlighted again by a 6/8 dance. In the last movement another folksong is quoted when
towards the coda of the work the low strings play the opening bars of the Sinn Fein marching song
Amhran na bhFianif A S o | di,¢haté 49268became)the national anthem of Eire. Lewis
Foreman has added thatthisviaa pol i ti cal aside that wadk not
nothing of it was mentioned in the original program nétéalthough the slow movement has a
throughout elegiac tone and parts of the first movement sound somewhat gloomy, Foreman has

concluded it to be fABaxo6s %nly completely joy

152 Chandos recording (CHAN 10829)
153ibid
154| F 176
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Ex.6 (A2 Cailin donn deas na cfocha b,

Viola

(Ex.6) A comparison of the folksord c hai | 2 n donn dasiaappearsin tigedhaotasy end it cBiginal 6

form as notated by the Irish antiquarian George Petrie (1886)>°

When compared to the other viola works of Bax, the Phantasy stands out as being not only the
largest (although the viola & piano sonata is longer in duration) but also the most difficult. Long
stretches of the work are given to half cadelikgasegme t s t hat showcase the
Most of the time the melodies are written very high and both contain and often conclude with
doublestops. Like in the succeeding sonata of 1922, there are difficult passages of high register
octave doubletopsand the whole work ends with large arpeggiated chords leading to a final low
D. Paradoxically the dances are not technically difficult in comparison and pertainlizdolk
semplice quality in their usual 6f8arcatoruns. Although Tertis was congratulated in The Times
review for his playing on the highestdiring, it is necessary to underline the difficulty of the long
passages spent in very high registers that are almost more reminiscent of a violin concerto than a
viola one. Still, the work highlightdé e whole spectrum of the instrument and with its strong
melodies as well as vivid dances it should be counted as one of the key viola concertasoidhe

oeuvre.

1%5Ccss 81
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M.M.& CP sz Printed in England by Augener Lfd, Acton Lane, London, W4

(Ex.7) The ending and coda of the Phantasy showing off the extremely demanding high octaves (beginning 8 bars

before Z). The amount of doub#ops is notable since Bax rarely uses them in his other viola parts.

Sonata for Viola and Piano, GP 251

Both biographerd=oreman and Sce8utherland have held the Sonata in high esteem, underlining
its importance and pr ai ®¥1GmhamParlatswhoinnmostof Bax 6
remembered through his comprehensive catal ogu
stating it as beingl doead ol adhBax toraughpdose@.r 6 s be
establishing his contact with Tertis and having just finished a-lsecgle work for the viola, was

perhaps perfectly situated to write the Viola Sonata. By early 1922 when beginning his composition
of the sonata, he had already writtem twolin sonatas and two piano sonatas, as well as his First
String Quartet. Situated in the midst of his progress from the fantastical tone poems to the more
absolute symphoni es, both the Phantasy and th
The premiere of the work came quickly on 17 November 1922 in the Aeolian Hall with the

dedicatee Tertis on viola and the composer playing the piano. Tertis remembers playing the work in

Wigmore Hall with Bax in a recital that included his arrangemertt@Bach Chaconne as well as

156 CSS 63
1571LF 185
158 https://parlettpages.uk/bax/bax2024.h{adcessed 2.9.2025)
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another arranged sonata by Martini. In his customary assertive style Tertis recounts having
addressed the audience, saying Al was sorry t
told me he could fill the hall by giving away free tickets, | preferto follow American practice

and play to those who t h®%Degshitethis dtarrence the Sonataw o r t
was successful enough to be chosen for performance at the 1924 1.S.C.M Salzburd®éstival

to be confused with the Opera Festival held in Salzburg) with other contemporary wcaksadoyg
others,Kurt Weill and Ernst Krenek in the same concert, presenting a quite notable stylistic contrast
bet ween Bax06s fAbrazeno r omadpaithcaitsonm aa n ds thyil se .c oE
Symphony was also featured in the festival program but strangely neither of his works were
mentioned by the English writer and critic Edwin Evans in his articles on the festival, despite his
affinition with Bax16*

The immediatehange in formaih the Sonata is the placement of the fast scherzo as the middle
movement while the work is otherwisastin the customary three movements. A rare choice
contrasting with B alikeramartes bs his centfal mavements. mhg findle i€ a m
then a slow and dramatic movement while the first movement is presented in usuafsomata
Formally and musically the work brings to min
form with a scherzo as the cealtmovement was already us€dTheviola sonatas built around a
dreamy main theme that both begins and ends the first movement and is also heard as a coda to the
finale. The piano accompaniment to this theme, rising from the lstvid in a hesitating but
beautiful fashion, consists of tightly cangcted chords written in an almost indistinct high register
giving this theme its particularly memorable atmosphiie.heard throughout the movement and
the development section is also built around it. As a contrast the secondary theme is surprisingly
elegiac and is first heard in a more hesitant mékehform (Bax even instructs the pianist to play
the8note rhythm fAimonotonousl|lyo) and straight a
emotional center of the whole movement. The climax definigehgached in the end of the
development section after a virtuosic dousiep segment culminating in high descending octave

doubled motive which then gradually slows the music as it reaches the recapitulation and the

159 Tertis 55

160 The International Society for Contemporary Music. The organization was established in Salzburg in 1922 as
Internationale Gesellschaft fir Neue Musik (IGNM) by the Austrian compgegen Wellesz(18851974) following

the Internationale Kammermusikauffhrungen Salzburg, a festival of modern chamber music held as part of the
Salzburg Festival.

161 Evans, EdwinAfter the festivalsModern Music, Vol. I, No. 3 (November 1924), p. 23

162 This sonata written a decade earlier (revised feverishly by the composer) also shares musical similarities with the
viola sonata in its handling of thematic mater@iiginally composed in 1910 (GP 124), Bax rewrote both its second

and third movements from scratch in 1915 (GP 166) and revised the sonata twice later in 1920 (GP 236) and finally in
1945 (GP 361).
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reiteration of the secondary theme. Gradually the movement calms and ends with the opening main
theme while the piano part ascends step by step to its opening heights.

I Arnold Bax
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(Ex. 8) The opening of the sonata with the hiike piano part and the main theme of the movement. This theme can

definitely be held as one of the best Bax ever wrote for the viola, if only how well it is written technically to fit the
instrument and supported bynotat-all intrusive piano part.
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(Ex. 9) The climax of the first movement with the aggressive destiips accompanied by sharp eighth notes leading
to a slow pesante section that concludes with the dramatic octave figure in the violas answer (three bars after the
doublebar ). Note kdalngo fibaxwdGsalrhardo in the bars |l eading up to

demanding height the viola part has to ascend prior this.

Around ten minutes in duration, the first movement is also the longest of the sonata. The
subsequent scherzo is shorter but nothing less in difficulty and definitely one of the most fast and
virtuosic movements Bax ever wrote. If in the Phantasyuppased fast and rhythmic parts were
comparatively simple and if of-rotemuisgiveithc t he con
movement an almost diabolical quality. The music starts with accentuated short notes on top of a
constant tremolo from the piaunder which the8note accompaniment soon appears. Consisting
of parallel tritones it clashes with the main theme of the movement, a kind of a minor dance with a

dance macabréeeling to it. This dance gradually changes with new motivic material added to it,
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most importantly an upbeat figure of three eighth notes later heard in a passionate rendition towards

the end of the movement. Through a pizzicato comment the dance is lead into A major with a short
sort of introductory theme on plucked chords which givag to the theme in major. Through some

more metamorphosing and notably a nastlyponticelloi comment the music arrives at the second

theme of the movement which is at first heard in the still fast ddrytbm and only after some

disruptive cadential segments and virtuosic passages calms down to a proper slow and singing

interpretation. To adtb the contrasting fragility of this section Bax instructs the violist to use the

sordino and has eveddedisotto vocé. An attempted climax ends in questioning trills that signal
the return of the devil i sh ma ready mdntomed upbehati c h

d

motive returns in an expressively singing version and ushers the movement to one last repeat of the

secondary theme. This time it is marked notably slower asL@miio(1/4-note = 88) compared to

its first appearance &5u Lento(1/4-note = 104) and Bax is very clear on halting the music for one

last fiery build up. This last section of the movement is in two parts with the first building up the

tempo through an accelerating continuolis8te rhythm from the viola with added quitiplets

and the second picking up the main theme and shooting it to a presteupliamtal a rather showy

ending. Like in the first movement Bax is very economical with his musical material and shows off

his skill at developing both themes to a long eten
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(Ex. 10) Beginning inPiu Lentothe secondary theme of th& thovement in its full melodic rendition. The theme is
split into two distinct parts withtheppar t begi nning on the wupbeat
handling of melodies is shown off in added ornamentation to the theme whepaheaeturns on the fourth row.
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(Ex. 11) The exhaustingly accelerating ending of thén2ovement which stands out as one of the flashier moments in

the sonata. The flageolets are a clever addition that make the end even more memorable.

The slow finale begins with the piano playing, as in the beginning of the sonata, a tightly
constructed chord and in a rhythm closely resembling the opening bars. However, this time the
radiant g major (with an added sixth) is replaced with a dissdmaonal structure of overlapping a
flat minor and augmented g flat major closely wound in the low register of the bass clef as a sort of
nightmarish distortion of the beginning of the work. The main theme of the movement, played by
the viola, ensues oof this but is also far removed from the hesitant and dreamy theme of the first
movement and sets forth in g minor and with an added markidgatdmatdoy the composer.
Although everything aside of the theme itself seems like a dark mirror of the opening of the first
movement, with theJpart of the finale theme (markeldlce some tranquility is presented to the
otherwise dramatic beginning. It is precisely this latter part of the finale theme that Bax develops
through the whole movement. After two d@iféntly meditative sections, one with hdike
arpeggios from the piano carrying the theme in the viola part and one with a low eftjneton

the viola part accompanying the theme in high piano octaves, Bax pushes the music to a huge
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emotional climax, debatably the biggest in the whole sonata-Setiterland has noted this climax

as being representatively an fiend of a phase
from the opening motive of the sona®aThis is possibly a stretch since its perhaps more accurate

to describe the finale theme, which the composer metamorphoses continuously through the whole
last movement, as being the nucleus from which both the climax as well as the opening theme can
be reghed. This view is further strengthened with the music returning to a, hitherto most calm,
repeat of the finale theme before it slowly and surely finds its way to the opening main theme of the
first movement. The key is found when the first notes of thedditheme combine with a faint

variation of the kpart material. Skillfully Bax makes the music reveal, in a quite naturally sounding
manner, the opening motive of the sonata while the piano part, for the last time, ascends to the

shimmering g major thdtegan the work.

163Css 63
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(Ex. 12) The opening of the last movement shows all the material that Bax sets forth to develojparhefithe theme
begins from the seventh bar in the viola part. Note how the composer disguises the first opening motif of the main
theme in the viola part with triplet to distance it from the sonatas opening. Revealed later in the movement this
opening motif combined with themart of the theme lead the music back to the main theme of the sonata. Like in the

Phantasy the thematic sections in the @ree balanced with caderlilee sections from the viola, seen on the last row.
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(Ex. 13) Towards the end of thédnovement the music finally arrives at the sonatas opening theme. The two first rows
still show the final e theme -figordintheviblapali antthe sepoadrawsetsup owe v
the opening motif while the piano texture regathe chordal rhythm of the first bars of the sonata. Note the similarity
between the finales opening notes and the main themes opening Aated & bar of the last row viola part) when

removed of the disguising triplet as in the begig of the inale.

Considering all the praise the Sonata has gotten over the years, with early recordings by Bax and
Tertis'®*as well as William Primrose and Harriet CoH&ombined with the early performance in
Salzburg and the central role given to it by Bagholars, it can quite easily be raised on the

164 Recorded 1929, ColumbiaNVAX 4949-2
165 Recorded 1937, DoremDHR-7708
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pedestal asepresentative ahe first flowering of the composers mature style. Coinciding with the
First Symphony both works successfully integr
and control of form and material, to be further perfected in his subsequent symplubsi¢oy

scholarly purposes the existence of recordings by both Tertis and Primrose (as well as Bax and
Cohen) offer a great possibility to compare, not only the technical execution, but more importantly
the artistic choices naie by these two great pioneers in the field of early modern viola playing, this
alone serving as a premise for a thesis.

Aswi t h most of Bax6s piano writing, the sonat
the violist. Bax was known as an excellent pianist and the large grips in the piano part were
definitely not written Har r bleskilcoudma striké af®in mi n d ,
either hand and could only cope with the interval in the right hand by placing the fingers
s e p a r &The Viola.part has perhaps not the same traditionally virtuosic passages that are
found for example in the Phantasy (especially
longer duration and lack of pauses for the violist. THevement is as difficult as latemantic
music for the viola gets and both outer movements include the, at this point recurring, high octave
doublestop passages in climactic moments that invite the attention of the listener while being
difficult to exeate perfectly in tune. Compared to the Phantasy the Sonata is darker and more
balanced registaewvise, with few of the themes staying in the violinistic heights and it should be
rather compared to the two ear !l i eadincikemioaet as by
and were also written for Tertis. This Sonat a
a second one, | ater abandoned, would find its

Foreman has summed up the sonatainthecort of Bax6és output in the

The work reveals a genuine poetic vision, and achieves
The music seems to embody a magic, passionately romantic view of life. But it is an introverted, almost melancholy
world that Bax has paintéda world he seems to frequent more and more in his later works, and it is argued here to
perfection. While not overtly fiCeltico i n mamusieat, t he
source, for Bax has admitted none,eveninhest t er s) is indeed Irish in flavoré
writing which is so beautifully sustained in the poignant last movement shows that Bax had finally forged his mature
style. While it may have perplexed some of its first audiermreyfiom Bax was then considered a brash modernist,

this sonata can be seen today for what it is: a romantic and individual minor mast&fpiece.

166 CSS 107 This quote from Sc@&ttherland is perhaps highlighting the somewhat discriminating notion on Cohens
technical skill that circulated in her lifetime. History knows many great pianists who despite their small hands could
execute through technicagrsatility difficult passages that on the outset would seem unplayable. Nevertheless, Bax
would tailor many of his piano parts dedicated to Cohen to fit her strengths and weaknesses, the Sonata for Viola and
Piano perhaps not being one of them.

167) F 185186
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Fantasy Sonata, GP 284

Arnol d Baxo6s | ast sonata f oMhmisfirgtionedndis corssidesably n |l y
different in tone and atmosphere. The immediate differences are in its instrumentation, viola and
harp, and its form, which is in four movements | most r adi cal considerin:
the triadic formHowever as with the earlier sonata for viola and piano the form was already

pioneered in an earlier violin sonata, this time in the Violin Sonata No. 2 written int®Jlte

Fantasy Sonataould also be the only viola piece not affiliated with Tertis who, misremembering

the work as fALegend for viola and ¥ Ehesprata make
was dedicated to the harpMaria Korchinska (18951979)and the violist in the premiere was
Raymond Jeremy who previously had been the de
One of the lesser known British viola players of th& 2entury,Raymond Jeremy(1890-1969)
wasanalumnus of the Royal Academy. Jeremy did his studies in violin (like almost all professional
violists at the time) and only turned to viola after meeting Tertis in the last year of his $t0Hies.

quickly established his reputation as a skilled chamber musician and most famously played with the
Phil harmonic Quartet. Wi th this BMemmindse he w
wel | as the First String Quartet. Lewis Forem

Korchinska that began with her a@ivn England with her husband in 1924.

Two Russian emigrés with whom Bax had become very friendly in the 1920s were the Count and Countess
Benckendorff. They arrived in England in 1924 and Bax got to know them well in 1926 and 1927, and he and Harriet
Cohen were constant visitors to their honear Ipswich in Suffolk. Countess Benckendorff was possibly the leading
harpist of her day, and achieved considerable fame under her professional name of Maria Korchinska. Her husband
played the flute, and when he appeared on a public platform was illédrestantin Kony. Bax wrote works for them

both, but principally for Korchinska, whose harp technique is reflected in his music, for she had a definite influence on
the way Bax wrote for the instrument. Never a composer to worry unduly about the gifficis music for the

player, he was encouraged in this direction by Korchinska making him aware, even more than he had been before (for
he had already written for the instrument with distinction) of what was possible in the hands of a great player. She

henceforth performed al most al/l Bax®'s harp parts at fir

168 Unlike with the first violin and viola sonatas sharing musical similarities the second violin sonata shares little in
common beyond its form with the Fantasy Sonata. The Violin Sonata No. 2 (GP 171) is in itself a fascinating work and
its second movemenbcnt ai ns a rare subtitle, AThe Grey Dancer in
(GP248).

169 Tertis 35

170\White, JohnAn Anthology of British Viola Player€olne, Lancashire: Comus Editia@897p. 143.

171 F 231232
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ScottSut herl and has descri bed t-ted oFaretdtas wh$ arat
context is rather perplexing if compared to the previous viola works, especially the sonata and the
Phantasy/2 The harppart is soloistic indeed, but the viola part is much more restrained and relaxed
than in the previous viola sonata. Whether this is a result of the instrumentation giving more room
to the primary soloist, the dedicatee or a reflection of theatalyer, the much less flashy Jeremy
(in comparison to Tertis) is left to speculation. In any case the harp participates as an equal partner
in the music and the skillful intertwining of the two instruments is definitely the strong point of the
work. TheTi mes descri bed the work as Afull of <char
soundvusically the sonata, dated April 1927, i
era of Bax0s career that perhaps saw its high
Symphony was already in the making and the emergence of calmer texiiBdsedian ostinati
while not clearly evident in the Fantasy Sonata, were pushing away some of the harmonic textural
thickness. The instrumentation itself makes the work seem lighter and clearer and-the four
movement form results in thr erlerelfiefea mdredon mov e me n
rhythmical energy and folkke melodies. Overall the work is challenging in that its heart is the
slow third movement which is also the longest in duration and is preceded by two fast movements
that on surface difir very little from each other. The lack of a scherzo and the somewhat trite
ending to the final movement both highlight the third movement but also perhaps shrink the work as
a whole from its grand outset.

The four movements are |. Allegro molto, II. Allegro Moderato, Ill. Lento Espressivo and V.
Allegro. Bax includes notable slower sections to all the fast movements and bridges over some
movements to create a more cohesive work. The first movememigsdargely to the viola which
dominates the melodic material throughout with the harp only given two short sections of spotlight,
towards the end of the primary fast section and the introduction of theA\sldantecentral section.

The movement is quitieee and rhapsodic with the main theme serving most of the material in the
beginning and in the end. The middiection includes a short bdike theme that is quickly worked

back into the main theme and the proper slow middle section introduced bygh&ea

movement ends with a viola cadenza that dives out of the slowed down main theme. Instead of the
perhaps awaited solution of the cadenza leading directly to the next movement it ends the first
movement on a long-dote joined by the harp. Bax slowtyetamorphoses the triplet motive

followed by a long note into a new theme that becomes the main theme of the second movement

that is then heard in its entirety towards the end of the movement. This theme also shows some

172CSs 98
173 Concertsi Chamber Music by Arnold BaXhe Times22 Oct. 1927, p. 10
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resemblance to the folkineA chailin donn deas na gciocha b&hat Bax used in the Phantasy for

Viola and Orchestra.

| —
# e B e e E—
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Copyright MCMXXVII, by Murdoch, Murdoch & Co. (facorp itk 5 Nurdeck & o) 465

(Ex. 14) The main theme of the first movement.

M. M & Co 485

(Ex. 15) The ending of the first movement with the viola cadenza derived from the main tihesrhas already
morphed into the theme of the second moverntgax employs a less subtle modal approach throughout the sonata and

parallel fifths are excessively used as present in this excerpt.

Following the first movement the second commences with the already revealed theme which

straightaway is cast into a process of improvisation until a majestic rendition of the theme pushes
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the music to a rhythmic presto. The music subsides by the reappearance of the main theme, this
time played slowly, and through a rewinding process it is morphed back into the main theme of the
first movement. This finally leads the sonata straight toltmd thovement. At this point in the

work it has become evident that the first two movements are one entity and the majority, if not all,
thematic material comes from the main theme in the beginning of the work and espetiadlys
triplet-motive. Thus, it can be argued that beyond this-fiaut structure there actually exists the
customary triadic form. Whether this structural choice works for the benefit of the sonata is another
question, but this interesting compositional chdice r e s hadows Bax0s | ater e
in his symphonies and concertos. After the second movement it is also clear that the viola writing
differs somewhat from the previous sonata. The acoustic qualities of the harp allow an easier use of
the midde and low registers compared to the piano and while Bax already wrotkkleatigxtures

for the pianist, especially in the Viola Sonata, here the juxtaposition of the dark viola sound and the
high and clear harp is made evident. Perhaps partly duetodhe p 6s gentl er prese
actual long polyphonic sections in the viola part alone, although most of them appear in the two

closing movements.

Molto pid ;rcntu. d=m

(Ex. 16) The ending of the second movement presents a slowed down version of its main theme which is then worked

back into the first movements main theme making the two first movements like a musical mirror in the process.

As written previously, the third movement is definitely the heart of the entire sonata. A
traditionali for Bax- slow movement that works almost alone as a small romance. Here the
composer becomes nostalgic and especially with the presence of the harp the music regains
closeness to the tone poems of the previous decade. The movement opens with a long harp solo
wherethe main theme is presented. Again, Bax writes a theme that is remarkably close to-the love
theme in Fand, a theme tistems tdhvaunt hs music. Another resemblance can be drawn to the

middle sectiorLento semplicef the Phantasy for Viola and Orchestra that also notably borrowed
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from Fand. The third movement itself is a long phantasy on one theme and additionally to the
earlier similarities, the latter two movements continue in showing a clear connection to the
aforementioned Phantasy for Viola and Orchestra. Perhaps the reesatedsin the harp that

makes Bax compose more orchestrally and long sections of this sonata definitely have a
concertantdeeling when compared to the chamilike sonata for viola and piano. Interestingly in

this sonata the viola rarely accompanies when present which differs from the viola & piano sonata
that had the roles reversed on multiple occasions. The third movendmas it begins, in

tranquility with a long legato ostinato figure running in the harp part while the viola plays the theme
on last time. In spite of the tranquility there is a somewhat stormy res@dkgon in this movement
which gets quite virtuosic ia few bars with the viola climbing as high as the part gets in the whole
sonata reaching the high C three octaves above the cpm@

With the fourth movement the opening theme of the sonata is heard once again but is quickly led
into a folkdance that is more original thematically while still faintly resembling the second
movement variation of the opening theme. The closing movemserkind of rondo on familiar
material and soon the opening theme is heard again while the maintdameeis in constant
variation. The movement ends in a maestoso rendition of the main theme finally in glesbaipF

major that leads the work torather abrupt end.

Legend, GP 299

While Bax would write a second Viola Sonata, it never materialized completely with its material
ending up in his Sixth Symphony, meaning tibugha rather small piece entitledegend he

wrote his last work for viola. Symbolically this work would also signify the end of partnership with
Tertis who after not being involved with the Fantasy Sonata, would return to premiere this piece.
Precious little is known of the origin of this eneovement work. Foreman only mentions its
premiere, which took placelnondonés Aeol i an Hall on 7 Decemb
playing the pianopat*Ter ti s doesndt mention the work at
called ALegend for harp and vi ol ad®Thexbnceeth mo s
was however richly reviewed and most likely somewhat anticipated since apart from the premiere

of Baxb6s new piece, the composer appeared him
concert included sonatas by Mozart and Brahms asl | as John Il relandbs Pi

Bowends Fantasia for Four Violas amdonegandt her s

174| F 435
175 Tertis 35
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Winifried Copperwheat assisted in the Fantasia. Of the concert Clarke has noted in her diary,
| amenPbog: atidi ence and he (oFewhithiisfuythedcondrmetin s e e

the somewhat lukewarm reception of a few critics, notably in The Times:

éit certainly would have been better to have played th
Mr. Tertis time to feel completely at home: for once his playing did not show the expected clarity &nd dasef t h e
Legend)Mr. Bax& work is well laid out, and it was well played, and its rather gloomy mood might perhaps have been
more acceptable with brighter and more cheerful surrounglingé and o f t h dessopportusity than osuaé r a | |
in this scheme of admiring the remarlatbariety of tone which Mr. Tertis can obtain from his instrument, and it must

be confessed that the colouring which prevailed did rather tend to become monéténous

Al though there were more positive reviews, th
memoirs of the evening would perhaps explain why Tertis makes no recollection of the work.
TheLegendwas commissioned by and dedicated to Elizabeth Spi@gokdge, the noted
patroness of music, marking the first of two works Bax would dedicate to her, the second being the
Octetfrom 1934. As a piece the viola work reflects in size the very first Bax wrote, namely the
Concert Piece from 1904 and seems | i ke an app
instrument after the three big works preceding it. Bax would regpdatg us e t he Al egen
chamber works, notably in the 1915 piece for violin and piano and in thiecigémdSonatafor
cello and piano from 1943. Composers from Liszt, Wieniawski and Dvorak to Samuel Caleridge
Taylor and the Finnish Erkki Melant to name a few, frequently used this term to title small
romantic chamber works. It is not different f
Al bumbl @2tt er 0, o-taleiespiedtitles bsed bynRobeyt Sdhuamiarm.yin all they
represent a convenient way of describing small but varyinglyifré@rm romantic pieces
especially common in the late 1800s.
Bax 6s ¢ omp o-snovementmork wsth aadurationeof ca. 10 minutes. Emotionally and
thematically it resemblethe last movement of the Sonata for Viola and Piants procession
from bleakness to light, although it is more complex in content. Although formally rather free and
metamorphic, the work still retains an overt tertiary structure of a slow opening, stormy-middle
section and stepwise calming ending atogue. Like in both sonatas it starts with an introduction
by the piano (orharpn t he ot her sonatads case), which 11
fatefully marching ostinato in the bass. In the latter part of the opening with the inclusion of the

viola the mood changes into a more eledidlaby of sorts. This melody is for Bax surprisingly

176 Quoted bywhite, Johnin Lionel Tertisi The First Great Virtuoso of the ViolBoydell Press 200p. 114
177The Times9 December 1929 p. 10
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|l ice in structure

and counterba

lullaby thickens in the viola part into a sort of cadenza that leads the music into the seicitibe,

marked Allegro moderato (then beginning being Lentd)s faster section springs to life with
another ostinato figure in the piano, that surprises with its syncopated rhythmic energy. After the
build-up in the piano the viola comes in with flashy dotdtigps that signal a dantike motive

which is varieduntil a sudden melody reminiscent of the lullaby but also rhythmically derivative of
the preceding dance appears. Further balancing of these themes leads into a suddeniPiu Lento
section that introduces, on top of dreamy triplets in the piano, ano#mee tvhich, while still
derivative of the preceding material, is faintly similar to the love sopimen of FandA last

fast Vivo develops the latter part of the preceding piu lékeeme and after hearing the dance one

more time a long fantasizing tfe lullaby calms the music to its end.

To Mrs. Elisabeth Sprague Coolidge.

LEGEND

for Viola and Piano.*
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(Ex. 17) The begimingintroduces in the bassstinato the theme of the lullaby and its rhythm is morphed into all the
thematic material to follow. This introduction is the most extended one of all-piané r oduct i ons
and also shows the composers maturke styhere all the thematic material is found packed in the opening of the work.
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(Ex.188)I n t he vi ol ad s -ostimato haa becoene theludathyenpe eViery wed written, it beautifully

exploits all registers of the instrument through a surprisingly simplistic melody with possibkofakinspiration.
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(Ex. 19) In the firstclimax éstaticg , aft er t he | e-hais, theppeniny thénte das morphédagasm s ol ©

but still recognizable.
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(Ex. 20) Finally, completely morphed, the main thematic material has found the heart of the piecepadfeatiiliar
sounding melody reminisceaof theclimax of thelove song in the Fand®

In theLegend Bax wrote a definitely strong and versatile work full of material. While it ends up
into familiar waters, there are also elements that look forward. Especially the relentless ostinato
foreshadows the opening of the Sixth Symphony and in writing a Sogdyistraightforward
theme in the lullaby, Bax counterbalances all the overly fantasizing melodies found in his preceding
viola music, although its elegiac character is familiar enough. Graham Parlett has called the work,
fA rather grim10-minute piecé 1/°which is perhaps not fair considering the grim part arguably
only |l asts for the |l ength of the opening pian
work shows further evolution from the Fantasy Sonata and the thematic material is now clear
packed in the opening bars. The work would be followed by the massive Winter Legends for piano
and orchestra and the Fourth Symphony. The Legend, if nothing else, hints at their thematic
compactness. For the violist this piece could be seenasakkindefst of Baxod, sinc
contain so much of stylistic versatility inside its short duration. While this makes it feel somewhat

stuffed, the texture of the viola part is enjoyably well written and makes for a great concert piece.

178While only a distant recollection of the love theme, it is especially felt on the rising guatesrin the first bar.
179 https://www.parlettpages.uk/bax/bax2529.html#pa&essed 2.9.2025)
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2.1.2 ChambemMusic

Trio in One Movement, GP 87

Shortly after the meeting of Bax and Tertis, and the first work this collaboration would produce, the
ConcertPiece, another worfeaturingthe viola was finished, namely the Trio in One Movement for
violin, viola (or clarinet) and pian@omposedn 1906. In the Trio, in spite of the instrumentation,

the viola is not substituting the cello but rather staying most of the time above the piano texture and
commencing hand in hand with the violin on the high registers. This choice, most likely irspired
Tertis Ovistuoso technique, both makes the viola part rather demanding, as well as the whole work
into a more straightforward showpiece. The ge
chamber music, would despite the technical challenges make thkojoular enough to be
promoted | ater in his career and republished
distaste'®® Written most likely inDresderin the spring of 190&he Triohas echoes of Richard
Straussoés melodic style and thematically it i
on the aftermath of Baxds studies would | ater
and Finland when discusg his influences, but he did s&alomdn Dresden much to his

excitement. Strauss would stay, if not as a direct influesasagone he would hold in high

reverence as is clear from his remembrance on his study days.

Then in 1902 the music of Strauss poured into this country in full flood. And whataathere was! Each work to

arrive proved more breathking and controversial than the last. Wagner had made music the language of passion, and
now in Richard the Secdmeurosis became vocal. Ancient and pedantic ears were assaulted by novelties of all

kinds 8!

There is not much to discuspecifically on the Trio that would be of special interest to the viola
writing of Bax, except the unorthodox use of
Another view could nevertheless be justified by the composer choosing to set é&heavidligh
above the piano harmonies for acoustic reasons. The work is scored skillfully in the sense that

whenever the viola dips lower to more familiar heights, it is given space by the piano texture

180| F 4243
181 Bax, Arnold.Farewell my Youttp. 12
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becoming sparser. However there isadlalitional justification for the high writing of the part and
especially in comparison to the vast output of chamber music with central viola parts, this Trio
offersmostly perhaps a chance for a violist to show their virtuoso side next to a violinist, as well as
a window to the composers relationship to continental stylesviola part is also much less linked
technically to the preceding Concert Piece or the forthcoming Viola Séwsateritten above, Bax

grew to h¢e the work as he made clear later on.

An early trio of my own which | madly allowed to appear in the catalogue of the [Society of British Composers] has
become the very bane of my life; for the firm of J. & W. Chester, which took over all the publications of the Society
upon [its] demise, hasver been the principal musical link between ourselves and the Continent, and whenever
application is made to them from abroad for an example of my work that early derivative and formless farrago is
inevitably sent out, with the natural result that Europieterest in me is stillborn. | cannot blame Messrs. Chester &

Co. (who do not pay rent in Great Marlborough Street for the good of their health), since this trio is the only extended
work of mine in their list; but | wish the devil would fly away wittettvhole remaining stock of the damned thing, and

give himself ptomaine poisoning by eating%!

Lyrical Interlude , GP 261

Originally the slow movement ohaearlyString Quintet composed in 1908, Bax latefashioned
this into a work of its own due to his belief that the score of the quintet was lost during the First
World War in Germany. This new work, titled Lyrical Interlude and dedicated to fellow composer
Rdph Vaughan Williams, differs from the earlier version in that Bagaered it to include two
violas instead of two cellos like in the original quintet. Despite the Intedattgy scored in 1922
(the same year as Bax06s rHdslikesthe coBgos@pearty worky with i t e
the change in instrumentation doing little to the musical material itself originating from 15 years
earlier. Lewis Foremaoategorizes h e w drr ik exeldglingfthe main theme as an examife.
I n addition to this influence, that was overw
work, the modality in the Interlude points to Dvorak as well, which is perhaps even stronger felt
through the format of string quintet.

The writing in the Interlude idarkly colored with both violas staying most of the time in
middle and lower registers. If not vietentric, the piece is still very much driven by this middle

register duoThe cello is partly due to this devoid of any soloistic material. In the beginning the

182Bax, Arnold.Farewell my Youttp. 8889
183| F p. 53

74



violas present the thematic material before the first violin plays the theme in its full extent.
Essentially throughout the rest of the work thematic spotlight is shared between the first violin and
viola and in the end the first viola plays one last wigime the theme to round up the pietke
dedicatee Vaughan Williams would later in his phantasy quintetii&mame ensembl@f 1935
heighten the role of the first viola even more, making it almost the sole central instrument in the

slow movementsfahe work.

Piano Quintet, GP 167

This massive work was written throughout the summer of 1914 and would become one of the key

chamber works in Baxods oswowrled. bTeh eE | ogbawibdosu sP i paan
1918 whichs har es some similarities in atmosphere a
Quintet from 19046 . Set in this canon of | ate romantic

very original and, written as it is on the eve of the Great Waraarsical depiction of the
composers relatively carefreeuth days. Still clouds are appearing in this waukg the in the
finale the music is lead into a tragic end.

The quintet is not only extensive in length, but very orchestral in its writing. Bax is not only
looking towardsTheGarden of Fangbut also even further to his symphonies. The quintet
essentially follows the symphonic structure he would use more or less in his entire cycle, three
movements with a slow middle movement and a long slow coda in the end of the finale. The writing
is ambtious in attempting all possible orchestralors Much like inErich Korngold early Piano
Quintet(1921) t here i s a fAcaution to the windo kind
any restraints on expressidrhematically the work is echoirfgand, but the cyclic form with its
serious ties to his later symphonies makes it one of his stricter pieces of music. In the quintet Bax
perfects his ternary form, with opposing themes of dance and song as aveblde that fades away
the music. Even the dramatic effect of a drdéwm slow moment followed by a tragic wake up in
the finale is to be found her&ll key building blocks in his later symphonies.
Much like in the Lyrical Interlude, in the quintet most of the soloistic moments in the strings are
shared between the first violin and the vidlae innate pastorajuality that seemed to draw
composers of the English renaissance towards
solos in this piece. Although Bax never leaned into it as much as Vaughan Williasti, draws

from the darkecolorsof the instrument more than before in the quintet. Perhaps the influence of
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Tertiswasfelt here since even in this work the solos tend to ascend away from-langmiddle

registersAs a whole the viola part, with its moments of both dancing and singing, is foreshadowing
the viola sonata.
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(Ex. 21) Towards the middle of the first movement yet another melody is introduced, though it could as well be
seen as a continuation of the previous lultgigme which also ends the work. This melody however, introduced
by the viola, bears much resemblance tdake theme in Fand, also played there by a solo Vistgeex. 29) It is

also rhythmically vaguely similar to the secondary theme in the first movement of the Viola Sonata.
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Elegiac Trio, GP 178

One of the key works Bax would write for the viola, the Elegiac fimidlute, viola and harp

showed simultaneously his growing interest in the hdigch gart from gpresumptive and
superficial connection to Irish folklore, Bax would find great use for the harp purely éolbigul
orchestration and the instrument is well represented in all his symphonies and symphonic works.
The greater works for harp were still to come, since Bax had yet to meet the harpist Maria
Korchinska, who would inspire him ttevelop his writing for the instrument. The trio was most
likely inspired byD e b u slateywork for the same ensemble. Curiously in the premiere, in March
of 1917, the violist was not Tertis bitaldo Warner (18741945) the violist of the London String
Quartet. Warner woulthtershow promise as a composerost famouslyith his Piano Trio which
wonthe coveted 1921 chamber music competition organized by renowned qfatnasic

Elizabeth Sprague Coolidge.

The El egiac Trio owes its title and theme to
EasterRisingeven though the music is much | ess el egi
once again orchestral and the egamamented melodies make this piece resemble the tone poems
more than his chamber works. The form is also familiar and is roundedaipdala, which perhaps
surprisingly considering the historical context, ends the work in pleasant G major. Dramaturgically
the work seems more escayfsin tragic.

Whereas there were hints of M@la Sonata in the Piano Quintehe trio seems almost like a
prelude to all the viola pieces the composer would write in the coming years. Finally, the low
register is present throughout the work while
flute. Of course, the gentlese of the harp allows much more easily the low and middle registers to
ring out, although this approach would continue into the Sonata with piano. The part is further made
difficult by the addition of a fair number of double stops, which could be seen as a wish for the part
to grow into a larger string texture. The overall orchestral approach would support this. Present are
as well octave doublinga parts of the theme in the middle section of the piece. These octaves
would find their way into the climaxes of the first and third movement of the Viola Sonata. It is
difficult to distinguish whether the thematic material here is explicitly conneattd tViola
Sonata, or if its growinglyepreserdtive ofB a x 6 s  rebits bligirecarring usef repetition
and recitation around a certain naeespecially present throughout all the melodies written for the
viola. However Bax does itlifferently from Vaughan Williamsmuch more relying on chromatics

and not usually as clearly in one mode
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In Memoriam, GP 190

Although Bax wouldn his melodic writing follow a similar modal rousshis contemporaries, his

musi c never really sounded as AEnglisho as wa
bi-tonalities, pentatonic scales and extensive ornamentation distances Bax from-Huméplk

revival of the English musical renaissanadjist his thick orchestration often blurs the texture. He

would be strongly impressed by Tudormusih r ough a per f orparbMasse of By
t he e ar dutthe ¢ffec® Waé small compared to Vaughan Williams. Still, occasionally Bax
manageso write almost exemplary pastoral passages with simplicity. The beginning of In

Memoriam could be almost mistaken for Vaughan Williams, witBaitsarpaccompaniment topped

by a cor anglais theme in full aeolian modibe work, a sextet for cor anglais with harp and string
quartet, was written as a more direct response to the fatalities of the Easter Rising. It is still, much

like the Elegiac Trio, a surprisingly bright piece that takes a wistfully nostalgic route tizinea

darkly dramaticone.Inessnce t he work is a tone poem that
and especially their slow movements. Parallels to Fand are very clear, not only through the overall
Debussyesque atmosphereéandi e use of MfAaquatico arpeggi os bl
eighth notes and a quarter note that also constitutes the climax in the love theme of Fand.

While this sextet could be seen almost as a chamber concerto dominated by the cor anglais, Bax
still finds plenty of room for the individual strings and harp to shine. For the viola especially the
former half of the work offers long soldisat often carry a specially instructed sabarking. In this
work the composer achieves perhaps even greater equality between the different parts than in his
previous chamber pieces, and even though the first violin and viola slightly rise above ttie rest
the strings irthematic significance, the sextet offers more room to the cello with especially one
longsolot owar ds the middle of the piece. Bax0s se
evident throughout his early work and would change slowly culminating in the chamber works and
concerto for the instrument. As in his early tone poems, in the earybanavorks the viola takes

up the soloistic spaamore traditionally reserved for the cello.
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(Ex. 22) After the introductory themes, the viola introduces this tripiet t i v e . Note the-fiaccomp

marking on the cor anglais. Though the viola is very much present in this work, the overall equality in the string

texture isperhapsa | r eady hinting towards Baxés first String Qu

String Quartet No. 1, GP 199

In his early years Bax had written at least two String Quartets, both student works but especially the
|l atter from 1903 already pointing towards his
to orchestrate the slow movemeniCGethaleenNi-Hoolihan, one of his early notable orchestra
works 841t would take 15 years for Bax to return to writing a quartet, and perhaps resulting after a
decade of tone painting and from the joys and sorrows o¢fisiisescapades, this new work took a
completely new and simultaneously traditional turn. By 1918 the composer had long rejected his
early quartets, so the new work was to be officiallylfiString Quartet. Dedicated to the, by then
knighted, Sir Edward Elgar, the quartet is in three movements with an emotional slow movement
and a fiery dancéinale. Bax would almost never throughout his career adapt existindguiodis
into his music, beingte to his philosophy of attempting to emulate his influeintstead of
quoting them. However, in this finale of the quartet he comes very close to alludintyishdalk-
tune although he would claim the tune to be origi#al.

The 1%t String Quartet is thematically and structurally perhaps the most conservative work in

the canon of Bax6s more famous compositions.

184| F 2021 & 2930
185 F 163
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one of the most played and recorded British
in the first movement it almost sounds more like its dedicatee Elgar and the overall atmosphere

of rural nonchalance brindsv o %u&liBmetana to mind. It is surprising to encounter this work

in all its effective simplicity and for its time almost diashioned language after listening to

Fand or even the preceding chamber works. It is only in the slow movement where Bax slowly
revets back to his own ways andilals an introspective tone poem inside this superficially

traditional sounding work. The somewhat respectful approach Bax takes, results also in a very
bal anced piece of writing, theref®mnpbasitifge qu e
of the irst violin and viola parts, choosing rather to underscore an equal approach to the

material. The quartets allure lies precisely in its effective and joyous scoring which allows all

the players to shine. I t 1 s pasdabaridug¢sypde Bax 6s r

i nstead of the Abrazen romantico as he descr

Quintet for Harp and Strings, GP 214

It is important to note that Lionel Tertis,
with the viola, was not the only great violist inspiring the compd®aymond Jeremy, who
woul d premiere Bax0s Fantasy Sonata was not
dedicatee which is perhaps even more strangely not mirrored in the Wersidittle is known
of the Harp Quintets origins, except that it most likely originated during a visit to Ireland in
1919 that was eBvarkroke oufeitis sot knasvin what@rompted Bax to
dedicate the whole work to Jeremy, but at this point they had already established a solid
connection ands stated abowee ar s | ater Jeremy would be the
Fantasy Sonata for Harp and Vialeth Maria KorchinskaThe former harpist would have a
huge I mpact on Baxdés writing for the harp me
apparent in the Quintet. The harpist premiering the Quintet wad¢sh-born Gwendolen
Mason (18831977) who made a long career in both a teacher and a performer. She has been
described aéthe leading British harpist of the intarar and immediate postar period®. 187

The quintet is in one continuous movement, divided in three sections that outline a, fast
slow-fast structuréypicalofBax A somber wor k, it is also st

romantic language with two notable changes. Firstly, the string texture is more cohesive and

186 Foreman, LewisNotes to Hyperion CD CDA6680(1995)
1871 ewis, GeraintOssian Ellis: a tribute to the great Welsh harpist Gramophone, 21 January 2021
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barer, possibly resulting from the quartet and secondly, a notable shift in thematic hierarchy can
be seen with the cello part not only eclipsing the viola but becoming almost the central part of

the whole work. The same shift from violato cellothatlcam t r aced t hr ough Ba
IS happening clearly in his chamber music as well. It is a possibility that the First String Quartet
not only matured his writing for strings, but also drew his attention to the cello. Stilhutd

be notedhat in the secalled harp quintet, where the harp is hardly a soloist, the viola gets its
moments here and thetdowever of interest is the rise of the cello part that comes largely at

the expense of the viola. The apparent success of the quartet can also be seen as affecting
positively this change while it is still somewhat amusing to encounter a work dedicated to the

violist offering the spotlight to the cellist.

Oboe Quintet, GP 258

Unlike the preceding quintet, the Oboe Quintet from 1922 presents a clear soloist. Fashioned for
the esteemed oboikéon Goossen$l1897%1988) it is in the usual three movements and was

also later orchestrated by Sir John Barbirolli. It is of interest that Bax was pairilyaéucing

this form of composition after its glory days in the late classical era. His quintet was to be one

of the major British oboe works of the century and should be mentioned along the seminal

works dedicated to Goossens whiclodtglude among others Vaughéfi | | i ams és Con
Elgais Soliloquyand the celebratd@hantasy Quartddy Britten. The work was premiered by
Goossens and the Kutcher Quartet in May of 182dnk Howard (18681930) was the violist

of the quartet and would also take part in the first recording of the quintet.

Musically the quintet is a very transitory work and despite gazing to the past occasionally,
especially in the slow movement, it seems to foreshadow the more rhythmic and concentrated
style of the third symphony. The finale is an Irish jig of sorts, and Bax is more aggressive in his
rhythms than perhaps ever before in any of his chamber works which at times makes the
movement soundimostlike Bartokor Stravinsky. It is interesting how different the work
sounds if compared to the Viola Sonata, comgasehe same year but stylistically belonging
to the more familiar romanticism of Bax. For the viola, like in the harp quintet, this work
presents the occasional moments with perhaps the most memorable melodies going to the cello
and first violin. Like inthe symphonies the role of the viola seems to be diminished from the
early works of Bax, but also more speciali ze

theviolat he 19206s seem to try to find as.ihiscesseé
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is less apparent in his chamber music but is still echoed by the viola occupying ever shorter but
perhaps more personal moments in the texture, whilst the longer cantabile melodies go to the
cello. Especially in dances the viola has often an essentiabtsteapparent in the jig of the

Oboe Quintet where it offers a counter motive todbegs theme. Another key moment is a

short melody pictured below.

z
canfabile 1 = ' L M i
LG e el =t e

P poco oresc. dim PP S
ige. e I | . — ! | 4 —} arco
poco eresr, re #a--_../
(Ex.B)Bet ween the oboebds monologues in the sl ow movemen

cello. This moment is reminiscent of Vaughan Williams if not only by the overall modal writing underlined by the

fifths in the accompaniment.

String Quartet No. 2, GP 271

A relatively small amount has been written of the Second String Qtrane1.925 and most
reviews tend to recount Lewis For efiBhesés ¢ o mg
works, composed simultaneously, do definitely share a common restless atmosphere and purely
on a compositional level reflectthe-gno i n g ¢ h a n g eNeverthel&she ddidfessed y | e .
to being fAunconvert edodasionsly and esteealygn aseledt Bar t c
works from the mid ZLiffl&0césandlchrenatis iptentahtieissni s o f f
brings the music close in resemblance to his modern continental colleagues. In the Second
Quartet this connection is perhagdts strongest. Unlike in his symphonies where the second

was preceded by the overly romantic first, the second quartet followed a light and structurally
almost classical work. This new simplicity and stronger use of contrapuntal writing is now

pushed ito a tonally more ambiguous and dissonant context with a relentless rhythmic force.

Not even the customary, and usually dreamy slow movement is safe from this. Notable is the

188 | F 208
189 jbid
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relative absence of the typiddhxian lushness, in its place stricter structures like multiple
fugues and a long fugato that starts the entire work. Aside from a few nostalgic glimpses and
guotes, the slow movement has an expressionistic, almost Viennese sound to it further
strengthenedly the % time signature giving a faint feeling of a waltz. Still, all of this is familiar
Bax characterizetby his typical modality and melodic structures. He would always stay tonal in
his music and his reserved feelingsards Schonberg @artdkwere mostly about disagreeing
on the future of any atonal or serial music.

As expectedthe 2" String Quartet is in three movements with a central slow movement and
an energetic finale. The overall atmosphere is more modern and contrapuntal as mentioned
above, while in its scoring the quartet continues on the path laid down by the first quartet and
the Oboe Quintet. The cello is now presented prominently throughout the work which begins
with a |l ong |l one solo, followed | ater by the
writing has now completely changed froms karly days and the transition from high soaring
melodies to low croaking rhythms and expressive but brief chromatic motives is now complete.
Also, the appearance of long ostinato figures, often scored for the viola in the symphonies is
present in this quartet as welluriously the work was dedicated to Vaughan Williams, whose
own music is far from the listeners mind here unlike in the earlier Lyrical Interlude that, while
al so being dedicated to Bax6s c olbiliteatgttme, rer
two composers shared. Vaughan William would respond a decade later by dedicating possibly

his most violent work, The Fourth Symphony to Bax.

Nonet, GP 302

After the2"d String Quartet Bax would in the remaining years of that decade compose a handful
of sonatas as well as smaller pieces. These would include the last viola works he would ever
compose, the Fantasy Sonata and Legend. Also included was another harp setiate, thth

flute as well as two violin sonatas of which the second he fashioned into a nonet. Although the
original sonata version was finished, it was not until 1983 when it finally was perféPfiue
stylistic influences of Sibelius, that were
symphonies, would find their way into his chamber music as well. The Nonet with its larger

instrumentation is able to show tBielian influence quite well, and the interplay of sections

190 | F 435
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overarched by longer lines is evident right from the beginning. For Sutherland the Nonet is
Bax06s most attractive | arger scale chamber v
Allegro.'® Compared to the Second String Quartet, it is definitely more free and reminiscent of
Bax6s earlier tone poems, but the newly four
then popular form of chamber coalasminbwayth®as i c
window for tightly constructed and strongly contrapuntal chamber works was closed towards
the end of the 1920606s.

Composed in 1930, the Nonet is in two movements of which neither clearly assume the role
of a slow movement although the second is more driving. It would be more accurate to approach
the work as two independent pieces. This-tmavement form would beene the standard for
Bax6s ens ui-stae camler works ahdseveq extend to the petite Clarinet Sonata of
1934. The scoring calls for flute, oboe, clarinet, harp, string quartet and contrabass and Bax
cleverly creates and breaks up different borations of instruments during the work. Originally
a violin sonata, as the nonet is, the first violin stands clearly above the rest of the strings in
thematic importance. The woodwinds are also given frequently room with the clarinet and oboe
standing otiin particular, although the work is very equal and rests mostly on combinations
rather than lone soloists. As expected by now, the cello shadows the viola slightly which
however is not of huge importance since both instruments are largely subsertherteixture.
The emergence of |l ong ostinato figures is a
technique is particularly representative in the viola parts, also in the Nonet. For the violist this
work doesndt of f er fcamparedtotsome earlier bthambermworks ofBaxn g i
but this is precisely why it is so interesting since one can clearly note the slow and gradual
sinking in importance throughout the 19200s.
with assistance of therosa Quartet and the largely forgotten Leonard Rubens as violist. Bax

dedicated the Nonet to tiigenrecently deceased brother of Harriet Cohen, Eric.

¥1Css 98
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ARNOLD BAX

Moito moderato

‘\ con sord. pra

(Ex.2)The beginning of the first movement in -figaexds None

mostly played by the viola but also heard in other parts.

Threnody and Scherzo, GP 336

Between 1934 and 1936 Bax wrote a trio of works with special attention to certain wind
instruments for which he hadndét written solc
Quintet, GP 258 from 1922 and the Sonata for Flute and Harp, GP 291 frorhel@2®8ild turn

his attention to the clarinet and compose themmavement Sonata for Clarinet and Piano in

1934. Originally written for a fellow cricketer the work would be premiered by the celebrated
clarinettistFrederick Thurston (1901-1953) who throughat his sadly sho#ived career
premieredGeraldFinzid €oncerto and had works written for by Malcolm Arnold, John Ireland

and Herbert Howells among othéP8The next work would be written for another important

192 Fgreman, LewisLiner notes on Hyperion Records CDA66807

85



figure in British musicAubrey Brain (18931955). A supreme horn player in his time he had
recently premiered Ethel Smythds Doubl e Conc
and String Sextet, GP 329. The third work in question would be another chamber concerto like
the octet and wrién to another heavyweight of their instrument, the bassodrabkie
Camden(18881979) of whom T h dfth& basseos is oorooger considerece , A
to be the orchestda clown, its rehabilitation is the resof Mr Camdefs work as an orchestral
player, soloist and teachiel®®

Like the two aforementioned works the Threnody and Scherzo is also cast in two movements
and scored as another octet but unlike in the-botat where the piano fills much of the
texture, in this work the harp as its replacement plays more in tandertine string sextet. The
sextet is also slightly altered with the addition of a contrabass instead of the second cello. This
work also shows off the duo of violas in a much higher capacity as its predecessor. It was
premiered in 1936 by Camden with MaKorchinska naturally playing the harp part. The
strings were provided by the Griller Quartet with Philip Burton on viola and the second viola
part played by the then yougederick Riddle (19121995) who became one of the seminal
British viola soloists of the 20Century with an illustrious career as a recording artist, orchestra

musician and pedagogue.

193 Archie Camden 80 Toda¥he Times, 9 March 1968, p. 19
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(Ex. 5 a-b) The addition of the second viola allows Bax to use the instruments as a duo, here answering the solo
bassoons comments. Note as well the second viola adding ornamentation to the accompaniment between the

comments.
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(Ex. 26 a-b) For 1936 an almost nostalgic viola solo written in the high register. Once the line switches to the first

violin, another example of the second viola used as an ornamenting accompaniment is heard.
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2.1.3 Orchestral Music

In the Faéry Hills, GP 114/245

With the alternativérish title An Suagh Sidhehis early tone poem was conceived as the middle
part t o -trBogyxaddgiondly corsisting dinto the Twilight(1908) andRos Cathg1910).

In the Faery Hills proved to be the most popular of the three and the only one to be published in the
composer o6s I|I-mfredti enepodmi gotl5its inspiration f
Il ri shman W. B. The Wandedngs ot Qisialragic $taryalmout the mortal hero

Oisin being sweptatthe islands of the immortals by the fairy princess Niam. Oisin attempts to sing
of human joy but this is perceived intolerabl

Yeats writes:

fi down i-hid, hallow ptacef

That kept dim waters from the sky;

And each one said, with a long, long sigh,
fiO saddest harp in all the world,

Sleep there till the moon and the stars offié¢4

In the Faery Hills is also an early example of both its authors ambitious orchestration, as well as
generosity towards different instrumental groups. Like most other early tone poems by Bax, this
work is written in a mature impressionistic vein fdagge orchestra. Almost all instruments get
attention and room from the compos#hile it is interesting to note that already in his early
orchestral works, Bax gives a lot of attention for the viola. The part in Faery Hills is very similar to
a Strauss dPuccini opera in its multitude of tasks, only even more soloistic. All central motives
appear on the viola part and in addition there are multiple solos for one or two players. It is as, if not

more, central to the work as the first violin part.

194 yeats William Butler. The Wanderings of Qisin, and other poefist Editioni London: Kegan Paul & Co. 1889
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(Ex. 27) In the beginnind2" bar in the picture) the opening theme with its triplet motiee violas are the first string

section to play this theme.

. Tempo molto moderato
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(Ex. 28) A solemn theme played by two viola players which is soon to be answereddngtziseand two violin
players who usher the middle section of the piece into a wild and sudden dance as Yeats puts it. Here, although

debatable, the viola duo seems representative of Oisin who is pulled into a dance by fairies. Lewis Foreman has argued

the midde section of relating to that dante.

195 Foreman, LewisNotes to Chandos CD Chan 8367, OCLC 9065672985)
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(Ex. 29) In the Faery Hills ends with the central datticeme being played by a solo viola and a flute. This ending
concludes a work for the viola where throughout the whole piece it is constantly on the forefront. For 1909 this can be
seen as something out of thelinary and Bax certainly took the challenge first put down by Weber and Berlioz to write

an interesting and versatile part for the instrument.

The Garden of Fand, GP 175

One of Bax06s most endur i nglTheQamenpfdgndVitralmtagelo r k s

andNovember Woods t 6 s wi dely consi der ed tsbestdiope ppemns, o n |l

but also a key to building up his reputation as a painter of luscious tone poems on mythical

revelries. Another tale of mortals being cast into a mythical world, The Garden of Fand tells the

story of an island amidst the Atlantic whershgp is thrown by an immense wave. There Fand, the

daughter of Manannan (the rulef the sea irCeltic mythology), sings a song of immortal love

which builds up to a dance and feast. Suddenly the sea rises and whilst the mortals are buried with

the magical island into the depths, the immortals ride on golden waves and laugh carelessly at the

fate of he sunken mortals. Twilight falls, the sea subsides, and¥-&idnd fades out of sight. The

fgardeno in the context of this work can be s
Il n this work Bax6s obsession with the sea 1is

well as the pulsating bass lines are present. Agaiim the Faery Hills the piece is written for a

large orchestra which Bax uses to its fullest. The writing is even more bold and harmonically
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advanced and stylistically begisBows similarities téheimpressionisnfueledexpressionism of

Franz Schreker and E. W. Korngold who both garnished theirdatantic style with

impressionistic colours especially evident in their early opéwetsially, both harmonically as well
astexturally Baxds depiction of t hhewfdthemaed musc folmd s a
in the beginning of Korngof# Violantaand Schrekeés Die Gezeichneteneven thoughhe

Viennese composers were léastastctal than Bax andocusing more othe dramatical and even
psychological connections of their characters with their surroundingse vi ol a part do
as many solos as the one in Faery Hills, but
However,muchas in the Faery Hilldyerethe centratall of the lovethemeis given memorably to

the solo violist.
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(Ex. 30) In this case a solo violzallsthe love song of Fand he theme is then taken over by different sections of the

orchestra building and developing it to a climax.

expressive
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(Ex. 31) The viola solo above leads into the first presentation of the theme itself. The rising motive underlined by a
crescendo in the third bar is of particular i mportance

follow.
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The Happy Forest, GP 157 (orchestrated in 1922)

Originally a piano piece from 1914, Bax orchestrated The Happy Forest into a short and lively tone
poem, or nature poem as itbés subtitled. The w
Herbert Farjeon (18871945} that was contributed to the then active theosophical magazine
Orpheus, edited by Bax6s poet brother Cliffor
the phantasmagoria of nature untouched by #fifhe Happy Forest stands musically in a curious
place, since its roots are clearly in the impressionistic style of Fand and Tintagel, however the
general innocence and vivacious pace, not to mention a general atmosphere of happiness, as
suggested by thetlie point the work towards the, in a way less introspective style of his later short
orchestra works. By the time he orchestrated this piece, the First Symphony had just been finished
and the subsequent cycle of seven symphonies would consume his greatvs leaving the
shorter orchestra works, apart from a few exceptions, to lesser attention. Simultaneously a trend of
short virtuosic pieces for orchestra can be s
is still described a nature poem b ttomposer but structurally tisraussian influences in the
texture create a seiiinportant virtuoso quality that greatly polarizes with both the stereotypes of
luscious meandering afflicted with Bax, as well as with his serious symphonic developments. All of
this make The Happy Forest ateresting work to study, since in its structure the musical
crossroads of the early 192006s is clearly mir
I n the evolution of Baxds orchestral viola w
The coloristic touches are immediately present with a col legno tremolo shadowing the opening
trumpet fanfare, setting forth a part of great contr&tert and often rhythmic motives constitute
most of the clearly audible sections in the v
found in the cello part. An emergence of darker orchestration in the string accompaniment can be
heard in tle work. Already in earlier works Bax oftelividesthe viola part, tightly spaced, in
multiple divisi whilst playing a long chord, like in the opening of Tintagel where the section is used
to strengthen the initial brass mott#However , t hroughout the 192006
becoming less generous the habit of writing tightly spaced harmonies in lower registers, and
especially at points of chordal background, becomes more audible. There are multiple occasions in
the Happy Forest where this is used in the viola section. The use of descriptive techniques, likely to

tempt the sounds of the trees, is present throughout the viola part from the aforementioned col legno

196] F 116 (originally from a program note on a 1953 performance of the work)
197 Important here being, the independent use of the viola section in contrast to the other string sections.
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tremoloisecti on, to a pizzicato accompani ment, wh
of fast triplets. A microcosm of Bax6s viola
abovementioned ingredients to be added with a few shortliieslplayed by a solo viola. In the

work in question these solos are to be found as well, with a latter of special interest as seen in the

following figure.

Sele

Solo ES
Verlle

(Ex. ) Towards the end of The Happy Forest a short elegiac theme is played by a solo viola. While the use of an
idiomatic register is refreshing in Iight of Baxés vio
preceding parts in the vwdwinds and the solo cello that carries the violas theme in a livelier manner more suited to

theme of the piece.
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Overture to a Picaresque Comedy, GP 305

This joyous work, written in 1930, apparently stemmed from a bet in which the composer was
challenged to produce a piece that would sound like Richard Strauss, waltz and all, resulting in an
unique score and a musically happy pair with the similarly chkeanid simultaneously written
Fourth Symphony®The overture sounds hardly I|Iike a mel
continental colleague and while it, throughout its 10 minutes flows from pastiche to parody,
a lot of sincerity is present in the more tranquil sections. Apart from the English spoof on
Rosenkavaliethat is the main theme as well as all thed@siecle fun that occurs in the waltz
sections, Bax shows his appreciation of Strauss in the long melodic sections in the middle of the
wor k. Only speculation can b e thdughdnaoarticlBfomodés r e
the 19406s the conductor Christopher Whelen ¢
orchestral works as pleasdnit unrepresentative of the composer lamenting the lack of
performances of!*Bshoultlalsobenotgdehat Baxiweutd evste, perhaps by the
influence of this work, another explicitly comedic orchestra work that appeared a few years later as
theRoguedbds Com@Geg350verture

Il n choosing a mostly straightforward styl e,
only glimpses of color through a few places of divided saltandosas added color to woodwind
passages. Characteristically to the compsssyleat this point, no melodic solos appear in the
viola part, with the few themes that do appear being shared with mostly the cellos as well as horns
and clarinets. Since comedy seldom appears 1in
in this owerture, unigue passages can be found. In forming a large picture on the composers writing
for the viola, the tone is undoubtedly more serious than anything else. Even all the more capricious
and rhythmic excerpts are, as Colin S&itherland writes, in thei A B e sesqdesdmanjicism,
neurotic in origin, somet hi®Therefoiedis tefreshinganch or
surprising to find viola excerpts explicitly humorous in execution. Two instances in the overture
present a short and rhythmic witty answer from the viola section, which while not anything
excessive, counterbalances the pihige rather solemn and serious writing usually reserved for the

instrument.

198 F 267-268 unclear whether the bet dictated Bax to write something that parodies or something that imitates the
style of Strauss.

199Whelen ChristopherAn Approach to BaxThe Mercury 1950 p.-8

200CSS 8990

95



Symphonies

Bax was nearing forty, when he produced his First Symphony in 1922. Considering its partly
accidental origins, its remarkable that in the following 15 years he would compose a whole cycle of
seven symphonies. Not all of these works bear a viola part e€iespote, but they include

memorable solos and perhaps more importantly chart the evolution of his writing for the instrument.
While a similar trend of apparent Sibehaniluences, especially felt from the Fourth Symphony
onwards, is common with the spmonies of Vaughan Williams, Bax would never write as

extended viola solos as his colleague. In genbimkymphonies exhibit a mutlyhter

orchestration than in his early tone poems and are less flooded by Celtic characters and more

inclined towards abstract northern landscapes.

Symphony No. 1, GP 256

| have no doubt in my mind at all that the heart of this symphony is the second movement. There are sounds in it which
heBaxYdoesndét attempt again, the most extraordinary el eg:
and i tvérydarke Rut his scoring in that movement is the thing, that for me, makes the symphony.

The early 1920s were a productive time for Bax, as well as a time when he wrote many of his
seminal chamber works like the Viola Sonata and the Oboe Quintet. A bold and dramatic work was
however finding shape during 1921 and that piece was to b&tRm@mBo Sonata. It would be soon

clear to Bax that this massive solo work was to be something even bigger than a sonata when after
completion in late summer of 1921 he played it to his friends Harriet Cohen and Arthur
Alexander?®? Cohen has later claimed that it was she who first pointe:tb Bax that what he had

done is in fact written a symphor$2 As tempting as it would be to speculate on the tumultuous

events surrounding the composition of the symphony, the recent war, the Irish rising, thegbreak

201Vernon Handleynterview

202The occasion of Bax playing the work for Alexander and Cohen is cited by Graham Parlett, although there is no
original source or quote to be found. The overall stor
t he s onat aodtentiabiyhovpeheowidelg quatadttps://www.parlettpages.uk/bdaccessed 2.9.2025)

203 F 190
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of Baxb6s marriage and the death of his father
program in his work. He would increasingly, a

mu s PPtABeady in his Celtic tone poems there had been a mischievous side to be found in him

toying with the musicd6s apparent program, |ik

in great detail in the preface of the score but concludes it withiwm g :  fipbdmihasnd o n e

speci al relation to the events of the above |
Already nthe earlieNovember WoodBa x 6 s per sonal tur moi l I's soO

creates a somewhat strong parallel with the similarly terrifying music found in the First Symphony
However n the later work there seems to be a reaction to not just personal difficulties, as the
composer himself wrote of the earlier teqmed e mertaimrather troublous experiences | was going
through myself at the tinde% but also on a larger scale to contemporary evhss Vernon
Handl ey 6 s oftheabegmingo o nt hi s part on the symphonyo
clear, that music acts as the emotional anchor in the work. While the two outer movements were
orchestrated from the sonata, Bax wrote an entirely new slow movemengntioesolennewhich
Lewis Foreman has described as fAthe most emot
highly charged el egy of great power é towards
sinking down i % The wnmduerdnokmentp af this thre@vement work are
cast as quick, with the finale largely an Irsifluenced dance or jig of sorésdthe symphony was
dedicated to fellow composer John Ireland.

Although two key viola works (the Sonata and the Phantasy) had just preceded the symphony
when it premiered in December of 1922, the overall role of the instrument had been somewhat
di mini shing in both Bax®6s ¢ h aadibgeuptothemdrk.or c he st
Especially in light of his orchestral output, the one occasion of a solo viola solo in the third
movement of the symphony (though strongly helped by the horns) seems almost refreshing when
one looks at how work after work, from thienast violacentricin the Faery HillsandGarden of
Fandto Tintageland theSymphonic Variationthe instruments soloistic duties vanish. Like in
Tintagel, in the first symphony the viola is more part of a unified string texture and in the second
movement mostly a color, apart from a thematic moment towards the end but even then, the melody

is sharedwith the cellos.

2041 F 191
205This quote cited byParlett, Grahanmhttps://www.parlettpages.uk/bafdccessed 2.9.2025)
206 F 194
207LF 191
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(Ex.8)The only really noteworthy solo in

first

Sy my

of the main theme harmonized by horns. Curiously the two bars in the viola part preceding this solo viola passage

cleverly catch the attention die listener, perhaps as a conscious effort by the composer to prepare tresktds the

obvious musical bridging

Symphony No. 2, GP 276

Despite

t he |

r

shness of

t he

f

nal

e

n

Baxods

shift somewhat away. A kind of last great musical involvement with Ireland came in 1923 in the

choral workS t

Pat r i ck,dasedBrm tleedrishthpniruaeach Naoimh Padraignd

celebrating the establishment of an independent Irish nation. The productive early years of the

decade that had inside a short time produced many of his greatest works, in partidtiaathe

SonataFirst SymphonyOboe QuinteaindMater, Ora Filiumfor double choir, were followed by a

sort of crisis (as Foreman describes it) mirrored in reduced compositional work and much

travelling?° In the years of 1928 Bax was working on very little and the latter year produced

only one larger work (not counting the short pi€metegefor orchestra), the"? String Quartet, a

dissonant and rhythmic work far removed from the classical lightness found it fharing this

searching time one great influence also makes itself visible when Bax requests from writer Cecil

Gray the

208| F 205209

s ¢ d"r'Symphiowy, aBhiougtethis infleerdce wiould not be audible until a few
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years latef While all of this the 2 Symphony was finding shape, although its orchestration took
long and the work was not finished until 1926. Bax has commented in many sources on the
emotional turmoil he was experiencing whilst writing the symphony and on the surface it definitely
ismorei ntrovert and searching than its predecess
of time (and emotion) into the writingé it sh
catastrophic mood. o

Bax had always employed substantial forces in his orchestral writing and while his work saw
performances regularly during the 1920s and 30s, one reason behind the decline has definitely been
the difficulty in programming. In the®1ISymphony he had already employed rare low woodwinds
like the basoboe and contrabass sarrusophone and while'thiis2ards these, there are still two
tubas and an orga@nly glimpses of light penetrate the thick and dark texture of the second
symphony and in length tiveork surpasses its predecessor as the first movement alone lasts over
15 minutes on average. Whereas the first began rather straightforwardly, the second seemingly finds
its way from a more familiar torgoem world with its dark atmospheric opening. Oanfrthis
thicket however emerges the primary material of the symphony and despite the initial impression of
a meandering tonpoem (note the stereotypes listed by Handley in chapter 1.4), the movement is
tightly constructed, as is well analyzed by S&itherland?*! The second movement is lauded by
both Foremanand Sceut her |l and with the f-®0mg®oremanl | i ng
particularly is not shy about his excitement of the second symphony, mirrored in the amount of
pages he dedicates tai.Whilst the final third movement is the customary daficale, its tone is
more grotesque than in the first symphony and even the triumphant moment of the movement is in
the sudden reappearance of 12 bars directly lifted from the first movement. Irfdftesadperhaps
awaited, Araised fist towards the skieso endi
exhausted quiet epilogue which in itself foreshadows his later symphonies. The work ends in low
register parallel ¢ and f major chords.

The second symphony doesndét boast any notewo
being pastoral themes in the first and second movements doubled by cellos or woodwinds and
horns. Both moments evoking surprisingly Vaughan Williams in theidma | {4 melr Eynn gl and
tone. However, the appearance of short comments found throughout the symphony in the viola

209 F 208. Bax was congratulatir@ecil Gray (18951951), the Scottish music critic, author and composer for the
publishing of his bookA Survey of Contemporary Musighen making his request.

210 Arnold Bax to Philip Hale, 22 November 1929. Quoted on programme notes for first performance of the symphony
14 December 1929 p. 610. Original in the Library of CongrBEisis. quote from LF

211CSS 137138
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section is interesting and points to the later symphonies where these comments would occasionally
grow into statements. While the bigger melodic solos in the strings would go to the solo violin and
the cellos in Bax6s sy mpivle mdtanlyinthe shatcomments,dout wo u
as a kind of rounder up of material. In addition to this, the third symphony would also bring back
dances for the viola section in a |ightening

experienced perhapsits darkest and fullest.
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(Ex. 34) Towards the end of the first movement an example of a short comment by the violas is found (triplet
underlined by a crescendo in the second bar). While short, it is clearly audible with its function debatable, whether a
bridge or a comment on the preaaglimusic.
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(Ex. 3) Another example is this almost intrusive texture appearing underneath thediibyliiis melody in the
beginning of the second movement.
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Symphony No. 3, GP 297

In the autumn of 1928 Bax travelled to Morar, Scotland with thefimdhed sketches of his third
symphony. There the composer found a refuge where he, for the next decade, would complete many
of his seminal works!* After the dark beauty and violent outbursts of the first two symphonies, the
third is in long stretches restrained in its calmness and relative simplicity, although still relying on
overly romantic climaxes. Texturally the work is much more barren aridmingally strict, with

the canons and fugues vaguely reminiscent of Bartok and the chorales of \falidlzans. The

latter was in close correspondence with Bax and seemed to enjoy the Third Symphony whilst
simultaneously writing his own rhythmically aggse&ve and massively demanding Piano Concerto

for Harriet Cohen, a work that Bax in ?mwrn |1
seems that after Baxo6s r-Wmhhtamsthhepaseoralspa
had happened simultaneously on similar rhythmic energy and at least momentarily found

themselves on a similar compositional path. Bax would not follow it rfurther but Vaughan

Williams would continue in cultivating it in his wartime symphonies.

Amidst the remote fAsilver sandso of Morar, B
within the context of his orchestral writing. Possibly this was strengthened by the Fantasy Sonata of
1927 since in hiRomantic OvertureGP 277 from 1926 the viola part is drawn in a mostly
conventional way with the sect i oAftefaovboled wor ki
decade of mostly accompanying writing for the viola, in the third symphony the instrument
experiences a new flowering Bax6 s heastratonThe symphony is cast in three movements with
the finale ending in a slow epilogue, a choice Bax would become familiar with in his later
symphonies. The symphony begins with a tonally ambiguous presentation of the main thematic
material by a lone bassooman joined by a clarinet and other woodwinds and the music builds
towards the main fast section that also ends the movement. In between a considerable slow section
is the romantic fAihearto of t h eBartwkinofugee ofitikev e me n t

introducing theme, presented by the violas.

214CSS 142143
215| F 249
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(Ex. 36) The main theme that, wkt heard in the opening by a lone bassoon, is later in the first movement used by Bax
to create a fugal passage. The viol as bemzaespressibné s passa

marking, which on top of the themes extreme chromaticism only adds to its echoes of Bartok.
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(Ex. 37) Towards the end of the first movement the violas laumizha wild dance quickly joined by the rest of the

orchestra.



The following two movements continue the symphony in its chosen serious manner. The second
movement, so often an escapist tone poem in B
symphonic in the third symphony, and relies heavily on the hattrampet solos that signal more
open plains than rough seas. The composer however works the music into more expected waters
with shimmering high strings and a climax that carries with it strong echoes of Tintagel and Fand.
Towards the end the music calch® wn but never really returns t
growing in chromatics. The third movement is energetic and full of dances and fanfares, of which
the first is presented by the violas and clarinets. After longer sections of thick chromtig inri
the slow movement the finale is, like the opening movement, again barer and modally melodic
underlining the | arger stylistic change in Ba
the finale is still customarily meandering, the movenveorks itself into a very Vaughawilliams-
like epilogue which, suspended above a rising ostinato figure, calms the work into a peaceful end.
ScottSutherland writes of the symphony encapsulating its afterthoughts, something agreed by
Foreman who notes that, Athe epilogue transmu

of the symphony wit®H® its spirit of inner peac

Bax saw the third Symphony, at the time at any rate, as a resolution of the stresses which had driven first and second,
and the serenity of the Epilogue seems to suggest that peace had been won. But at bottom it is an uneasy peace which

was quickly succeemt! by the anguished cry of the openiny\6hter Legends!’

216| F 248
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(Ex. 3B) The romancdike second movement begins with a soaring horn solo which is then followed by a rather
unconventional answer from the strings. One solo viola highlighting the tail end of the theme with tremolo with the rest

of the strings playing a pizzicasupport?'8
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(Ex. 3) After a fanfaric opening, the third movement commences with dif@kdance introduced by the violas and

clarinets.

In the Third Symphony all movements include moments for the violas to relish in and the work
encapsulates perfectly the composers use of the instrument in his orchestral writing. Even though he

once quite idealistically wrote the following,

220n all available recordings the solo violad6s texture
though strictly following the score it should be readrésurato
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As far as | know, the only new tendency in my style is but a modification of the manner in which | have always written
é | am a brazen romantic, and could never have been an

emotional statesHave no interest f8*% sound for its own sakeé

there seems to be more than just emotional reasoning behind the specific use of the viola. In the
third symphony one finds both the extrovert folkish use of the instrument in-demceoments,

arguably the most common way the violaisused inavisillenmer i n Bax6s orche
well as other more veiled ways of writing for the instrument. Whilst the dancing moments can be
argued to represent some clear connection between the emotional and extramusical connotations
behind t he v i arémomentsvhem bespite solaisticeuse Bax is perhaps more in
search of a certain color. In this particular symphony botk¢hea espressioifiegue in the first

movement and more clearly the tremolo solo in the beginning of the second movement seemingly
represent a more coloristic approach. Whateve
perhaps not of extreme importance, he would usgitte always in a very specific manner often

leaving it out rather than doubling something without any speafisort?° This of course pertains

mostly to his ambitious writing since Bax wrote a sleuth of orchestral work where the orchestration

itself is of diminishing importance.

Symphony No. 4, GP 307

Bax devel oped, he centus Ewdpean veay, be devplops moretinithe SikeBan way. That is to
say by the metamorphosing of themes. But of course, ev
plenty of that in Liszt and Bax knew his Liszt. He was undoubtedliyenced by Debussy and loved him, also he was
influenced by Liszt. Al so, he | oved the Russian compos

each other. | think sometimes we search for @¢ions unnecessarifj:

A common conception goes, theeSi bel i an i nfluences, that were
third symphony, are much more apparent in his fouwdmposed in 193®lIthough his relationship
to theFinnish composér s  mhadsaiready begun in the early years of the century, it was

deepenedby the first British performance dfapiolain 1928,as well aghrougha trip to Finland

219Bax, Arnold.l am a Brazen Romantiéusical America 7 July 1928, p. 9
220 Excluding here the obvious instances of thiji-unison places in the strings.
221\/ernon Handley interview
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where the two composers ntét223 Bax would perhaps be in better terms inspired and less

influenced by Sibelius and whiles texturein the fourthshows a clear change towaasore

unified texturein the strings, it is not as big a changetesone occurringn Vaugharwi | | i a ms 6
fifth?>*As Handl eyds quote above makes clear, it i
influences and in Baxb6s case it was perhaps t

possibilities that inspired him in his own process. S8otherland writes dramiaally:

It may well appear to future students of Bax that the influence of Sibelius on his work was not the saving grace that it
appeared to be at this point. For its greatest impact came upon Bax at precisely the time when he was least equipped to
deal with and ssimilate it as he had so readily done with the less musically powerful influences that had gone into the
makeup of his character. Exhausted by the titanic exertions of the first three symphonies, and conscious that his
symphonic course was only partlyach t ed, he sei zed upon the compass of Si
North. As the poetry of Yeats had led him to the environment which had inspired the piagiiaadirected his steps

to the gaunt and forbidding | and of northern Finlandé
indecision which Bax felt in the transition between third and fifth symphdénieperhaps even more specifigahird

and sixthi for the fifth symphony embodies its ultimate results. With this, probably the most powerful influence of the

time (other than that of Stravinski?,Bax the symphonist had come to terf#fs.

Written in the customary three movemenit® tourth seems almost joyous after the hyper
romantic first two and the contemplative third symphony. In the shdle movement, the music
regains f ami | i a-musicfromthis torgaems vghilegha outeymowements boast
a fanfaretheme that in the first movement is eerily similar to a thenizyno S Bliktd2% In the
sea of suggested influences, from Sibelius to Debussy andorn $o&kavinsky, perhaps the

strongest influence came once again from Baxd

partner, Mary Gleave¥®Bax 6 s own voice is always strong ar

22l F 278. Cohen reminisces o nHalf-wagthroughc tumed tomookianArnble and a ut o b
tears were pouring down his face. Years later he was to tell me that he and Cecil Gray had decided that if Sibelius had
written nothing else, this would place him among the immortals for all tid@ehen Harriet. A Bundle of Time. 65

223 Cohen and Bax visited Sibelius in the summer of 1932. They journeyed through Stockholm, which Bax found to be
0an wunfr i endWwhistis Einlahd the Eompokeawas delighted in the landscapes of Savo and Karelia as

we l | as in Sibeliusd company which |l asted for 24 hours
287 & CSS 160.

224yvaughan Williams dedicated his fifth symphony to Sibelius and his reaction to the Finnish composer is well
encapsulated ithe followingguot e: 0 éSi belius in this country on musica
just at the right moment. Our young composers seemed to be writing nothing but wiatered@agner, or desiccated
Brahms. 0 Va u,Rap.Quotdd invVaughamveiliams on Musiedited by David Manning. Oxford

University Press 2008, p. 177

225Handley mentions the influence of Stravinsky as well, pointing out the accentuated beginning of the Fourth

Symphonyl nci dentally the begin of the finale doesndét pale
226CSS 148

227The slow movement starts with a near replay of the-tbeene inGarden of Fand

228| F 268
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other composers while sounding, as all his symphonies, very original. The ecstatic and triumphant
ending of the symphony is particularly pleasing in light of the preceding three symphonies.

Il n his fourth symphony Bax doesné6t offer as
due to the bigge®ibelian stringtextures which are in contrast to the more intimate and chamber
like writing in his previousworkAn ot her reason is the partly rec
strings, familiar fromTintagel There are however still moments all around the three movements
and the viola section plays a big role in connecting as well as starting many of the more vigorous
runs. The solo viola also gets a few comments in the sympbaeyshort but audible answer in the
first movement as well as two asdamy figures in the finaland perhaps most memorablgace
cantabilemelody together with muted horns towards the end of the rorigteclow movement.
As statedby Scobut her | and, Bax despite Sibeliusds i nf
|l ess with motives and therefore the fijuggling
offers more possibilities for different solo instrumentslStilt hi s i nfl uence aff ec

shortening theecalling ofthermatic materialmore oftenmto quick comments.

(Ex. 40) A nostalgically melodic solo viola moment towards the end of the slow second movement that in itself is

yearningf or Bax &s e-poemsgardemrdf Fandn patticulare



