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 Piano Sonata (1957) * (19’23”)
18 1st Movement: Adagio (6’10”)
19 2nd Movement: Andante con moto – 
 Scherzo & Trio (4’35”)

20 3rd Movement: Adagio – 
 Andante con alcuna licenza (4’20”)
21 4th Movement: Allegro con brio (4’18”)

  (60’12”)

GORDON JACOB (1895-1984)

1  Irish Love Song (1926) (3’29”)
 Theme and Variations (1920) (12’18”)
2  Theme Andante
3  1st Variation:  Poco piu moto
4  2nd Variation:  Allegro scherzando
5  3rd Variation:  Alla marcia e con 

  energico
6  4th Variation:  Allegretto
7  5th Variation:  Vivace
8  6th Variation:  Non troppo lento e rubato
9  Finale

10 On a May Morning (1921) (2’52”)
 Three Fancies (1922) (6’50”)
11 1 Windmills (1’55”)
12 2 Elegy  (2’29”)
13 3 Burlesque (2’26”)
14 Summer Valley (1925) (5’20”)
 Three Piano Pieces (1919) (10’00”)
15 1 The Lake Island (4’31”)
16 2 Autumn Woods (3’34”)
17 3 At the Horse Fair (1’55”)

E J MOERAN (1864-1950)

Iris Loveridge, piano
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London Philharmonic Orchestra & New Philharmonia Orchestra
conducted by Sir Adrian Boult ……………………………………………………………………….…SRCD.247

Rhapsody No. 2, Violin Concerto, Rhapsody in F sharp
John Georgiadis, John McCabe
London Philharmonic Orchestra, Boult / London Symphony Orchestra, Handley
New Philharmonic Orchestra, Braithwaite ………………………………………………………….SRCD.248

Piano Music : Stalham River, The White Mountain, Toccata, Prelude, 
Berceuse, Bank Holiday, A Folk Story, Rune, plus WILLIAM BAINES Piano Music
Eric Parkin…………………………………………………………………………………………………SRCD.266

Cello Concerto, Cello Sonata, Prelude
Peers Coetmore, Eric Parkin
London Philharmonic Orchestra, conducted by Sir Adrian Boult………………………………..SRCD.299

Other works by GORDON JACOB available on Lyrita:
Symphonies 1 & 2
London Philharmonic Orchestra, conducted by Barry Wordsworth……………………………..SRCD.315

Concerto for Horn and Strings, plus Horn Concertos by ARNOLD, BOWEN, GIPPS and VINTER
David Pyatt
London Philharmonia Orchestra, conducted by Nicholas Braithwaite………………………….SRCD.316

There was a group of young musicians between the wars who shed, if not 
sweetness and light, at any rate a highly spectacular incandescence of their 

own. Their gloriously bellicose opinions, quarrels and litigations, concerts and 
cosmopolitan compositions produced a pyrotechnical display that, in these days, 
leaves a nostalgic glow, like the memory of a splendid sunset in the gloom of night. 
Bernard van Dieren, Constant Lambert, Peter Warlock, Cecil Gray, with, on the 
fringes, William Walton and the Sitwells; and through most of their memoires, 
letters, and essays moves Ernest John Moeran. There is a photograph of a typical 
group that I have in mind; Lambert and Warlock sitting on a garden bench, 
Lambert shrewd and alert, Warlock smiling with diabolical malice at some ghastly 
private joke; near them Hal Collins, the Maori painter whose real name was Te 
Akau, whose grandmother was a cannibal, and who wrote (with assistance) one 
small charming song, and got it published, moreover; and, standing in the middle 
distance, pipe in hand, E. J. Moeran.

He looks slimmer than the stout figure we remember just before his untimely 
death, and of all the group his is the least ambiguous figure. It is an out-of-door man 
we see, tweedy and forthright, and the pipe is somehow typical, as it was of Bax; so 
too is the slight air of withdrawal, as of a man not entirely in accord with riotous 
surroundings; and here too Bax would have looked the same. For the surround ings 
were riotous, and Moeran’s personality, solid but sensitive, moves unobtrusively 
through these stories of macabre carnival like a slice of wholemeal bread at an orgy. 
He was born at Heston, Middlesex, on 31 December, 1894, and his father was Irish 
and his mother a native of Norfolk, a dichotomy that haunts his life and works. He 
went to the Royal College of Music in 1913, but was there only eighteen months, 
for the 1914 war saw him as a despatch rider. He was very badly wounded, and 
rendered unfit for active service. In 1920 he resumed his broken musical studies, 
consulting until 1923 with John Ireland.
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She was much associated with the music of E.J. Moeran. In the 1960s she 
recorded an anthology of his solo piano pieces on Lyrita LP RCS 3. Years before 
that she had made a splash with a series of performances of Moeran’s Rhapsody 
No. 3. Moeran considered her performance outstanding and wrote of her in glowing 
terms to Walter Legge in 1944.

She contributed invaluably to the rise in Bax’s popularity in the 1960s. There 
were three Lyrita LPs. Tapes were set down but that fourth LP (RCS30) never 
appeared. Both Edmund Rubbra and Gordon Jacob wrote works for her as did John 
Wright whose Kaleidoscope Variations she presented in 1960. Her broadcasts in the 
1950s included the piano concertos by Harry Isaacs, Rawsthorne (No. 1), Jacob (No. 
1) and Doreen Carwithen. She also played and broadcast the Jacob piano trio with 
Hooton and Martin. She gave the first London performance of Antony Hopkins’ 
Piano Sonata No. 3.

For Columbia she recorded (27 November 1946) Palmgren’s Evening 
Whispers (No. 1 of op. 47) which has recently been reissued. She also recorded 
Bartók’s Sonata for Two Pianos and Percussion for Argo (mono LP RG89) 
conducted by Richard Austin.

Iris was a devoted daughter and was known for returning home to Kenton, 
Middlesex late at night after far-flung provincial concerts to ensure that she was 
there for her parents in the morning. She married Harry Morriss in 1966. Harry 
died in 1995 which also marked the end of her concert-career.  In their later years 
the couple had lived in Beaconsfield. She was a keen gardener, an excellent cook 
and a most generous hostess.

She died on 6 November 2000, aged 83, with her contribution barely 
remembered. Her funeral was in Gloucestershire attended by a small band of loyal 
friends.

ROB BARNETT

All his friends seem to have contributed in some measure to his musical 
education and experience; the proximity of van Dieren, Warlock, and Delius, 
together with the example of Arnold Bax, and the teaching of John Ireland, each 
made its mark on his music. The earliest of these piano works dates from 1919, 
just before his demobilisation and the start of his studies with Ireland; the latest 
from 1926. Moeran’s chief contribution during the inter-war years was a spate 
of songs and chamber works, notably the well known string trio; but just before 
the second world war he wrote the two works that are likely to prove his most 
enduring monument: the Symphony in G minor (1938) and the two lovely small 
pieces, Whythorne’s Shadow and Lonely Waters. The latter were the present 
writer’s introduction to Moeran, and I have never forgotten the effect on me of 
the lilt of the first piece, and the strong atmospheric colour of the second. I was to 
remember them on an occasion, just after the last war, when Moeran broadcast 
some recordings of folk-songs, taken that very year, in public houses in the country. 
I recall his voice, proclaiming in triumph, that here was The Dark Eyed Sailor, still 
being sung in remote parts of the country, in the 1940’s. Are they still? For Norfolk, 
and Norfolk folk-song was an abiding love of Moeran’s; this, and the landscape of 
Ireland. Both John Ireland and Arnold Bax have affected his harmony; Ireland with 
‘strong’ diatonic discords, Bax with an occasional turn of phrase and figuration 
in his piano writing. But his textures are more lucid than these examples might 
suggest; can we see in this the influence of Warlock, van Dieran and Lambert, all 
notable stylists when it came to keeping their music lucid and clean? For a while, in 
his early days, the very individual harmony of Delius threatened to swamp his style, 
but the danger passed, leaving a great deal learned in the art of handling mildly 
chromatic music. All this added up, in later life, to a style that combined a very 
English turn of melody with lucid textures and considerable harmonic resource 
of varying kinds (he seems sometimes to call on a particular harmonic style like 
an organist drawing on a bank of stops) and, at odd intervals, a sudden gust of 
something that can only be called Keltic, and might stem from his Irish ancestry 
(to which he had much better claim than Bax) or the influence of Bax himself. As 



the symphony demonstrates, he was also capable of considerable strength, of an 
arctic, or Sibelian, stamp.

During the second world war he continued to write large scale works, the first 
of which was the lovely lyrical Violin Concerto of 1942. This was followed by the 
Overture for a Masque (1944) and the jolly and rumbustious Sinfonietta of the 
same year. In 1945 he married the cellist Peers Coetmore, and for her wrote a 
concerto (1945) and a sonata (1947). It was on a visit to Ireland that he met his 
untimely death; he was found dead in the River Kenmare, but the inquest revealed 
that he did not drown; he must have died and fallen into the river; it was on 1 
December, 1950.

His piano music takes its place among the vast quantity of piano lyrics that 
were written during ‘The English Renaissance’; lyrical, uncomplicated, inspired 
by English sights and sounds, the equivalent of the water colours of the English 
masters of that medium, chief of whom was Cotman. 

IRISH LOVE SONG
In spite of his passionate interest in folk-song (particularly Norfolk folk-song), 
Moeran seldom used real folk-songs in his work. This piece, however, is one 
of two arrangements of Irish folk-songs, published under that title in 1926, and 
consequently the latest piece chronologically on the present disc. 

THEME AND VARIATIONS
The theme is a singing one, Andante, in F minor, and 4/4 time, played in octaves 
between the two hands, the free fingers supplying rich harmonies at intervals. It 
moves to B-flat minor half way through, and the close of the theme implies the 
dominant of B-flat rather than the home key. The first variation is marked Poco 
piu moto, and is light in texture, with a small climax in the middle. The second 
variation begins in F major, Allegro scherzando, with swiftly varying time signature, 
and the theme chattering away in staccato semiquavers. Variation 3, Alla marcia e 
con energico, a powerful march, with full chords in the right hand against octaves 
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No. 1, Rachmaninov No. 3, the Grieg, Bloch’s Concerto Grosso No 1, Falla’s Nights 
in the Gardens of  Spain and the Delius. 

She was a popular artist, much in demand. She formed a duet team with Lady 
Barbirolli (1911-2000) and they commissioned Jacob’s Oboe Sonata (1972). She 
also worked with the Alberni Quartet and as part of the Martin-Hooton-Loveridge 
trio with the cellist Florence Hooton (well known for championing Frank Bridge’s 
Oration and the Bax Cello Concerto) and Hooton’s husband, the violinist David 
Martin. In the early 1960s the trio recorded Beethoven’s Piano Trio no. 7 on World 
Record Club T-36. They continued active for over a quarter of a century, finally 
disbanding in 1976. Hooton and Loveridge shared a 1965 mono LP with Loveridge 
playing the Gordon Jacob piano sonata of which she was the dedicatee and Hooton 
Jacob’s Divertimenti For Solo Cello.

She made appearances for clubs, societies and amateur orchestras all over the 
UK. She was President of the Aylesbury Orchestra from 1984 until 1998. Her name 
appears in the annals of the wartime National Gallery concerts and at the Wigmore 
Hall, Cambridge Theatre, Queen’s Hall and Royal Albert Hall Proms. She also gave 
concerts for the Allied armed forces in Germany in 1944 and 1945. 

While she had virtuosity to spare, her playing was very much focused on 
seeking out the inner meaning of the music. She was an involving soloist and was 
given to addressing her audiences with a few friendly words to introduce each piece 
she played.

Her musical interests ranged far and wide from Bach to Rubbra but her fach 
became British music of the period 1920-1960. She was also drawn to the music 
of Albeniz, Turina and de Falla. Other favourites included Prokofiev, Kabalevsky, 
Khachaturyan, Dohnanyi and Medtner. As late as 1981 there was a broadcast by 
her of Medtner’s Sonata-Triad and Sonata Romantica. In the 1970s there was 
also a BBC studio series devoted to Martinů’s piano music. Her great friend the 
composer and BBC producer involved her regularly in-studio in unusual and 
conducive repertoire.

9



in the left. After about eight bars it goes into a steady decrescendo, and tails off into 
silence. Variation 4 is a graceful Allegretto movement, songful and serene, in 6/8 and 
9/8 bars mixed. The fifth variation is a complex one; it begins in F minor, Vivace, 
with one bar of staccato triplets in 4/4 time, followed by three bars of slow chords 
una chorda; then follows another bar of triplets and five bars of chords, leading 
to the body of the variation, a glittering movement high in the treble, interrupted 
towards the end by a further appearance of the slow chords. Variation 6 is Non 
troppo lento e rubato, another singing slow variation, The finale is a large scale 
peroration, opening with slamming chords and working up to a glittering end with 
many interesting pianistic devices.

ON A MAY MORNING
This is a Bax-like title, and some of the piano writing reminds one of the senior 
composer. It is an Allegretto grazioso, 3/4, F major. There is a very pianistic 
opening, light in texture, with a fresh lilting tune. This tune provides much of the 
argument, and the piece ends with a delicate piu lento which trails off into silence. 
It was written in 1921. 

THREE FANCIES: WINDMILLS, ELEGY, BURLESQUE 
The first of these suggests the piece by Couperin of the same name. It is a Presto 
3/8 with a revolving semiquaver figure; the tune moves up from under this passage 
work, there is a climax in which it appears in chords in the treble, while the whirling 
figure sweeps up and down in the bass; after this there is a quiet interlude, in which 
the wind is silent, then the opening music resumes, and the piece ends quietly. If 
Windmills recalls Couperin, the next piece looks on paper like the pieces by Bartók 
with the same title. Unusually complex for Moeran, the music is never on less than 
three lines, mostly four; a dark saying of some power, heavily chordal in texture. 
It ends with a page of very quiet and sustained music. To complete our trilogy the 
third piece is likely to recall Bax, It is a riotous study of shifting accents and uncouth 
figures, with an Andante con moto middle section, The suite dates from 1922.
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instrumental, vocal, choral and chamber music for every conceivable combination 
of instruments and voices.

PIANO SONATA
This work is dedicated to Iris Loveridge. It is a fascinating exploration of contrasts 
within a sensitively creative use of pianistic technique. The ideas are shaped by 
the medium rather than by extra-musical considerations. In depth, the work has 
a considerable emotional range. I Adagio is pensive and sustained; II, flowing and 
generally linear, starts with a brief introduction Andante con moto, then speeds 
ahead in a brilliant Scherzo which has a Trio meno mosso before a final reprise 
of the Scherzo. III opens Adagio and proceeds Andante con alcuna licenza, a 
highly expressive improvisatory movement that forms a satisfying bridge to the 
finale, IV Allegro con brio, which makes use of the piano’s percussive quality and 
of brilliant passage work that offer an exciting challenge to the player.

ELIZABETH POSTON

IRIS LOVERIDGE, was a Londoner, born on 10 April 1917. In 1934 she attended 
the Royal College of Music and the following year won the Ada Lewis scholarship to 
the Royal Academy. She refined her art with Cyril Smith and Louis Kentner. 

Her public debut took place at the Aeolian Hall on 12 November 1938 when she 
played Beethoven and Brahms. This had been preceded by earlier BBC broadcast 
studio recitals. By then she had established a connection and respect within the 
BBC which continued into Robert Simpson’s era in the music department of the 
Third Programme. 

She remained a regular broadcaster and performer well into her senior years. 
Her repertoire had always been wide-ranging and adventurous with over fifty 
concertos, many of them contemporary or 20th century British, some of which she 
premiered and continued to champion. She played Mozart as well as Tchaikovsky 
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His next intensive experience of the orchestra came after he had served three 
years in France and gained his commission, when he was taken prisoner in 
1917 and ran and arranged the music in a German P.O.W. camp. When the war 
ended he entered the Royal College of Music on a government grant. There he 
studied with Stanford, Vaughan Williams and Boult, and proved himself such a 
distinguished student that he was soon invited back on the staff. During these 
years, until he became known, he continued to study the hard way in the necessity 
of earning a living, and copied band parts and scores of all kinds, counting no 
drudgery too boring so long as it taught him more of the practical side of music. 
From his first appearance as composer-conductor at a Promenade Concert in 
1926 he made his name as a composer in practically every field of music. No 
form was so big as to daunt him, nor too small to arouse his interest. He enjoyed 
com posing, an enjoyment which communicates itself in his music, for he thought 
music should be enjoyed, felt as an experience, not treated as a solemn exercise 
nor allowed to become abstruse and incomprehensible. He was an authority on 
the orchestra and had an inspired feeling for instruments, a true understanding 
of the musical ‘personality’ of each, a gift that went hand in hand with his instinct 
and knowledge of how to write for it to the maximum effect—a characteristic 
that en deared him to the player. His style is lucid, establishing direct contact 
with the listener; diatonic, melodic, founded in classical forms, using dissonance 
as a spice rather than as an end in itself. Thus, the freedom and natural feeling 
of his music give as much pleasure in his bigger works—his Ballet scores, his 
concertos and larger choral works—as in his richly varied chamber music and 
smaller works. And the brilliantly witty musical fun of his famous war time ‘Itma’ 
pieces, his propaganda music com missioned for the BBC’s transmissions to the 
Occupied Countries 1939-45, and his contri bution to the inimitable Hoffnung 
collection remain unsurpassed. In the year of the Festival of Britain (1951) he 
had three London premiers but, beginning with the promotion of the avant garde 
by the BBC in 1959, the music of his generation began to fall into disrepute and is 
only now being re-discovered. His output of some four hundred works comprises 
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SUMMER VALLEY
Written in 1925, this piece is dedicated to Frederick Delius, and is a slow meditation 
on the atmosphere invoked by the title, rather in the style of the dedicatee. It opens 
with an almost concealed theme in 6/8, Andante con moto. The theme is lost in rich 
harmonies, to return just before the end, which is a delicate melisma, culminating 
in an ambiguous B against E, widely separated.

THREE PIANO PIECES: 
THE LAKE ISLAND, AUTUMN WOODS, AT THE HORSE FAIR
Written in 1919. The first piece is a delicate water music, Was it inspired by Yeats’ 
poem? For here we can indeed hear lake water lapping. The Lento opening has 
4/4 triplets of a watery kind, with a gently singing tune forming round them. The 
middle section has some limpid plashes and more vigorous music also; but the 
piece ends as it began, with the hardly audible sound of the water “in the deep 
heart’s core.” Autumn Woods has in it something of Farnaby’s The Fall of the Leaf, 
though it is, of course, a much more extended and passionate work than that gentle 
study. It is the gently dropping quaver figure that enters after the fluttering opening 
that inspires the com parison with Farnaby, There is a big and stormy climax and a 
gentle close. At the Horse Fair is clear diatonic music simple in texture and bursting 
with vitality and humour. Its theme bubbles up from the bass at the begin ning, runs 
riot through a dozen transformations of colour all over the keyboard, with spurts of 
percussive strength, until it gently ripples out and is gone,

PETER J. PIRIE

GORDON JACOB was born in 1895, the youngest of ten children of a family 
distinguished in the Indian Civil Service and the Army. Several of his brothers 
were musical and could play instruments, so he heard and played music early, 
starting piano lessons when he was eight and almost simultaneously beginning 
to compose. At Dulwich College he played in the school orchestra and had his 
first experience of military band. In 1914 he left school to enlist in the ranks. 
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