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Op. 33 (1956)
1 Bermuda - lying east-south-east.  (4’40”)
2   Interlude I  (4’25”)
3 Upon the eight and twentieth of July.  (7’47”)
4   Interlude II  (2’47”)
5 Where the remote Bermuda rides.  (7’04”)
 Ronald Morrison, baritone   Scottish National Chorus
 Scottish National Orchestra conducted by Alexander Gibson
 BBC Broadcast 22 April 1973

 (1959/60 rev.1967)
6   Introduction  (4’11”)      7  Movement I  (3’39”)       8  Movement II  (4’30”)
9   Movement III  (4’33”)    10  Movement IV  (6’24”)
 Margaret Kitchin, piano   Scottish National Orchestra conducted by Alexander Gibson
 BBC Broadcast 27 March 1961 from the premiere given in February in Glasgow.

 (1964)
11 Parade  (3’10”)     12  Nocturne I  (4’22”)     13  Sonata  (2’21”)
14 Nocturne II  (3’34”)     15  Declaration  (2’17”)
 Douglas Moore, horn   John Fletcher, tuba   Sidonie Goossens, harp
 BBC Symphony Orchestra conducted by Norman Del Mar
 BBC Broadcast live from the Proms, Royal Albert Hall, 4 August 1965 (Premiere)

Total playing time : (65’46”)

Iain Hamilton

Scottish National Chorus and Orchestra, Alexander Gibson
BBC Symphony Orchestra, Norman Del Mar

The Bermudas Ronald Morrison, baritone

Piano Concerto No. 1 Margaret Kitchin, piano

Cantos for horn, tuba, harp and orchestra
Douglas Moore, horn   John Fletcher, tuba   Sidonie Goossens, harp



‘I admire his music for its avoidance of musical cliquishness, its force, its quality of passionate
expression and a beauty which, if sometimes harsh, is individual and compelling’.1  Writing
in 1956, Anthony Milner captures the essence of the music of his fellow composer Ian
Hamilton (1921-2000) at a time when the latter was widely regarded as one of the most
significant British creative artists of his generation.  Hamilton developed a flexible style which
ranged widely from light music to avant-garde.  His scrupulous attention to detail, fine ear
for colour, acute sense of drama, and keen understanding of musical form distinguishes his
entire output, no matter the idiom in which he chose to express himself.

Iain Ellis Hamilton was born in Glasgow on 6 June 1922, the son of James Hamilton, an
engineer’s draughtsman, and Catherine Smail Ellis.  When he was seven years old, his family
moved to London and he was educated at Mill Hill School.  From 1939 to 1946 he was
apprenticed as an engineer to the aircraft manufacturing company Handley Page, devoting
his free time to studying music.  He won a scholarship to the Royal Academy of Music in
1947 and henceforth dedicated himself to a life of composition. His years as an engineer left
their mark on his oeuvre, however: a strong inclination towards multi-sectional pieces2, for
example, suggests a mind with what he referred to as ‘a fine sense of design and proportion’.3

At the RAM Hamilton studied composition under William Alwyn and the piano with Harold
Craxton.  He graduated in 1951 and won the Dove Prize, the Academy’s highest honour.
Further studies at London University gained him a BMus in 1950.   Amongst his first pieces
to be heard were the First String Quartet, which secured the Clements Memorial Prize in
1950; the Nocturnes for clarinet and piano,4 awarded the Edwin Evans Prize in 1951, and the
First Piano Sonata (1951), 5 dedicated to Mátyás Seiber and premiered by Margaret Kitchin
at Morley College in February 1952.

His early orchestral works convey a bracing virtuosity by means of an intensely chromatic but

1  Anthony Milner, ‘Observations on the Music of Iain Hamilton’,  (July 1956), Vol.97, No.1361,
p.349.
2  Examples include the Sinfonia for Two Orchestras (1958), the First Cello Sonata (1958), the Third String
Quartet (1984) and , for orchestra (1995).
3  In Murray Schafer,  (London: Faber and Faber, 1963), p.155.
4  Recorded on Naxos 8571357.
5  Recorded on Lyrita REAM2106.

CHORUS
What should we do but sing his Praise
That led us through the wat’ry Maze
Unto an isle so long unknown,
And yet far kinder than our own?
Where he the huge Sea-Monsters wracks
That lift the Deep upon their backs.
He lands us on a grassy Stage,
Safe from the storms and Prelat’s rage.
He gave us this eternal Spring
Which here enamells everything.
And sends the Fowls to us in care.
On daily visits through the air
He hangs in shades the Orange bright,
Like golden lamps in a green Night.
And does in the Pomegranates close,
Jewels more rich than Ormus shows.
He makes the Figs our mouths to meet;
And throws the Melons at our feet.
But Apples plants of such a price
No tree could ever bear them twice;
With Cedars chosen by his hand
From Lebanon he stores the Land.
And makes the hollow seas that roar
Proclaime the Ambergris on shoar.
He cast (of which we rather boast)
The Gospel’s Pearl upon our Coast
And in these Rocks for us did frame
A Temple where to sound his Name.
Oh let our Voice his Praise exalt
Till it arrive at Heaven’s Vault:
Which then perhaps rebounding may
Echo beyond the Mexique Bay.

SOLO
Thus sung they in the English boat
An holy and a cheerful Note
And all the way to guide their Chime,
With falling Oars they kept the Time.

CHORUS. Trinidad, Havana, Bermuda.



SOLO. Yet did we find there the air so temperate and the country so abundantly fruitful of
all fit necessities, that whereas this island is still accounted for the most dangerous and most
forlorn place of the world, it is in truth the richest and most pleasing land.

CHORUS. And fish is there so abundant that if a man step into the water they will come
round about him so that men were fain to get out for fear of biting. These fishes are very fat
and sweet – besides there are such abundance of mullets, and crayfishes very great ones. The
country affordeth great abundance of hogs. There is fowl in great number upon the islands.
There are also great store of turtles and those so great that I have seen a bushel of eggs in one
of their bellies, and the turtle itself is all very good meat, and yieldeth great store of oil which
is as sweet as any butter. The country yieldeth divers fruits as prickled pears which continue
green upon the tree all the year. Also great plenty of mullb’rries white and red, and on the
same are a great store of silkworms. And there is a tree called a Palmito tree which hath a very
sweet berry upon which the hogs do most feed. There are an infinite number of cedar trees
and some very good tobacco. There is a great store of pearl and some of them very fair, and
some good quantity of ambergreece. There is also a great plenty of whales. These islands are
made in the form of half a moon, and there are many good harbours.

SOLO. Now having finished, we prepared and made ourselves ready to ship for Virginia.

CHORUS. Bermuda, Trinidad, Honduras, Havana.

SOLO. The Bermudas lyeth in the height of two and thirty degrees and half of northerly
latitude, Virginia bearing directly from them west-north-west two hundred and thirty leagues.

IV INTERLUDE II

V
SOLO
Where the remote Bermudas ride
In the Ocean’s bosom unespy’d,
From a small boat, that row’d along,
The list’ning winds receiv’d this Song.

essentially tonal harmony.  Into this formative period fall the Variations for String Orchestra
of 1948 which has an expressive, late-Romantic style; the First Symphony (1949), subtitled

‘Cyrano de Bergerac’ and  premiered by Trevor Harvey and the BBC Scottish Symphony
Orchestra in December 1952; the Second Symphony (1951), honoured with an award by the
Koussevitzky Foundation in 1951 and first performed two years later at the Cheltenham
Festival by the Hallé Orchestra conducted by Sir Adrian Boult, and the Clarinet Concerto,
which won the prestigious Royal Philharmonic Society Prize in 1951.  In these pieces the
composer’s technical virtuosity is contained by the use of traditional forms but there is a
powerful rhythmic drive reminiscent of Stravinsky and Bartók.

Written in memory of Hamilton’s father, the elegiac First Violin Concerto (1952) 6 features
wide-arching melodies that recall Alban Berg.  Its Expressionist glow is also apparent in the
Viola Sonata, another piece dating from 1952.  A notable work for orchestra alone, the
Symphonic Variations (1953) is effectively a three-movement symphony featuring twelve
variations.  It was premiered at the Cheltenham Festival in 1956 by Sir John Barbirolli.

During the 1950s Iain Hamilton contributed much to the musical life of London.  He was
chairman of the Composer’s Guild of Great Britain in 1958, secretary and chairman of the
music section of the Institute of Contemporary Arts (1958-1960) as well as a member of the
BBC’s Music Advisory Panel.  He also lectured at Morley College (1952-1958) and at
London University (1952-1960).  As a private teacher he was, in the words of his ex-
composition student Hugh Wood, ‘conscientious and encouraging, patient and wise, always
eager to instil professional standards of behaviour in his pupils’.7

Hamilton was also an eloquent writer on musical matters.  He contributed articles to
and other journals, and chapters on Alban Berg, Anton Webern, and Swiss contemporary
music in Howard Hartog’s classic 1957 survey .8

From 1955 serialism began to play a prominent role in Hamilton’s compositions, starting
with the  for clarinet and piano and the divertimento-like Three Piano Pieces,
intended for moderately accomplished pianists.  There followed a series of lighter orchestral

6  Recorded on EMI Classics 5861892.
7  Hugh Wood, ‘Iain Hamilton’, , 3 August 2000, p.22.
8  Howard Hartog ed.,  (London: Routledge, 1957).



works including the Concerto for jazz trumpet (1957); ‘1912’, a light overture (1958)
inspired by music hall songs and dedicated to the memory of the Victorian comedian Dan
Leno, and the popular , 9 which was commissioned for the BBC Light Music
Festival and premiered on 30 November (St Andrew’s Day) 1956.

From around 1958 to 1966 Hamilton’s music reflected his close study of the music of Anton
Webern.  The first important work to emerge from this stage in his career was the Sinfonia for
Two Orchestras, first performed by the Scottish National Orchestra under Alexander Gibson
at the Edinburgh Festival in 1959 in celebration of the Burns bicentenary.  Despite the
composer’s strong hints that the work was more an expression of his admiration of Burns’
achievements than a piece directly inspired by the poems themselves, the tough, acerbic
nature of the score shocked its audience, who were probably expecting something less
uncompromising along the lines of the . The President of the Burns
Federation, who commissioned the piece, was forthright in his response, describing it as

‘rotten and ghastly’.10  Gibson clearly believed in it, however. He performed it again in the
Scottish National Orchestra’s 1959-60 season and later recorded it.11  Other works in this
creative phase include , for organ and the First Cello Sonata (1958), commissioned
by the University of Glasgow and premiered by cellist Joan Dickson accompanied by the
composer on the piano.

In 1961 Iain Hamilton moved to America to teach at Duke University, North Carolina where
he was made Professor of Music 1966-67.  He settled in New York City, taught as resident
composer of Tanglewood in 1962 and was visiting composer at the University of Albania.
His wide knowledge of the Arts in the nineteenth and twentieth centuries made him popular
as a lecturer on radio and television and he held the Cramb lectureship at Glasgow University
in 1971, sharing the Duke University post with his Glasgow University commitments.

A new exotic flavour began to permeate his music, perhaps as a result of several trips to the
West Indies in the mid-1960s. This first manifests itself in the String Quartet no.2 of 1965
and the  for soprano and ensemble, settings of Chateaubriand (1965).   He also

9  All three of these light orchestral works have been recorded on the ASV White Line label: the concerto on CD
WHL 2159; the overture on CD WHL 2149, and the dances on CD WHL 2123.
10  Conrad Wilson, :  (Edinburgh: Mainstream, 1993), p.74.
11  EMI Classics 5861892.

Preface: Ariel from Act 1 Scene 2 of Shakespeare’s The Tempest:-
…in the deep nook, where once
Thou call’dst me up at midnight to fetch dew
From the still-vexed Bermoothes…

I
CHORUS. Bermuda – lying east-south-east two hundred and thirty leagues from Virginia.
To the west, direct, Savannah, the Carolinas shore and Charleston. West-south-west the Gulf
of Florida, round which to New Orleans.

SOLO. Bermuda – lying north-east far through the Caribbean Sea from Honduras, Jamaica,
from Cuba and Havana.

CHORUS. Bermuda – lying north of Trinidad, Barbados, and Granada and far away from
where the north-east trade winds blow along the Islands of the Spanish Main.

SOLO. Bermuda – in latitude thirty two seventeen – in the Atlantic lying off the New World’s
shore, far, far out in the dark blue sea.

CHORUS. Bermuda, Trinidad, Honduras, Havana, Bermuda.

II INTERLUDE I

III
CHORUS. Upon the eight and twentieth of July sixteen nine after the extremity of the storm
was somewhat qualified, we fell upon the shore at the Bermudas. For the islands of the
Bermudas were ever esteem’d a most prodigious and enchanted place, affording nothing but
gusts, storm and foul weather, which made ev’ry navigator and mariner to avoid them as
Scylla and Charibdis or as they shun the Devil himself; and no man was ever heard to make
for the place but as against their wills; they have by storms and dangerousness of the rocks
lying seven leagues into the sea suffered shipwreck.



THE LYRITA RECORDED EDITION TRUST

ITTER BROADCAST COLLECTION

Richard Itter had a life-long fascination with recording and he
habitually acquired professional equipment for disc and tape recording
even for solely private use. From his home in Burnham he was able to
receive a good signal from the BBC Wrotham transmitter, which was
constructed in 1951 and began broadcasting VHF/FM on 2 May 1955.
His domestic recordings from BBC transmissions (including Proms,
premieres, operas, symphonies and chamber music – more than 1500
works in total), date from 1952-1996. Everything was initially recorded
on magnetic tape, but up to 1955 particularly important performances
were transferred to acetate disc. These fragile discs were never played
and have remained in excellent condition, as have the majority of the
tapes which make up the bulk of the collection. In 2014 the Lyrita
Recorded Edition Trust begun to transfer this priceless archive and has
put in place formal agreements with the BBC and the Musicians Union
to enable the release of items from it to the public.

developed a more dramatic style which led to two operas written in the late 1960s to his own
libretti: the dramatic narrative  (1969) and  (1968),
based on Peter Shaffer’s play and premiered at the London Coliseum in 1977.  These works
sowed the seeds of the gradual abandonment of serialism as a governing principle in his
writing.

The following period saw a series of pieces heavily influenced by their literary inspirations.
 for horn and orchestra (1970), which utilises microtones and aleatoricism, quotes

lines from Baudelaire and Rimbaud in the score.  It is dedicated ‘to Mahler and those who
died young’.  Both , for two trumpets and orchestra (1969) and  (1972), a
commission from the London Philharmonic for the orchestra’s 40th anniversary, are
associated with Dante’s , and  (1970) uses a title from Shelley.
These compositions also employ quotations from nineteenth-century music.

The two-act opera  (1973), based on the Ben Jonson tragedy, which
was premiered by Scottish Opera in 1974 and the  (1974) both show a re-embracing
of conventional tonality further explored in his intensely dramatic scena,  (1977),
sung by Lois McDonall with the BBC Symphony Orchestra under David Atherton at the
1978 Proms premiere.

In the late 1970s, Iain Hamilton received commissions for two substantial orchestral works,
which he decided should both be symphonies. The Third Symphony was completed in New
York in late 1980 and continues the composer’s more diatonic style, being written in the key
of G with both structure and material based on tonal relationships. The Fourth Symphony
(1981) was commissioned by the Scottish National Orchestra and Sir Alexander Gibson who
gave the first performance of the work in 1983. It was started whilst the composer was still
living in New York and finished after he had returned to reside permanently in London in
1981. The Symphony no.4 is a very personal work and Hamilton uses his most accessible
tonal idiom to express himself.  It is dedicated to the memory of his long-term partner, to
whom the Requiem of 1979 is also dedicated, and there are quotations from the Requiem in
the Symphony.

A series of major operas occupied much of the last twenty five years of Hamilton’s life.
 (1976), a lyric drama, was commissioned and premiered by the BBC.  His major



three-act opera  (1978) for English National Opera was produced in London
in 1981 and received its first American performance in Los Angeles.  (1983)
was written for the North Carolina British-American Festival at Duke University, and

 was commissioned and premiered by the Arundel Festival in 1985.  There followed
a one-act opera  in 1990 and the two-act lyric comedy

 in 1992.

The Requiem of 1979 and the Mass in A (1980), both  works, paved the way for a
series of choral pieces, such as the  (1982), commissioned by the London
Chorale and  (1985), a setting of a text by Spenser.

A couple of chamber pieces from this period are also of note.  The Octet for flute, oboe,
clarinet, bassoon, horn, trumpet, trombone and double bass (1983) was commissioned by the
Paragon Ensemble.  Cast in three movements, it shares with the examples by Franz Schubert
and Egon Wellesz a good-humoured nature.  The Third String Quartet (1984) was written
for and premiered by the Delmé Quartet.  Its three movements are divided up into several
sections of varying tempi, a familiar device of a composer who frequently thought in terms of
a sequence of diverse passages within his large-scale structures.

Of his later orchestral works, the Second Piano Concerto (1987) is a tough, Bartókian
utterance, emphasising the percussive nature of the solo instrument rather than its lyrical side.

 was premiered by Martyn Brabbins with the BBC Scottish Symphony
Orchestra at their 60th birthday celebrations in 1995.  This brilliant and vibrantly scored
piece begins with an initial explosive signal followed by a succession of massive chords which
form the basis of the rest of the material, creating a satisfying passacaglia-like progress.

By the time of the premiere of , Hamilton’s music was rarely
encountered in radio broadcasts or in the concert hall.  Among his very last compositions, all
of which await their first performances, are , an evocation for orchestra;
five pieces for clarinet and piano entitled , and  for piano and
orchestra.  Partly as a result of the neglect of his work, he became an increasingly reclusive
figure before his death on 21 July 2000 at the Cromwell Hospital in Kensington, London.

In 1956 the BBC commissioned a major choral work from Hamilton.  Written the same year,

not a series of paper calculations’.17

The scoring of  is of especial interest, particularly in the attractive second and fourth
movements, both of which are Nocturnes.  The first example is a web of melodic latticework,
the second a more nebulous night-scene, clouded with dense string sonorities.   In common
with the output of Alun Hoddinott (1929-2008), Nocturnes abound in Hamilton’s work –
either pieces so labelled, or, as in  (and the revised version of the Piano Concerto),

‘nocturnes’ strategically positioned in the overall movement-structure.  According to Meirion
Bowen, this can be attributed to ‘… Hamilton’s admiration for the Symbolist movement: for
the allusion is to the “night” of the conscious, with its darkly mysterious interacting
impressions and images’.18

The three works presented here are indicative of the broad spectrum covered by Iain
Hamilton’s output.  Together with Peter Racine Fricker and Humphrey Searle, he was one
of the first British composers to forge a reputation in the immediate post-war years.  It is to
be hoped this release will introduce new listeners to his individual, resilient and multifaceted
musical voice.

cover photo : Somers Isles Map, John Speed (1676)
Tape transfer and restoration by Mike Clements.

17  Christopher Grier, ‘Promenade Commissions’, , 8 August 1965, p.19.
18  Meirion Bowen, ‘Hamilton academic’, , 9 January 1974, p.8.



Margaret Kitchin with the BBC Symphony Orchestra under Edward Downes on 23
November 1970.  The first concert performance took place at the Royal Albert Hall in a
Promenade concert on 13 August 1971 with Claude Helffer (piano) and the BBC Symphony
Orchestra, directed by Norman Del Mar.

Completed in New York in March 1964, for orchestra was the second of two works
especially commissioned by the BBC for the 1965 Promenade Concert Season.15  It is scored
for two flutes, two oboes, two clarinets, two bassoons, three horns, three trumpets, three
trombones (two tenor, one bass) and strings, plus a solo concertino consisting of a trio of horn,
tuba and harp.  Concertante instrumental groups are used as integral units of the texture, a
device also found in Michael Tippett’s Concerto for Orchestra of 1963.  presents not
only many regroupings of these instrumental clusters and soloists, but also, related to these,
various modifications of the principal material.

The score is divided into five closely-argued sections, each with a separate title - Parade;
Nocturne 1; Sonata; Nocturne 1 and Declaration.  This arrangement results in two slow and
atmospheric episodes juxtaposed with three fast and emphatic statements.  In an unusual
formal device, a tuba cadenza is bisected by the break between the first two movements.  A
more conventional bridge is provided by the sustained string chords which straddle the third
and fourth movements.

 was premiered on 4 August 1965 in the Royal Albert Hall by the BBC Symphony
Orchestra under Norman Del Mar.  The recording presented here is taken from a broadcast
of that occasion. Edward Greenfield wrote of this first performance that ‘If, like so many other
post-war composers, Mr Hamilton’s main interest seems to be in exploiting contrasting
timbres kaleidoscopically, his special achievement in this work is to keep the texture and with
it the argument exceptionally clear.  Nor is there the usual impression of disjointedness that
follows from a  technique’.16  In , Christopher Grier commented that,

‘His [Hamilton’s] management of the orchestra … was remarkably disciplined, consonant and
expressive: each of the five movements had character and concision; and despite some
eccentricities of shape, the music always sounded as if it had been precisely imagined and was

15  The other 1965 Proms commission was , a setting of episodes from Milton’s masque by
Hamilton’s ex-composition pupil Hugh Wood.
16  Edward Greenfield, ‘Iain Hamilton’s Cantos for Orchestra at the Proms’, , 5 August 1965, p.7.

the resulting score, entitled , is a large-scale piece for baritone solo, chorus
and an orchestra consisting of two flutes, piccolo, two oboes, cor anglais, two clarinets, bass
clarinet, two bassoons, contrabassoon, four horns, two trumpets, three trombones, bass
trombone, tuba, timpani, percussion (cymbals, bass drum, tam-tam, snare drum, tenor drum,
tambourine, triangle and castanets), harp and strings.

It was premiered on 30 October 1957 by Thomas Hemsley, baritone, with the BBC Chorus
and Choral Society and the BBC Symphony Orchestra conducted by Rudolf Schwarz at the
Royal Festival Hall.  The same soloist and musical forces performed the work again under Sir
Malcolm Sargent at a Promenade Concert on 19 September 1958.

Hamilton had long admired Andrew Marvell’s 1654 poem  and wanted to set it
within a suitable musical framework.  He had already produced some choral pieces, including
the  and  (an ancient Border gathering song), both for
mixed chorus, and several impressive orchestral scores, but, as yet, no large work for chorus
with orchestra.

The score is prefaced by a quotation from Act I, Scene II of Shakespeare’s :

… in the deep nook, where once
 Thou call’dst me up at midnight to fetch dew
 From the still-vexed Bermoothes …

A  choral prelude sets the scene geographically with the composer’s own selection of
descriptions from old Caribbean charts.  There follows an orchestral interlude that begins
placidly  and gradually builds up into an imposing stormscape ( ), ending in a
series of heavy, tugging chords, whereupon the tam-tam and cymbals crash and the chorus
launches the third section.  The text of this is derived from ‘A Discovery of the Bermudas,
Otherwise Called the Isle of Devils’, written in 1610 by Silvester Jourdain, a sailor who had
been shipwrecked there on his way to Virginia.  This central movement begins slowly, then
turns into a vigorous choral scherzo-like section, with two baritone solos and a brilliant fugal
passage for choir.  At the second solo the pace slackens into the fourth movement, another
interlude, calm and glowing.  Eventually the violins land on their lowest string, and the
clarinet and bass clarinet give out the rhythms of splashing oars in the little boat whose



occupants sang Marvell’s hymn, a serene setting of which constitutes the work’s idyll-like
finale.  The ‘falling oars’ fade out from the accompaniment in the middle of the setting, but
they return and go on beating time to the closing bars.

In the , Neville Cardus wrote of , ‘… let us hasten to
praise Mr Hamilton’s fine and suggestive craftsmanship, his sensitive use of orchestral
onomatopoeia, his delicate ear for the blending of choral tone and colour’.12  In ,
Dyneley Hussey observed that, ‘Iain Hamilton’s cantata (shall we call it that for
convenience?) is obviously the work of a lively poetic imagination as well as of an
accomplished craftsman in the handling of large orchestral forces.  It opens most poetically
… with a wonderfully successful seascape, and its ending is a no less effective setting of
Marvell’s well-known poem with its beat of oars’.13

 is a pivotal work in the composer’s output.  It marries passages of ingratiating
diatonic simplicity as encountered in the early chamber works with serial episodes which have
the intricacy of some of his early orchestral pieces.   As well as synthesising on an ambitious
scale some recent trends in his music, it is also prophetic of future developments.  Its serial
passages have a complexity he would explore further in such uncompromising scores as the
Sinfonia for Two Orchestras and it also begins the process of his moving away from
large-scale abstract instrumental works and towards more explicitly dramatic ones.  In this
piece Hamilton reveals his painterly gifts for portraying nature: especially memorable are the
hazy depictions of illimitable seas.  It has a quasi-symphonic structure with three substantial
main movements and several key thematic relationships within a score which retains traces of
the symphony, tone poem, song-cycle and cantata in its powerfully concise form.  One of the
happier events of the composer’s later years was hearing a performance in 1993 of this work
in the Bermudas themselves.14

Hamilton’s  (1960) is dedicated to Margaret Kitchin, the soloist at its
premiere with the Scottish National Orchestra conducted by Alexander Gibson at a Glasgow
Musica Viva concert on 21 February 1961.  The orchestra is divided into four contrasting
groups, arranged in descending order of pitch around the virtuoso soloist.  The first group

12  Neville Cardus, ‘”The Bermudas” at Festival Hall’, , 1 November 1957, p.7.
13  Dyneley Hussey, ‘Music: ‘The Remote Bermudas’, , 7 November 1957, p.759.
14  Robert Ponsonby, ‘Obituary: Iain Hamilton’,  (27 July 2000), p.6.

consists of two flutes, three trumpets, first and second violins; the second consists of two
oboes, two clarinets, four horns, and violas; the third comprises two bassoons, three
trombones (two tenors and bass) and cellos, and the fourth group contains contrabassoon,
tuba, timpani and double basses.

There are thirteen continuous short sections which are arranged in an ingenious form.  Four
movements (designated as such) are separated by three cadenzas with two further cadenzas
(one for piano, one for orchestra) before the first movement, two more after the fourth
movement and the whole score is framed by an introduction and coda.  Of the seven cadenzas,
only the first is for solo piano.  In the second cadenza, each of the four orchestral groups plays
together.  Each group appears alone in the ensuing cadenzas, playing its own part extracted
from the second cadenza.  The seventh and final cadenza (‘grande’) plays the first two
cadenzas simultaneously.  All these various sections are arranged in such a way that the third
movement makes a focal point from which the others fan out.  The cadenza which follows the
third movement, for example, is a retrograde version of the cadenza which precedes it.  In one
final structural coup, the coda of the whole work repeats the material of the introduction back
to front.

Textures and rhythms are elaborate throughout this compact and tightly-knit score.  All
thirteen sections are variously interrelated, their material being exchanged between the soloist
and the orchestral groups and presented in new ways e.g. turned upside-down or played
backwards.  The result is a challenging work for players and listeners alike but one that
rewards repeated listening with its tough and single-minded integrity.

In 1967 Hamilton revised the score thoroughly.  He dispensed with the notion of dividing the
orchestra into contrasting groups in favour of treating it as a single entity.  Also, the
sequencing of the thirteen segments of the piece into juxtapositions of ‘movements and
cadenzas’ (the title page of the Schott score of the 1960 original shows this phrase as a subtitle,
crossed out) was replaced by a shorter succession of eleven unbroken sections with the
following titles:  Wild; Solo Cadenza: Capriccioso; Fantastico; Brilliante; Cadenza: Piacevole;
Largo: Notturna; Cadenza: ancora drammatico; Cadenza; Quodlibet and Coda: Molto
drammatico.  The overall effect is one of greater euphony and homogeny as a more
symphonic, organically unfolding statement replaces the rigorous computations of the first
version.  The score was premiered in its modified form in a BBC broadcast by pianist
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IAIN HAMILTON (1922-2000)

Op. 33 (1956)
1 Bermuda - lying east-south-east.   (4’40”)
2    Interlude I  (4’25”)
3 Upon the eight and twentieth of July.  (7’47”)
4    Interlude II  (2’47”)
5 Where the remote Bermuda rides.  (7’04”)
 Ronald Morrison, baritone   Scottish National Chorus  Scottish National Orchestra, Alexander Gibson
 BBC Broadcast 22 April 1973

 (1959/60 rev.1967)
6   Introduction  (4’11”)  7  Mvt I  (3’39”)  8  Mvt II  (4’30”)  9  Mvt III  (4’33”)  10  Mvt IV  (6’24”)
 Margaret Kitchin, piano   Scottish National Orchestra, Alexander Gibson
 BBC Broadcast 27 March 1961 from the premiere given in February in Glasgow.

 (1964)
11   Parade  (3’10”)  12  Nocturne I  (4’22”)  13  Sonata  (2’21”)  14  Nocturne II  (3’34”)  15  Declaration  (2’17”)
 Douglas Moore, horn   John Fletcher, tuba   Sidonie Goossens, harp  BBC Symphony Orchestra, Norman Del Mar
 BBC Broadcast live from the Proms, Royal Albert Hall, 4 August 1965 (Premiere)

Total playing time : (65’46”)
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