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OMAR KHAYYÁM

Evening,
thou bringest all that bright morning scattered,
the tender lamb to the ewe,
the babe to its mother;
Then Hesperus shines, of all stars the fairest,
Around the cool breeze
wanders through apple boughs,
And slumber streams from quivering leaves,
While sweeter far than harp,
than gold more golden,
Singeth Spring’s messenger
the sweet-voiced nightingale.
The moon has set, and the Pleiades;
It is midnight; time is going by,
And I sleep alone.
I yearn and seek—
I know not what to do—
And I flutter like a child after her mother,
For Love masters my limbs, and shakes me,
Fatal creature, bitter-sweet—
Yea, Eros shakes my soul,
A wind on the mountain falling on the oaks.
Alas! I shall be ever maiden;
Neither honey nor bee for me.

Peer of gods he seems, who sits in thy presence,
Hearing close thy sweet speech
and lovely laughter,
I beholding, all the life in my bosom
Fluttering, fails me.
For to see thee only, yea, but a little,
Breaks my voice, my faltering soul is silent,
Swiftly through all my veins a subtle fire runs,
All my life trembles.
Sight have I none, nor hearing,
cold dew bathes me,
Paler than grass I am, and in my madness
Seem as one dead, yet dare I, poor and suppliant,
Dare I to love thee.
Muse of the golden throne, O raise that strain,
Which once thou used to sweetly sing:
Come, Cyprian Goddess, and in cups of gold
Pour forth thy nectar of delight,
Thou and thy servant, Love!
Come, rosy-armed, pure Graces,
sweet-voiced maidens, come
With winged feet, dance round the altar fair,
Trampling the fine soft bloom of the grass.
Hither now, Muses, hither, come!
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Ah Love! could you and I with Him conspire
To grasp this sorry Scheme of Things entire,
Would not we shatter it to bits—and then
Re-mould it nearer to the Heart’s Desire!
100
Yon rising Moon that looks for us again—
How oft hereafter will she wax and wane;
How oft hereafter rising look for us
Through this same Garden—and for one in vain!
101
And when like her, oh Saki, you shall pass
Among the Guests Star-scatter’d on the Grass,
And in your joyous errand reach the spot
Where I made One—turn down an empty Glass!
TAMAM.

SAPPHO

Daughter of Zeus, Immortal Aphrodite,
Queen of the broidered throne,
Distress’d I pray thee, Weaver of wiles,
break not my heart with anguish,
O Goddess, hear me!
Now hither come, as once before thou camest,
Hearing my voice afar, and lean to listen;
Camest with golden chariot, leaving swiftly
Thy father’s dwelling.
Beautiful, fleet thy sparrows drew thee hither,
Round the dark earth
from heaven’s height descending,
Whirled they with wings
through deeps of middle aether,
Fluttering came they.

Then thou, blest one, with lips immortal smiling,
Didst ask—
‘Why weepest thou? What is befallen?
Whom wouldst thy heart and beauty
draw to love thee?
Who wrongs thee, Sappho?

Granville Bantock and Norman Del Mar at the BBC
Granville Bantock - An Introduction

Ah, come, from care release, fulfil my yearning;
Help, I beseech thee.

Born in London in 1868, Granville Bantock was the child of an affluent family from the literate
Victorian professional classes. Neither of his parents laid any claim to artistic sympathies. His
father was an illustrious gynaecologist who rose to the platinum echelons of his profession and
whose works can still be found on the internet. Quite naturally he presided over the births of
Granville’s children. For many of Bantock’s musically formative years, the father was
antipathetic to his son’s career in music. Finally won around, he financed some of the earliest
premieres and musical activities.1

Daughter of Zeus
Immortal Aphrodite,
Queen of the broidered throne,
distress’d I pray thee,
Weaver of wiles,
break not my heart with anguish,
O Goddess, hear me!

Bantock wrote musicals in his early years and toured one of these worldwide. He was for a while
a music journalist who inaugurated and edited The New Quarterly Music Review for a year or
two2 and served on the Editorial Committee and contributed articles to “A Dictionary of
Modern Music and Musicians”3. Bantock’s conducting tenures included the Liverpool
Orchestral Society. In the case of his New Brighton post he expanded the ensemble from a
ballroom band to a full-blown orchestra but after three years outwore his welcome there.

She who spurns gifts shall give;
who flies shall follow;
If she loves not, unwilling soon shall love thee.’

I loved thee once, Atthis, long ago.
Thou loved’st another more than me,
Scornful wert thou, none like to thee.
Me thou forgettest—
As thou wilt—
Thou art nought to me.
I loved thee once, Atthis, long ago.
In the hereafter shall I be remembered,
But thou shalt die, nor live in memory,
For thou didst not gather the roses of Pieria;
Alone and obscure thou shalt wander,
Even in the house of Hades,
Flitting among the shadowy dead.
I loved thee once, Atthis, long ago.

With dizzying ambition he lead the Birmingham and Midland Institute from the front. He was
appointed Principal of the Institute in 1900 and, seven years later became Professor of Music
at the University of Birmingham. He planned to make Birmingham ‘a new Weimar’ and was
the leading musical figure in the city for approaching four decades. He was knighted for his
services to music in 1929 at the age of 61. Latterly he journeyed the world as an examiner for
Trinity College.
Prokofiev, Sibelius, Holbrooke, Boughton and Delius were all championed and befriended by
him. Sibelius dedicated his Third Symphony to Bantock who reciprocated with his Overture to
a Greek Tragedy.4 It was at Bantock’s invitation that Sibelius came to the United Kingdom to
conduct his First Symphony and Finlandia.
Bantock’s success often came in the UK’s second and third tier cities with premieres displaying
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a dependency on provincial festivals. The Three Choirs Festival may not have been a naturally
apt venue for a composer with Bantock’s taste for the pagan and the gaudy but he did rather
well there.5 While there were some notable Bantock concerts in London they were by no means
as numerous as those outside the capital6.

85
Then said a Second—“Ne’er a peevish Boy
Would break the Bowl from which he drank in joy;
And He that with his hand the Vessel made
Will surely not in after Wrath destroy.”

92
That ev’n buried Ashes such a snare
Of Vintage shall fling up into the Air
As not a True-believer passing by
But shall be overtaken unaware.

Bantock married Helena (or Helen) Francesca von Schweitzer in 1898 having met her two
years earlier. She was, according to Henry Wood, a fine linguist and guided her husband when
it came to selection of words to set. Even while Granville Bantock was alive she was not averse
to writing to the BBC in his support. One of her letters to Clarence Raybould in the mid-1930s
is worth quoting: “So many people judge his music only from the outside, its rich tone,
melodious sweetness, strong rhythms, but few realise a strange otherworldliness which sings in
the faint overtones and penetrating silences.”7

86
After a momentary silence spake
Some Vessel of a more ungainly Make;
“They sneer at me for leaning all awry:
What! did the Hand then of the Potter shake?”

93
Indeed the Idols I have loved so long
Have done my credit in this World much wrong:
Have drown’d my Glory in a shallow Cup,
And sold my reputation for a Song.

87
Whereat some one of the loquacious Lot—
I think a Sufi pipkin—waxing hot—
“All this of Pot and Potter—Tell me then,
Who is the Potter, pray, and who the Pot?”

94
Indeed, indeed, Repentance oft before
I swore—but was I sober when I swore?
And then and then came Spring, and Rose-in-hand
My thread-bare Penitence apieces tore.

88
“Why,” said another, “Some there are who tell
Of one who threatens he will toss to Hell
The luckless Pots he marr’d in making—Pish!
He’s a Good Fellow, and ’twill all be well.”

95
And much as Wine has play’d the Infidel,
And robb’d me of my Robe of Honour—Well,
I wonder often what the Vintners buy
One half so precious as the stuff they sell.

89
“Well,” murmured one, “Let whoso make or buy,
My Clay with long Oblivion is gone dry:
But fill me with the old familiar Juice,
Methinks I might recover by and by.”

96
Yet Ah, that Spring should vanish with the Rose!
That Youth’s sweet-scented manuscript should close!
The Nightingale that in the branches sang,
Ah whence, and whither flown again, who knows!

90
So while the Vessels one by one were speaking,
The little Moon look’d in that all were seeking:
And then they jogg’d each other, “Brother! Brother!
Now for the Porter’s shoulders’ knot a-creaking!”

97
Would but the Desert of the Fountain yield
One glimpse—if dimly, yet indeed, reveal’d,
To which the fainting Traveller might spring,
As springs the trampled herbage of the field!

91
Ah, with the Grape my fading life provide,
And wash the Body whence the Life has died,
And lay me, shrouded in the living Leaf,
By some not unfrequented Garden-side.

98
Would but some winged Angel ere too late
Arrest the yet unfolded Roll of Fate,
And make the stern Recorder otherwise
Enregister, or quite obliterate!

Some measure of Bantock’s personality can be gathered from an ‘at-home’ article dating from
19128 where the author reports Bantock as saying: “You may charge me with selfishness and
artistic sensuality … but the truth is that I compose to please myself. The impulse to create
music is upon me and I write to satisfy my impulse. When I have written the work, I have done
with it. I do not want to hear it. What I do desire on the completion of a work, is to begin to
enjoy myself by writing something else.” He revelled in many subjects, in chess, in the artefacts
of Eastern cultures and in languages that included Persian, Greek and Russian. In this sense
parallels exist between Bantock and Holst whose Beni Mora, Savitri, Invocation, Rig Veda works
and the neglected opera Sita are testimony to his fascination with the East and with Sanskrit.
Another perspective is offered by Sir Henry Wood9 who said that Bantock was: “ … a man of
expansive mind … His outlook is big and noble in every way; many a man has been helped by
this generous-minded musician.” By contrast he faced critical appraisal, especially after his
"The Three Choirs Festival" by Watkins Shaw, Ebenezer Baylis, 1954, lists the following Bantock performances
there:
1928;
, 1907,
1910,
1922,
1904,
1925,
1902,
from
1903,
1911,
1908,
1927,
1912,
1909,
1921 and
1930. Thirteen of these were conducted by Bantock and nine
were premieres.
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71
The Moving Finger writes; and, having writ,
Moves on: nor all your Piety nor Wit
Shall lure it back to cancel half a Line,
Nor all your Tears wash out a Word of it.

78
What! out of senseless Nothing to provoke
A conscious Something to resent the yoke
Of unpermitted Pleasure, under pain
Of Everlasting Penalties, if broke!

72
And that inverted Bowl they call the Sky,
Whereunder crawling coop’d we live and die,
Lift not your hands to It for help—for It
As impotently moves as you or I.

79
What! from his helpless Creature be repaid
Pure Gold for what he lent him dross-allay’d—
Sue for a Debt he never did contract,
And cannot answer—Oh the sorry trade!

73
With Earth’s first Clay They did the Last Man knead,
And there of the Last Harvest sow’d the Seed:
And the first Morning of Creation wrote
What the Last Dawn of Reckoning shall read.

80
Oh Thou, who didst with pitfall and with gin
Beset the Road I was to wander in,
Thou wilt not with Predestined Evil round
Enmesh, and then impute my Fall to Sin!

74
YESTERDAY This Day’s Madness did prepare;
TO-MORROW’s Silence, Triumph, or Despair:
Drink! for you not know whence you came, nor why:
Drink! for you know not why you go, nor where.

81
Oh Thou, who Man of baser Earth didst make,
And ev’n with Paradise devise the Snake:
For all the Sin wherewith the Face of Man
Is blacken’d—Man’s forgiveness give—and take!

75
I tell you this—When, started from the Goal,
Over the flaming shoulders of the Foal
Of Heav’n Parwin and Mushtari they flung,
In my predestined Plot of Dust and Soul.

82
As under cover of departing Day
Slunk hunger-stricken Ramazan away,
Once more within the Potter’s house alone
I stood, surrounded by the Shapes of Clay.

76
The Vine had struck a fibre: which about
It clings my Being—let the Dervish flout;
Of my Base metal may be filed a Key
That shall unlock the Door he howls without.

83
Shapes of all Sorts and Sizes, great and small,
That stood along the floor and by the wall;
And some loquacious Vessels were; and some
Listen’d perhaps, but never talk’d at all.

77
And this I know: whether the one True Light
Kindle to Love, or Wrath consume me quite,
One Flash of It within the Tavern caught
Better than in the Temple lost outright.

84
Said one among them—“Surely not in vain
My substance of the common Earth was ta’en
And to this Figure moulded, to be broke,
Or trampled back to shapeless Earth again.”

death, that was withering. His music struggled to survive in a very different world. He basked
in the musical fashions of the day before 1920 but in the period from 1946 until the 1970s his
works came under fire or, worse still, suffered indifference and neglect, as we shall see. It is
instructive to see the salvos delivered against Omar within and outside the BBC. They tell us
more about artistic trends than about the quality of the music.
Granville Bantock died on 16 October 1946. Helena lived on until 1961 and continued to write
assiduously detailed and ardent letters to the Third Programme controllers and producers in a
fervent effort to secure more Bantock performances on radio. At least once she was treated to a
testy reply when a BBC official told her in a letter dated 16 February 1958: “Yes I do know
(quite a lot of us know) you were ninety last November 21st.” Her meticulous handwritten list
of Bantock’s works remains a valuable resource in the BBC files.
Bantock - A Musical Legacy
Bantock was a productive dynamo. His catalogue of works is in the same league as those of
Milhaud, Villa-Lobos, Martinů and Bax. Cuillin Bantock reports that the scores, when
transferred to Birmingham Central Library in the 1970s, were ‘loosely catalogued’ under
‘Bantock’, ‘More Bantock’ and ‘Yet More Bantock’10. Even in the Fifth Edition of Grove the
roster runs to nine intricately tabulated pages. This was produced at a time shortly after
Bantock’s death when his music, apart from the odd recorded shudder and wireless birthday
revival, seemed destined for dust and decay. The much fuller list in Dr Trevor Bray’s threevolume dissertation on Bantock’s life and music presents this achievement yet more
systematically.11
Diversity is what strikes home even in skimming through the lists. There is something in the
order of 350 songs, mostly grouped for publication. What is missing are the absolutes in music.
On this evidence he did not, in his maturity, go in for ‘pure’ symphonies, concertos or string
quartets. There are symphonies but always having programmatic names: Hebridean, Pagan,
Celtic. There are no concertos. There is a string quartet but it is titled A Chinese Mirror and each
of its movements bears a name. In general after the Great War his music was written against
"Never Lukewarm, Recollections of Granville and Helen Bantock", EM Publishing, 2012, p. 57.
Trevor Ian Bray, "Granville Bantock: his life and Music", 1967-72, Ph.D., St. John's College, Cambridge; Bray
continued his advocacy of Bantock: 1973 Bantock, Triad Press, 33pp; 1975 'Bantock's Seal Woman', Musical
Times, May, 431-3; 1979 'BBC's Bantock revival', Music and Musicians, March, 20-1. Bray's interest was
undimmed: as late as March 1974 he was writing to the BBC urging revival of the two orchestral song-cycles
and
.
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time and tide.
Bantock’s music did change over the years but when this came it came as a matter of nuance.
There was to be no overt crashing of linguistic and psychological gears of the sort that can be
heard in the case of Frank Bridge before and after the Great War. For Bantock the voluptuous
works of the 1900s including those featured here can be compared with the brevity and slender
melodious tones of the much later Celtic Symphony and the Four Chinese Pictures. After 1920
grandiloquent orchestral specifications became a luxury he no longer demanded and his works
also became less epic in span if not in atmosphere.
He wrote sonatas for violin, cello and viola for the great British artists of his day. The First
Violin Sonata, 1929, is dedicated to Albert Sammons while the Second, 1932, bears the name
of Arthur Catterall who premiered the work with the composer at the piano in a broadcast on
7 July 1940. In 1929 Catterall had been the leader of the Beecham-conducted BBC Orchestra
(BBCSO) in the first broadcast performance of Part I of Omar Khayyám. He was also the
orchestra leader for Boult’s Song of Songs relay in 1935.
Absent from the Bantock catalogue is anything in the way of a Stabat Mater or a Mass. It is not
that Biblical subjects were alien to him but they were embraced for their drama, sensuality and
exotic story-telling. Their attractions did not lie in reflections of faith or avenues for redemption
or religious exaltation.
The variety of his output is remarkable. At the outliers it includes a National Anthem
arrangement that, with its luxury role for the timpani and clamorous brass writing, should have
won it a place of honour and grandeur alongside the Elgar and Britten versions. Add to this a
brass band Song of Liberty and a Festival March written in 1914 for the ‘coming of age’
Conference of the International Labour Party and many other ‘symphonic’ brass and wind
ensemble pieces including an Oriental Rhapsody based on Lalla Rookh. Then there’s Pilgrim’s
Progress, incidental music for Macbeth, a Ceylon Police Force March, Negro Spirituals, The Cyclops
for bass voice and three bassoons, Lucifer in Starlight for unaccompanied chorus and The Burden
of Babylon for chorus, brass and drums. This only scratches the surface; barely that.
Bantock and Omar Khayyám
In setting all 101 quatrains of the Fifth Edition of “The Rubaiyat of Omar Khayyám” by
Edward Fitzgerald (1809-1883) Bantock evinced not only an emotional and intellectual

57
Ah, by my Computations, People say,
Reduce the Year to better reckoning?—Nay,
’Twas only striking from the Calendar
Unborn To-morrow and dead Yesterday.

64
Strange, is it not? that of the myriads who
Before us pass’d the door of Darkness through,
Not one returns to tell us of the Road,
Which to discover we must travel too.

58
And lately, by the Tavern Door agape,
Came shining through the Dusk an Angel Shape
Bearing a Vessel on his Shoulder; and
He bid me taste of it; and ’twas—the Grape!

65
The Revelations of Devout and Learn’d
Who rose before us, and as Prophets burn’d,
Are all but Stories, which, awoke from Sleep
They told their comrades, and to Sleep return’d.

59
The Grape that can with Logic absolute
The Two-and-Seventy jarring Sects confute:
The sovereign Alchemist that in a trice
Life’s leaden metal into Gold transmute;

66
I sent my Soul through the Invisible,
Some letter of that After-life to spell:
And by and by my Soul return’d to me,
And answer’d “I Myself am Heav’n and Hell:”

60
The mighty Mahmúd, Allah-breathing Lord,
That all the misbelieving and black Horde
Of Fears and Sorrows that infest the Soul
Scatters before him with his whirlwind Sword.

67
Heav’n but the Vision of fulfill’d Desire,
And Hell the Shadow from a Soul on fire,
Cast on the Darkness into which Ourselves,
So late emerged from, shall so soon expire.

61
Why, be this Juice the growth of God, who dare
Blaspheme the twisted tendril as a Snare?
A Blessing, we should use it, should we not?
And if a Curse—why, then, Who set it there?

68
We are no other than a moving row
Of Magic Shadow-shapes that come and go
Round with the Sun-illumined Lantern held
In Midnight by the Master of the Show;

62
I must abjure the Balm of Life, I must,
Scared by some After-reckoning ta’en on trust,
Or lured with Hope of some Diviner Drink,
To fill the Cup—when crumbled into Dust!

69
But helpless Pieces of the Game He plays
Upon this Chequer-board of Nights and Days;
Hither and thither moves, and checks, and slays,
And one by one back in the Closet lays.

63
Of threats of Hell and Hopes of Paradise!
One thing at least is certain—This Life flies;
One thing is certain and the rest is Lies;
The Flower that once has blown for ever dies.

70
The Ball no question makes of Ayes and Noes,
But Here or There as strikes the Player goes;
And He that toss’d you down into the Field,
He knows about it all—HE knows—HE knows!

43
So when that Angel of the darker Drink
At last shall find you by the river-brink,
And, offering his Cup, invite your Soul
Forth to your Lips to quaff—you shall not shrink.

50
A Hair perhaps divides the False and True;
Yes; and a single Alif were the clue—
Could you but find it—to the Treasure-house,
And peradventure to THE MASTER too;

44
Why, if the Soul can fling the Dust aside,
And naked on the Air of Heaven ride,
Were’t not a Shame—were’t not a Shame for him
In this clay carcass crippled to abide?

51
Whose secret Presence through Creation’s veins
Running Quicksilver-like eludes your pains;
Taking all shapes from Mah to Mahi and
They change and perish all—but He remains;

45
’Tis but a Tent where takes his one day’s rest
A Sultan to the realm of Death addrest;
The Sultan rises, and the dark Ferrash
Strikes, and prepares it for another Guest.

52
A moment guessed—then back behind the Fold
Immerst of Darkness round the Drama roll’d
Which, for the Pastime of Eternity,
He doth Himself contrive, enact, behold.

46
And fear not lest Existence closing your
Account, and mine, should know the like no more;
The Eternal Saki from that Bowl has pour’d
Millions of Bubbles like us, and will pour.

53
But if in vain, down on the stubborn floor
Of Earth, and up to Heav’n’s unopening Door,
You gaze TO-DAY, while You are You—how then
TO-MORROW, when You shall be You no more?

47
When You and I behind the Veil are past,
Oh, but the long, long while the World shall last,
Which of our Coming and Departure heeds
As the Sea’s self should heed a pebble-cast.

54
Waste not your Hour, nor in the vain pursuit
Of This and That endeavour and dispute;
Better be jocund with the fruitful Grape
Than sadden after none, or bitter, Fruit.

48
A Moment’s Halt—a momentary taste
Of BEING from the Well amid the Waste—
And Lo!—the phantom Caravan has reach’d
The NOTHING it set out from—Oh, make haste!

55
You know, my Friends, with what a brave Carouse
I made a Second Marriage in my house;
Divorced old barren Reason from my Bed,
And took the Daughter of the Vine to Spouse.

49
Would you that spangle of Existence spend
About THE SECRET—quick about it, Friend!
A Hair perhaps divides the False from True—
And upon what, prithee, may life depend?

56
For “Is” and “Is-not” though with Rule and Line
And “UP-AND-DOWN” by Logic I define,
Of all that one should care to fathom, I
was never deep in anything but—Wine.

appetite for oriental subjects but also an ambition matched by practical reach. Many a
composer, especially in the prentice years has planned a colossal epic; few have had the
steadfastness of purpose to carry such schemes through to fruition. It’s all the more remarkable
given that the four works featured in this box were written and performed while Bantock was in
his thirties. Speaking of confidence we should note that Bantock wrote to Boult, shortly after
the death of Bantock’s friend Elgar, offering to complete Elgar’s Third Symphony.12
The choice of Fitzgerald’s verse cycle also attests to a full measure of self-assurance in another
way. Here, after all, was a book of verse that had been on the scene since the first edition
appeared in the mid-nineteenth century. By the end of that century it had achieved five editions
and quasi-Shakespearean status. Fitzgerald’s verse is rich in quotations and some gauge of this
is that extracts eventually took up multiple columns in the Oxford Dictionary of Quotations;
remarkable in a sequence of four-line quatrains. The subject matter was also daringly antireligious and must have had an appeal to the increasingly literate, sceptical, self-improving
administrative, professional, technical and clerical classes. Havergal Brian quotes Ernest
Newman on the subject of Bantock’s Omar: “… it brings into English secular music, for the first
time, the thoughts and feelings of men brought up in the full tide of modern culture and modern
humanism.”13 The poems were ubiquitous and such was their success that they were issued in
cheap penny editions.
Bantock’s fascination with “Omar Khayyám” was singular in its breadth and depth but he was
not alone in being drawn to these verses. Before Bantock there was Liza Lehmann whose 1896
song-cycle In a Persian Garden for four solo voices with pianoforte accompaniment was very
popular at the time. Orchestral versions of it were made and there were several BBC broadcasts
of it in that form and also with piano. In 1900 the American composer Arthur Foote wrote Five
Poems after Omar Khayyám and orchestrated four of them. Other Americans who heard the call
included Charles Wakefield Cadman, Henry Houseley, Victor Young and in the 1970s Alan
Hovhaness. The Swiss composer Robert Blum produced his Symphony No. 1 Omar Khayyám
for orchestra and baritone. Amsterdam-born Lex van Delden produced an Omar Khayyám
cantata for solo voices, choir, two pianos and orchestra. There are also smaller-scale
contributions from Hindemith and Penderecki.
Musical interest in the exotic East took many forms. These ranged from light music by Ketèlbey
and Coates to more ambitious efforts including those by Mily Balakirev (Tamara), Sergei
12
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"Havergal Brian on Music", British Music, Toccata 1986, p. 152.

Lyapunov (tone poem Hashish (1912)), Rimsky-Korsakov (Antar and Scheherazade), Felicien
David (Le Desert), Ernest Reyer (Le Sélam), and Benjamin Godard (Symphonie Orientale). Add
to these other orchestral scores including the 1909 Contes d'Orient by Belgian composer Adolphe
Biarent, The Gods of the Mountains (1916) by Arthur Farwell, The Pleasure Dome of Kubla Khan
(1912-16) by Charles Griffes, Beni Mora by Gustav Holst and La Péri (1911) by Paul Dukas.
Remembering also Bantock’s regard for Sibelius and the fact that the Finnish composer
attended a performance of Omar in London, it’s worth noting the incidental music to
Belshazzar’s Feast especially the Oriental March with its Janissary jingle. Sibelius had attended
one of the Fagge Omar concerts and later wrote: “I heard Bantock’s new second part of Omar
Khayyám. It is very dramatic.”14
The rest of Bantock’s worklist is rife with Eastern titles: Aegypt - a dramatic ballet in three scenes,
Persian Love-song, Arabian Nights (a cycle of ten pieces for solo piano, Tone Poem - Lalla Rookh
(dedicated to Holbrooke), Five Ghazals of Hafiz (setting words of Edwin Arnold for tenor and
orchestra) and Ferishtah’s Fancies (Browning for tenor and orchestra or piano). Bantock’s two
Hassan/Flecker pieces - War Song of the Saracens and The Golden Journey to Samarkand, the latter
for a choir of mixed voices - echo or pre-echo sections of the incidental music for Hassan (1923)
by Delius, another composer Bantock had championed as conductor of the Liverpool Orchestral
Society. 15
In the year of his wedding, Bantock was given a copy of Fitzgerald’s “The Rubaiyat of Omar
Khayyám” by H. Orsmond Anderton. It was an inspired gift and soon gripped Bantock’s
creative imagination.
Secular works were far from unheard of: Parry was partial to such subjects. Both Pfitzner and
Röntgen also explored the genre. That said, Bantock’s three-hour Omar was on a huge scale
both in time and in the reach of its subject. In those senses it stands eminently and alone.
Some idea of the work can best be given by a brief extract from Ernest Newman’s “Analytical &
Historical Notes”: “In adapting Fitzgerald’s poem for a musical setting, the composer has
necessarily had to individualise the shadowy characters of it. To do this he creates three
personages —The Poet (tenor) and The Beloved (contralto), to whom most of the verses dealing
with love and beauty are allotted, and The Philosopher (baritone), who, as a rule, has the more
exclusively philosophical stanzas. The chorus work is partly a commentary on the emotions
14
15

"Jean Sibelius and Rosa Newmarch 1906-1939", ed. Philip Ross Bullock, Boydell, 2011.
Bantock premiered Delius's
in Liverpool in January 1908.

29
Into this Universe, and Why not knowing
Nor Whence, like Water willy-nilly flowing;
And out of it, as Wind along the Waste,
I know not Whither, willy-nilly blowing.

36
I think the Vessel, that with fugitive
Articulation answer’d, once did live,
And drink; and Ah! the passive Lip I kiss’d,
How many Kisses might it take—and give!

30
What, without asking, hither hurried Whence?
And, without asking, Whither hurried hence!
Oh, many a Cup of this forbidden Wine
Must drown the memory of that insolence!

37
For I remember stopping by the way
To watch a Potter thumping his wet Clay:
And with its all-obliterated Tongue
It murmur’d—“Gently, Brother, gently, pray!”

31
Up from Earth’s Centre through the Seventh Gate
I rose, and on the Throne of Saturn sate,
And many a Knot unravel’d by the Road;
But not the Master-knot of Human Fate.

38
And has not such a Story from of Old
Down Man’s successive generations roll’d
Of such a clod of saturated Earth
Cast by the Maker into Human mould?

32
There was the Door to which I found no Key;
There was the Veil through which I might not see:
Some little talk awhile of ME and THEE
There was—and then no more of THEE and ME.

39
And not a drop that from our Cups we throw
For Earth to drink of, but may steal below
To quench the fire of Anguish in some Eye
There hidden—far beneath, and long ago.

33
Earth could not answer; nor the Seas that mourn
In flowing Purple, of their Lord Forlorn;
Nor rolling Heaven, with all his Signs reveal’d
And hidden by the sleeve of Night and Morn.

40
As then the Tulip for her morning sup
Of Heav’nly Vintage from the soil looks up,
Do you devoutly do the like, till Heav’n
To Earth invert you—like an empty Cup.

34
Then of the THEE IN ME who works behind
The Veil, I lifted up my hands to find
A lamp amid the Darkness; and I heard,
As from Without—“THE ME WITHIN THEE BLIND!”

41
Perplext no more with Human or Divine,
To-morrow’s tangle to the winds resign,
And lose your fingers in the tresses of
The Cypress-slender Minister of Wine.

35
Then to the Lip of this poor earthen Urn
I lean’d, the Secret of my Life to learn:
And Lip to Lip it murmur’d—“While you live,
Drink!—for, once dead, you never shall return.”

42
And if the Wine you drink, the Lip you press,
End in what All begins and ends in—Yes;
Think then you are TO-DAY what YESTERDAY
You were—TO-MORROW you shall not be less.

15
And those who husbanded the Golden grain,
And those who flung it to the winds like Rain,
Alike to no such aureate Earth are turn’d
As, buried once, Men want dug up again.

22
For some we loved, the loveliest and the best
That from his Vintage rolling Time hath prest,
Have drunk their Cup a Round or two before,
And one by one crept silently to rest.

16
The Worldly Hope men set their Hearts upon
Turns Ashes—or it prospers; and anon,
Like Snow upon the Desert’s dusty Face,
Lighting a little hour or two—is gone.

23
And we, that now make merry in the Room
They left, and Summer dresses in new bloom,
Ourselves must we beneath the Couch of Earth
Descend—ourselves to make a Couch—for whom?

17
Think, in this batter’d Caravanserai
Whose Portals are alternate Night and Day,
How Sultan after Sultan with his Pomp
Abode his destined Hour, and went his way.

24
Ah, make the most of what we yet may spend,
Before we too into the Dust descend;
Dust into Dust, and under Dust to lie,
Sans Wine, sans Song, sans Singer, and—sans End!

18
They say the Lion and the Lizard keep
The courts where Jamshyd gloried and drank deep:
And Bahram, that great Hunter—the Wild Ass
Stamps o’er his Head, but cannot break his Sleep.

25
Alike for those who for TO-DAY prepare,
And those that after some TO-MORROW stare,
A Muezzin from the Tower of Darkness cries,
“Fools! your Reward is neither Here nor There.”

19
I sometimes think that never blows so red
The Rose as where some buried Caesar bled;
That every Hyacinth the Garden wears
Dropt in her Lap from some once lovely Head.

26
Why, all the Saints and Sages who discuss’d
Of the Two Worlds so wisely—they are thrust
Like foolish Prophets forth; their Words to Scorn
Are scatter’d, and their Mouths are stopt with Dust.

20
And this reviving Herb whose tender Green
Fledges the River-Lip on which we lean—
Ah, lean upon it lightly! for who knows
From what once lovely Lip it springs unseen!

27
Myself when young did eagerly frequent
Doctor and Saint, and heard great argument
About it and about: but evermore
Came out by the same door where in I went.

21
Ah, my Beloved, fill the Cup that clears
TO-DAY of past Regrets and future Fears:
To-morrow—Why, To-morrow I may be
Myself with Yesterday’s Sev’n thousand Years.

28
With them the seed of Wisdom did I sow,
And with mine own hand wrought to make it grow;
And this was all the Harvest that I reap’d—
“I came like Water, and like Wind I go.”

expressed by the soloists … The work is scored for a large orchestra — strings, three flutes and
piccolo, three oboes and cor anglais, three clarinets and bass clarinet, three bassoons and
double bassoon, six horns, three trumpets, three trombones, one tuba, kettledrums, bass drum,
side drum, cymbals, triangle, tambourine, gong, glockenspiel, harps, organ (ad lib.), and
camel-bell. The strings are divided into two complete string orchestras, one on either side of
the conductor, a device by which the composer can procure a number of new and subtle
effects.”16
In the first decade of the twentieth century no other secular-philosophical work - looking at
Omar as a three ‘panel’ entity - existed on such a scale and that was part of its challenge.
Perhaps the closest is the earlier Hiawatha Trilogy (Hiawatha’s Wedding Feast, 1898; The Death
of Minnehaha, 1899; Hiawatha’s Departure, 1900) by Samuel Coleridge-Taylor. In that case the
three parts were individually and collectively shorter than the Bantock work. As it turned out,
for a while, the Coleridge-Taylor trilogy had greater staying power. It had its big hit in the shape
of the tenor aria Onaway Awake Beloved; its Part I was shorter than Part I of Omar and where
Bantock stipulated three solo voices it demanded only one. Omar had no single highlight - at
least not one with the easy-access emotional impact of Onaway. While Parts II and III of Omar
were each of broadly 40 minutes’ duration they never quite took off in the way that Hiawatha
did. As for Part I of Omar it runs 90-plus minutes.
The Coleridge-Taylor had a phenomenal success with Sir Malcolm Sargent becoming, among
much else, something of a poster-boy for the trilogy. There was even a Hiawatha ballet and an
overture. It’s a further measure of its success that Part I (Hiawatha's Wedding Feast) was
recorded by Sargent and this no doubt bred further performances. Audiences turned up to his
London concerts in Native-American dress all the way up to the 1940s. Could it really have
made a difference that Bantock called his three segments: ‘Part I’, ‘Part II’ and ‘Part III’ where
Coleridge-Taylor gave an allusive name to each? The whole phenomenon left Omar in the
starting-blocks. Bantock and Omar certainly had their champions - Beecham, Boult, Wood,
Harty and Fagge - but nothing to match Hiawatha. Bantock even tried an opera-ballet version17
but it didn’t catch on.
That said, there is plentiful evidence in Omar of Havergal Brian’s assertion that “As a master
of the orchestra, Bantock has no superior. Not only in Omar … Bantock’s orchestral métier has
16
Hallé Concert Society programme book for performance of
in Manchester on 1 December 1921,
conductor Hamilton Harty. This is the concert at which Harty brilliantly took on the role of the orchestra when the
orchestral parts failed to turn up.
17
13 March 1918, opera-ballet, Birmingham, Beecham, Birmingham Festival Choral Society.

a seductive sensual quality with an effortless improvisatory style of melodic invention, unusual
in English music and unlike that of any other composer.”18 Elsewhere Brian speaks of Omar’s
“extraordinary, rousing, luscious and full-blooded quality.”19
The premiere of Part I of Omar was conducted by the composer on 4 October 1906 as part of
the Birmingham Festival; none of London’s glitter. To Cardiff for the first performance of Part
II and back to Birmingham for the premiere of Part III. Other performances followed but the
brook ran to a trickle and then dry during the 1920s.20
Bantock carved out free-standing works from Omar but none seems to have enjoyed success: Be
of Good Cheer - a piano arrangement; The Ballet of the Pots (from Part II), Desert Scene and Duet,
the latter conducted by Beecham at a Royal Philharmonic Society concert in the Queen’s Hall
on 25 February 1918 where it shared the programme inter alia with Holbrooke’s impressionistic
masterpiece Queen Mab. Also, as we shall see, Bantock himself gritted his teeth and was
prepared to abridge Omar during its early years. Such a spirit of compromise was later to be seen
as unacceptable by Raymond Bantock and the Bantock Society when in the 1960s they were
trying to persuade the BBC to revive Omar. The message then was ‘only in full’.
Since Bantock’s death, performances of Omar have been dependent on anniversaries and
external historic events. Part I had its moment back in the Midlands’ sun as a result of the
Festival of Britain and Birmingham Town Hall’s ‘Festival of British Music’: 2 October 1951,
Norma Proctor (contralto), William Herbert (tenor), Gordon Clinton (baritone), City of
Birmingham Choir, City of Birmingham Symphony Orchestra conducted by David Willcocks
but the rot had set in. In a BBC “broadcast report” dated 3 October 1951 John Lowe reported
back “local piety and regional loyalty have been observed. Audience of 300 with two dozen
assorted Bantocks. The noisy wanderings of a mind which seemed to impose on itself no artistic
discipline.”
Omar Khayyám, the BBC and Michael Pope
If ever Bantock had a ‘good angel’ after his death it was the BBC radio producer, Michael Pope.
More of that later.
"HB - Aspects of Havergal Brian" ed. Jürgen Schaarwächter, Ashgate, 1997, p. 55.
"Havergal Brian on Music - European and American Music in his Time", ed. Malcolm MacDonald, Toccata, 2009,
p.39.
20
See Appendix.
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1
WAKE! For the Sun, who scatter’d into flight
The Stars before him from the Field of Night,
Drives Night along with them from Heav’n, and strikes
The Sultan’s Turret with a Shaft of Light.

8
Whether at Naishapur or Babylon,
Whether the Cup with sweet or bitter run,
The Wine of Life keeps oozing drop by drop,
The Leaves of Life keep falling one by one.

2
Before the phantom of False morning died,
Methought a Voice within the Tavern cried,
“When all the Temple is prepared within,
“Why nods the drowsy Worshiper outside?”

9
Each Morn a thousand Roses brings, you say:
Yes, but where leaves the Rose of Yesterday?
And this first Summer month that brings the Rose
Shall take Jamshyd and Kaikobad away.

3
And, as the Cock crew, those who stood before
The Tavern shouted—“Open then the Door!
“You know how little while we have to stay,
And, once departed, may return no more.”

10
Well, let it take them! What have we to do
With Kaikobad the Great, or Kaikhosru?
Let Zal and Rustum bluster as they will,
Or Hatim call to Supper—heed not you.

4
Now the New Year reviving old Desires,
The thoughtful Soul to Solitude retires,
Where the WHITE HAND OF MOSES on the Bough
Puts out, and Jesus from the Ground suspires.

11
With me along the strip of Herbage strown
That just divides the desert from the sown,
Where name of Slave and Sultan is forgot—
And Peace to Mahmud on his golden Throne!

5
Iram indeed is gone with all his Rose,
And Jamshyd’s Sev’n-ring’d Cup where no one knows;
But still a Ruby kindles in the Vine,
And many a Garden by the Water blows.

12
A Book of Verses underneath the Bough,
A Jug of Wine, a Loaf of Bread—and Thou
Beside me singing in the Wilderness—
Oh, Wilderness were Paradise enow!

6
And David’s lips are lockt; but in divine
High-piping Pehlevi, with “Wine! Wine! Wine!
“Red Wine!”—the Nightingale cries to the Rose
That sallow cheek of hers to incarnadine.

13
Some for the Glories of This World; and some
Sigh for the Prophet’s Paradise to come;
Ah, take the Cash, and let the Credit go,
Nor heed the rumble of a distant Drum!

7
Come, fill the Cup, and in the fire of Spring
Your Winter garment of Repentance fling:
The Bird of Time has but a little way
To flutter—and the Bird is on the Wing.

14
Look to the blowing Rose about us—“Lo,
Laughing,” she says, “into the world I blow,
At once the silken tassel of my Purse
Tear, and its Treasure on the Garden throw.”

DISC FOUR (54’25”)
1
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3
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Prelude
Fragment I Hymn to Aphrodite, Daughter of Zeus
Fragment II I loved thee once, Atthis, long ago
Fragment III Evening Song
Fragment V The moon has set
Fragment VI Peer of gods he seems
Fragment IX Muse of the golden throne
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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.

The BBC engagement with Omar dates back to a relay on 11 December 1929 from The
Queen’s Hall. The artists were Olga Haley, Parry Jones and Dennis Noble with The National
Chorus under Stanford Robinson and the BBCSO conducted by Sir Thomas Beecham. They
performed Part I. Marion Scott wrote of this concert: “Bantock’s work dates from the time
when large orchestras were as easy as A.B.C. and Strauss was the leader of European fashion.
… Professor Bantock … [is] a wise and genial British composer who had such an ovation …
that he bowed his acknowledgements first from the Grand Circle and then from the platform
at Queen’s Hall. … Page after page the full score unrolls its enormous pageantry when
translated into sound. What colour, what luscious tone, what sense of light! Bantock uses
chorus and orchestra with Titan fervour. And how wonderfully Beecham controlled the
performance! To see him make the big climaxes was thrilling. Time was when his taste for
(apparently) unworked success rendered him an uncertain quantity. Success did not always
supervene. Today his nonchalance is simply the mask for a tremendous preparedness. At the
right moment his [terrific purpose] flashes out to the furthest bench of the orchestra. Yet with
all this wealth of gorgeous colour and Beecham’s really great tone-building, the music of “Omar”
passed into the shadows of memory, very much as one passed from the lights of Queen’s Hall
into the night.”21
W.R. Anderson in The Musical Times22 said: “The divided string part of the orchestra makes
lovely effects possible, and the use of leading ideas is admirable, not too Wagnerian. It is easy
to find ‘influences’ in the music but what matters more is the originality of the thing. … you
cannot but applaud the boldness and the sense of scene painting. … there are subtle beauties
of insight too … Who has written sweeter love music in England than that of the duet in stanza
XLVII? Others might do it now but they would have learnt much from Bantock.”23
Silence followed. Bantock and Omar were up against it at the BBC. Kenneth A Wright wrote
on 11 April 1944 “so much of his music seems very dull these days.” Producer and conductor
Eric Warr, a Havergal Brian enthusiast, said in 1948 that “his meditation” on Omar Khayyám
had come to an abrupt close after spending an evening with the vocal score: “[there is] nothing
in this music …. to justify its revival.” He spoke of its pages being redolent of Tchaikovsky, early
Strauss and occasionally Rimsky-Korsakov: “secondhand Brahms in the hands of Stanford and
Parry” made better music than secondhand Tchaikovsky and Strauss “manipulated by an
efficient craftsman who has an innately commonplace mind.” Warr's appraisal was that if
Christian Science Monitor, 11 January 1930.
The Musical Times, 1 January 1930, p. 67.
23
The score of
carries a detailed schematic showing how the orchestra should be arrayed. Its most
distinctive feature is that the violins are shown divided right and left of the conductor's podium.

21

22

Bantock had been born thirty years later he might have contributed valuably to the world of
film music. “I do not think that Omar Khayyám has anything to offer our generation.” He
signed off by saying that remembrance of Bantock should be restricted to The Hebridean
Symphony and perhaps the Helena Variations.
Helena continued to press the merits of Omar with the BBC and tried every avenue. On 9
February 1959 she called for a performance to celebrate the centenary of the publication of one
of Fitzgerald’s editions. On 14 August that year she wrote extolling Omar’s virtues noting that
Bantock had stayed faithful to Fitzgerald’s conception by setting the poems “without altering
their sequence and allotting suitable portions to the characters.”
The broadcast of Part III on 27 April 1970 two years after birth-centenary year was the first of
that Part and Michael Pope was the producer. On 5 March 1969 in a BBC internal
memorandum Pope declared his intention to record Omar, Part by Part, gradually assembling
a complete ‘set’ for ‘future use’. Part III, the shortest of the triptych, had been recorded on 27
November 1968 before an invited audience in BBC Studio 1, Maida Vale, London. The singers
were Pamela Bowden (contralto) who took over at short notice from Janet Coster, Alexander
Young (tenor), John Noble (baritone), Elizabeth Tippett (soprano), Meriel Dickinson (mezzo),
Shirley Minty (contralto), Wynford Evans (tenor), Peter Leeming (baritone), stepping in at
short notice for Neil Howlett, and David Read (bass). The BBC Symphony Orchestra was
joined by the BBC Chorus. During the interval Raymond Bantock talked to Michael Pope
about his father. Raymond, with his letters from the outside, and Pope on the inside, kept up
the pressure. Pope’s unflagging determination and unbelligerent and gracious persistence over
an eleven year period were key factors in what bore fruit with the 1979 recording and broadcast
of the whole of Omar.
Resistance to the idea of a complete Omar was deeply rooted, not least from Controller of
Music, Robert Ponsonby, who in the mid-1970s remained very sceptical. He said of Omar that
a “certain lack of individuality and its very considerable length tell against it.” There was, at
one point, talk of a collaboration with the Royal Musical Association in an Omar revival but this
fizzled out. In a letter dated 7 June 1973 the possibility of doing Parts I and II in Liverpool with
Charles Groves was mentioned. Throughout all this Michael Pope remained indefatigable. In
an internal memorandum dated 5 November 1974 he reiterated his article of faith: “My main
purpose remains to bring to the air the complete Omar Khayyám.” As part of the planning for
what would be a momentous broadcast Pope wanted to time the relay to link with the coming
of spring - perhaps one of the Saturdays around the vernal equinox. He also hoped for the
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Introduction, The Fast of Ramazán
Worshippers in the Mosque
Philosopher
As under cover of departing day
Chorus
Shapes of all sorts and sizes, great and small
First Pot
Said one among them – “Surely not in vain”
Second Pot
Then said a Second – N’er a peevish boy
Third Pot
After a momentary silence spake
Fourth Pot
Whereat some one of the loquacious lot
Fifth Pot
“Why”, said another, “Some there are who tell”
Sixth Pot
”Well”, murmur’d one “let whoso make or buy”
Chorus & Pots
So while the vessels one by one were speaking
Philosopher
Ah, with the grape my fading life provide
That ev’n my buried ashes such a snare
Indeed the idol I have loved so long
Indeed, indeed, repentance oft before
And much as wine has play’d the infidel
Poet & Beloved
Yet ah, that Spring should vanish with the rose!
Poet
Would but the desert of the fountain yield
Beloved
Would but some winged angel ere too late
Poet & Beloved
Ah love! could you and I with him conspire
Chorus, Beloved, Poet & Philosopher
Yon rising moon that looks for us again
And when like her, oh Sáki, you shall pass
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Interlude
You know, my Friends, with what a brave carouse
For
and
though with rule and line
Ah, but my computations, people say
And lately, by the tavern door agape
Chorus
The Grape that can with logic absolute
The mighty Mahmúd, Allah-breathing Lord
Philosopher
Why, be this Juice the growth of God, who dare
I must abjure the Balm of Life, I must
Chorus
Oh threats of Hell and hopes of Paradise!
Strange, is it not?
The Revelations of devout and learn’d
Poet
I sent my soul through the invisible
Chorus
Heav’n but the vision of fulfill’d desire
We are no other than a moving row
But helpless pieces of the game He plays
The ball no question makes of Ayes and Noes
Beloved
The Moving finger writes; and, having writ
Beloved & Poet
And that inverted bowl we call the sky
Poet
With Earth’s first clay they did the last man knead
day’s madness did prepare
Poet & Philosopher
Yesterday
Philosopher
I tell you this – when, started from the goal
The Vine had struck a fibre
And this I know: whether the one true light
Beloved, Poet & Philosopher
What! out of senseless Nothing to provoke
What! from his helpless creature be repaid
Chorus, Beloved, Poet & Philosopher
Oh Thou, who didst with pitfall and with gin
Oh Thou, who Man of baser earth didst make
Philosopher

2’46”
7’32”

6’57”

9’22”

6’55”

7’22”

poems to be read in a complementary separate radio programme and suggested Laurence
Olivier for this purpose but this did not happen. There was even talk of Omar being steered by
the then newly-arrived Gennadi Rozhdestvensky who had just started with the BBCSO; that too
came to nothing leaving the way clear for Norman Del Mar. Also, to set the scene, there was to
have been a Bantock talk by Harold Truscott in 1976. In the run-up there were notable
broadcasts of Bantock’s a cappella choral symphonies Atalanta in Calydon in September 1977
which was preceded in August 1976 by a repeat of Stanford Robinson conducting the BBC
Singers recorded in centenary year in Vanity of Vanities.
Finally the planets came into alignment during Del Mar’s sixtieth birthday year. Pope wanted
to use the same artists for the whole cycle but with eleven years having passed since the 1968
sessions he was happy to start again. The sessions for the full Omar took place on 5-6 January
1979 before an invited audience at Studio 1 Maida Vale, London: 1900-2200 and 1500-1800
respectively. The diary also allowed for earlier piano rehearsals. Some of these took place at the
conductor’s house, The Witchings at Hadley Common. The forces deployed were the 64-strong
augmented BBC Singers, the BBCSO, lead by Bela Dekany and conducted by Norman Del
Mar who in the 1980s served as President of the Bantock Society. The three principal soloists
included Sarah Walker who stepped in to sing the part of The Beloved when Bernadette Greevy
had to cancel at short notice. Pope wrote that Walker “did marvellously to learn the part so
quickly … [and] sang it with great conviction.” The ‘Pots’ in Part II were sung by members of
the BBC Singers including some now much more familiar names: Judith Rees, Marion Dodd,
Patricia Taylor, David Fieldsend, Jeremy White and Michael George. The répétiteur was Cyril
Gell. The broadcast followed on 26 March 1979.
Michael Pope wrote to the choir manager on 1 June 1979: “Having planned for this occasion
for eleven years I could not have wished for more splendid singing, and the fact that the very
original choral writing was almost entirely unfamiliar to most of those taking part made the
sympathetic artistry of the performance the more remarkable. The composer’s son Mr
Raymond Bantock was delighted with the result and if it is possible I should be grateful if you
would kindly convey my sincere thanks to those concerned. A special word of thanks is due to
Nicholas Cleobury for his expert assistance in the training of the chorus.”
There were a few letters to Michael Pope from the public including one from a J.D. Sisson who
called for a BBC recording of Omar. Pope said he hoped for concert performances in due course
but none transpired. One letter from a Charles J Farrell was especially poignant: He recalled
concert performances of Omar directed by “Arthur Fagge (of happy memory) … in which I was

privileged to take part. Indeed it is possible I am the sole surviving male member [of the choir]
of that period.” Robert Ponsonby wrote to Pope on 27 March 1979 saying “I listened last night
with great pleasure. It is wonderful well made music and was very well performed.”
It was not all sweetness and light. Edward Greenfield made merry with parallels between
Wagner’s music and that of Bantock but conceded that “Bantock constantly prodded by the
exotic imagery, produces big gestures which are always strong and confident. … It is
disappointing that the phantom caravan with jingle bells then comes so close to Ketelby and
that the end of part one with its jocund grape, echoes Hiawatha. But from first to last Bantock,
still in his thirties when he wrote this, his most ambitious work, is never short of ideas. The only
trouble is that, good as they are, they do go on so.”24 Frank Howes, back in 1966, had said that:
“There is … a good deal of charm in the incidents of Omar. Charm, however, is too thin a diet
to keep large organisms alive.”25
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Apart from a repeat broadcast of Omar on 14 June 1983 to coincide with the centenary of
Fitzgerald’s death there have been no other performances. The first commercial recording,
released by Chandos in 2007, cuts nine primarily choral quatrains of 20 minutes duration.
Fifine at the Fair
This work kept Bantock’s name in front of the record-buying and radio-listening public for
many a year. It became, by virtue of its easy availability, the only major Bantock orchestral work
to be commercially accessible. It was the staple choice whenever Bantock was to be celebrated
or remembered. That was until Norman Del Mar’s Chandos recording of Pierrot of the Minute
appeared in 1979.
Fifine at the Fair was premiered on 2 October 1913 at the Birmingham Festival when it was
conducted by the composer. It was to have been given at a Royal Philharmonic Society concert
in the 1911-12 season but this was cancelled. The events are recounted in Robert Elkins’ history
of the RPS: “A rather unusual incident of this year deserves mention here, partly because it
attracted a good deal of Press comment at the time, and also because it throws some light on
the economics of concert-giving. The bare facts are these: Bantock’s Fifine at the Fair, an
extended orchestral work lasting some forty minutes, had been scheduled for performance at
one of the Society’s concerts, but almost at the last moment his publishers stipulated for a
24
25

The Guardian, 28 March 1979. Shame about the misspelling of Ketèlbey.
"The English Musical Renaissance", Secker & Warburg, 1966, p.202.
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Chorus
Poet
Chorus
Poet
Philosopher
Chorus
Beloved
Philosopher
Beloved
Poet
Chorus
Beloved & Poet

With them the seed of Wisdom I did show
Into this Universe, and Why not knowing
What, without asking, hither hurried Whence?
Up from earth’s centre through the seventh gate
There was the Door to which I found no Key
Earth could not answer; nor the seas that mourn
Then of the THEE IN ME who works behind
Then to the lip of this poor earthern urn
I think the vessel, that with fugitive
For I remember stopping by the way
And has not such a Story from of Old
And not a drop that from our cups we throw
As then the tulip for her morning sup
Perplext no more with human or divine
And if the wine you drink, the lips you press
So when that Angel of the darker drink
Why, if the Soul can fling the Dust aside
’Tis but a tent where takes his one day’s rest
And fear not lest Existence closing your Account
When you and I behind the veil are past
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10’08”

DISC TWO (61’41”)
1
2
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Interlude The Desert
The Caravan
Chorus
A moment’s halt – a momentary taste
Philosopher
Would you that spangle of Existence spend
A hair perhaps divides the false and true
Whose secret presence, through creation’s veins
A moment guessed – then back behind the fold
But if in vain, down on the stubborn floor
Chorus
Waste not your hour, nor in the vain pursuit
Chorus, Beloved, Poet & Philosopher
Better be jocund with the fruitful grape

9’57”
10’49”

omplete performance. Broadcast 26 March 1979
DISC ONE (73’06”)
1
2
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1
2
3
4
5
6
7
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Prelude
Chorus
Wake! For the Sun, who scattered into flight
Chorus, Beloved, Philosopher
Before the phantom of false morning died
Chorus, Poet
And as the cock crew, those who stood before
Poet
Now the new year reviving old desires
Iram indeed is gone with all his rose
And David’s lips are lockt
Chorus
Come fill the cup
Whether at Naishápúr or Babylon
Beloved
Each morn a thousand roses brings, you say
Chorus
What have we to do with Kaikobad the Great
Poet
With me along the strip of herbage strown
Beloved & Poet
A Book of Verses underneath the Bough
Chorus
Some for the glories of this world; and some
Beloved
Look to the blowing Rose about us – ‘Lo’
Poet
And those who husbanded the Golden grain
Chorus
The worldly Hope men set their Hearts upon
Think, in this battered caravanserai
They say the Lion and the Lizard keep the Courts
Poet
I sometimes think that never blows so red
Beloved
And this reviving Herb whose tender Green
Poet
Ah, my Beloved, fill the cup that clears
Chorus
For some we loved the loveliest and the best
And we, that now make merry in the Room They left
Ah, make the most of what we yet may spend
Beloved
Alike for those who for To-day prepare
Philosopher
Why, all the Saints and Sages who discuss’d
Myself when young did eagerly frequent

6’19”
6’13”

substantial fee to the composer for conducting it, another fee for reserving the first performance,
and an undertaking that the Society would defray the cost of copying the parts and pay the fees
of the considerable number of extra players required. The Directors, taken aback when they
discovered that the total expense of producing this work would be over £100, endeavoured to
secure some alleviation, but Bantock adhered to his terms and left it to the Society either to
accept them or withdraw the work. The Society, who were still finding it hard to make both
ends meet, decided on the latter alternative.”26

9’14”

Fifine was finally done by the RPS on 26 November 1917 when it was conducted by Beecham
in a concert that also included Borodin’s Prince Igor overture and Chabrier’s España. It had
surfaced at the eighth Balfour Gardiner concert, at the Queen’s Hall on 18 March 1913. This
was its first performance in London and the New SO and Balfour Gardiner officiated. Beecham
returned to it with the LSO on 11 May 1915 as part of a Festival of British Music. Fifine was
also heard in Manchester in two successive Hallé seasons under Beecham: 1914-15 and
1915-16. Beecham and controversy dogged or sustained each other. As late as 1948 Beecham
announced an all-English programme, ending with Fifine, for a concert by the RPO at the
Albert Hall. Take-up of tickets was poor and Beecham cancelled. At the invitation of
Bournemouth Corporation he was then invited to run the self-same programme with their
Municipal Orchestra. He agreed and tickets at the Winter Gardens were sold-out in two hours.
The concert took place on 30 May 1948 at about the same time as the RPO recording; just two
years after Bantock’s death.

7’16”

Listening to the incident-packed Fifine in a vibrant performance such as that given here by Del
Mar27, Robert Browning (1812-1889) owed Bantock a debt; not the other way around. While
Bantock may well have revelled in the autobiographical resonance in the poem’s subtitle ‘A
Defence of Inconstancy’28 the poem itself is full of convolution, abstruse allusion and indirect
language. As literature it is impenetrable to a fault.29 Every other composer steered clear of it

7’34”

8’27”

Royal Philharmonic, Rider, 1946, p. 105.
In recent years it has been vividly performed by the King Edward Music Society, Macclesfield with conductor
Anthony Houghton: 10 November 2012.
28
Bantock, it seems, had romantic relationships in his later years with Muriel Mann (
, Distinction
and who was the
Press, 2013) and earlier with Denne Parker who sang in performances of the
first leading lady in the Birmingham Boult-conducted premiere of Bantock's opera
. Although not
named Bantock's affair with Parker is touched on in Myrrha Bantock's 1972 book about her father.
29
Frank Howes in his "The English Musical Renaissance", Secker & Warburg, 1966, pp. 199-202 was no admirer
of Bantock. He said of
that "it hardly does justice to Browning". There's a letter from Bantock on the BBC
files in which he says of the work that it "… discusses the merits of a vagrant and uncorrected life with particular
26

27
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when it came to musical settings and no wonder. Even so, Bantock found a wealth of dry tinder,
igniting sparks and sustaining material in Browning. Performances of Fifine have not been
numerous despite the existence of the Beecham recording. Inimical fashion is one thing but the
wan and fey title has probably not helped either. Boult is reported to have considered it “one of
Bantock's worst”30 but even so he had kept a watchful and affectionate eye on Bantock’s
fortunes, noting as early as 1939 how Bantock’s music had ‘dropped out … as Holst’s has.’
Bantock’s Browning fascination did not stop with Fifine. He also wrote a set of a dozen songs
setting Browning poems (Dramatic Lyrics (1921)) and there are at least two individual songs:
Pippa Passes and Heap Cassia as well as a song As I ride from Browning’s Through Metidja to
Abd-el-Kadr. Touching on Bantock’s multifarious obsession with the Arabic East there is also
the 1905 song-cycle for tenor and orchestra, Ferishtah’s Fancies (words by Browning)
sandwiched between The Five Ghazals of Hafiz for baritone and orchestra (1904?) and the
Sappho Fragments (1906). From 1935 there are the Twelve Dramatic Poems for solo piano ‘after
Browning’ and six years earlier there were six Browning part-songs for unaccompanied men’s
choir. The score for the Poems was sent to the BBC in the year of Bantock’s death but there were
no takers.
The Sappho Fragments31
A glance at Bantock’s catalogue reveals a host of songs - the majority for voice and piano. Some
are arranged in cycles and of these some are for voice and orchestra. The Sappho Fragments fall
into this category. Bantock’s wife Helena selected or wrote the words for many of her husband’s
vocal works. She it was who came up with Henry Wharton’s translation of the various shards
that remain of the Sappho poems. Together, in 1906, they assembled the Sappho Fragments into
a song-cycle comprising a prelude and nine songs for contralto with orchestra.
Stephen Banfield in his programme note for the ground-breaking Birmingham University
revival of the complete cycle on 10 November 1996 with Sarah Walker and the Birmingham
University Orchestra conducted by Professor Banfield, wrote: “It is not clear whether Sappho
was written with a particular singer in mind. Only the Prelude was performed at the Henry
Wood Promenade Concerts in 1906. Bantock conducted the contralto Edith Clegg in a
regard to inconstancy in marriage … 'Love is all and death is naught.'"
30
BBC internal memorandum dated 19 March 1968 from J Douglas Todd. Boult suggested instead that he would
like to conduct
and the
although nothing came of this.
31
This section is indebted to The Bantock Society journal, Vol. 2, No. 1, Summer 1997 and to British Music
Society News No. 73, March 1997.
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1913 22 Apr
13 Dec
1914 27 Jan
31 Oct
1915 21 Jan
1916 13 Jan
7 Mar
1918 13 Mar
1920 Jun?
7 Nov
12 Nov
16 Nov
1921
1922
1924
1925

1 Dec
18 Feb
31 Jan
10 Mar
21 Mar
1926 2 Feb
21 Apr
24 Nov
1927 20 Sep
28 Oct
1928 Early
1929 11 Dec
1930 19 Mar
1931 15 Nov

? Glasgow, Bantock, Scottish Orchestra, Glasgow Choral Union
? Neath, T. Hopkin Evans, Neath Choral Society
selection, London, Allen Gill, Alexandra Palace Choral and Orchestral Society
I Glasgow, Henri Verbrugghen, Glasgow Choral Union
II Norwich, Sir Henry Wood, Norwich Festival Chorus
I-III abridged, Manchester, Thomas Beecham, Hallé Orchestra and Choir
I Manchester, Bantock, Hallé Orchestra and Choir
I-III abridged, Liverpool, Bantock, Liverpool Philharmonic Society
opera-ballet, Birmingham, Beecham, Birmingham Festival Choral Society
I Sheffield, Henry Wood, Sheffield Amateur Musical Society
? Leeds, Dr Henry Coward, Leeds Choral Union
? Huddersfield, Bantock, Hallé Orchestra, Huddersfield Choral Society
I Sydney, Joseph Bradley, New South Wales State Conservatorium Orchestra, Royal
Philharmonic Society of Sydney
I Manchester, Bantock, Hamilton Harty (piano), Hallé Choir
? Bristol, Bristol Choral Society
I & II Manchester - Hamilton Harty, Hallé Orchestra and Choir
I-III abridged, Liverpool - Bantock, Liverpool Philharmonic Society
I Blackburn, Dr. E.C. Robinson, St. Cecilia and Vocal Union
I Glasgow, Scottish Orchestra, Glasgow Choral Union
I-III London, William H. Reed, London Symphony Orchestra, London Choral
Society
II & III London, Arthur Fagge, London Symphony Orchestra, London Choral
Society
I? Brisbane, George Sampson, Brisbane Musical Union
I Norwich, Sir Henry Wood, Norwich Musical Festival
II Toronto, Cincinnati Symphony Orchestra, Toronto Mendelssohn Choir
I London, Thomas Beecham, BBC Symphony Orchestra, BBC National Chorus
I Birmingham, G.D. Cunningham, City of Birmingham Orchestra and Choir
I Sydney, Dr W. Arundel Orchard, Sydney Conservatorium Orchestra and Choir

APPENDIX
Performances of Bantock's Omar Khayyám 1906-193157
1906 4 Oct I PREMIERE, Birmingham, Bantock, Birmingham Festival Orchestra and Chorus
1907 18 Mar I Hanley, Bantock, Hallé Orchestra, Staffordshire Festival Chorus
25 Sep II PREMIERE, Cardiff, Bantock, London Symphony Orchestra, Cardiff Festival
Chorus
24 Oct I Birmingham, Dr G. R. Sinclair, Birmingham Festival Choral Society
1908 20 Feb Qt. 1-18, Manchester, Bantock, Hallé Orchestra and Chorus
23 May I London, Arthur Fagge, London Choral Society
4 Nov I London, Arthur Fagge, London Choral Society
3 Dec II Hanley, Bantock, North Staffordshire District Choral Society, New (London)
Symphony Orchestra
1909 21 Jan I Manchester, Bantock, Hallé Orchestra and Chorus
24 Mar II London, Arthur Fagge, London Choral Society, London Symphony Orchestra
27 Mar I Liverpool, Harry Evans, Welsh Choral Union
8 Oct (II) & III PREMIERE, Birmingham - Bantock, Birmingham Festival Orchestra
and Chorus
22 Oct I Newcastle, Bantock, London Symphony Orchestra, Newcastle Festival Chorus
1910 15 Feb I-III London, Arthur Fagge, London Symphony Orchestra, London Choral Society
7 Apr I Sheffield, Dr Henry Coward, Hallé Orchestra, Sheffield Musical Union Chorus
30 Nov II & III Newcastle, Bantock, Hallé Orchestra, Newcastle Choral Union
1911 26 Jan II & III Manchester, Bantock, Halle Orchestra and Choir
18 Mar II & III Liverpool - Harry Evans, Welsh Choral Union
28 Apr I Sheffield, Sir Henry Wood, Sheffield Festival Orchestra and Chorus
26 Jul I Sydney, W. Arundel Orchard, Sydney Liedertafel
19 Sep I Brisbane, George Sampson, Brisbane Musical Union
27 Sep I Worcester, MA, Dr. Arthur Mees, Worcester Musical Festival Society
1912 8 Feb I Nottingham, Allen Gill, Nottingham Sacred Harmonic Society
14 Feb I Vienna, Franz Schalk, Gesellschaft der Musikfreunde
1 Jun
I? Illinois, Peter Christian Lutkin, Thomas Orchestra, North Shore Festival Chorus
30 Oct I-III London, Arthur Fagge, London Symphony Orchestra, London Choral Society
The substance and virtue of this section is extremely heavily indebted to the research of John Dilworth who
some years ago generously sent me a table listing the performances he had traced of
up to the 1930s. Any
errors are mine.

performance of the Prelude and nos. IV, V and VIII at Queen’s Hall in London on 9 April 1908,
but one wonders whether earlier performances had taken place, perhaps with piano, since the
engraved vocal score exists in two editions, one with mezzo-soprano rewritings of the contralto
voice part, raised further in one or two places for the published orchestral score of 1909 which
also displays more sensitive dynamics.”
In a telephone interview with Sarah Walker she spoke of the Birmingham performance of the
Sappho Fragments: “This was a mammoth task. The work runs, complete with its orchestral
prelude, to more than an hour - almost the same length as Das Lied but of course the Mahler
work at least spreads the load between two singers. Sappho is hopelessly heavily scored but
extremely enjoyable. The music is very low for the voice. It would have suited Clara Butt. It is
also demanding in terms of the relationship between rhythm and text. Preparing for the
performance had its own challenges with three different versions to grapple with … I took part
in Omar Khayyám as ‘The Beloved’ in Norman Del Mar’s performance in 1979. Both works
are lushly scored and I suppose very dated in the selection of words. Still that sort of thing we
get used to in Elgar - look at Gerontius. Look at many of the mainstream continental works
where the faded quality of words is at least masked by their not being in English. … The music
carries everything along. … I really enjoyed doing it and would love to do it again. Wonderful
stuff!”
Professor Banfield again: “Bantock could write a gorgeous melody - there is a barcarolle-like
one in the last song - but his melopoetic aesthetic does often make you long for a bit of sustained
musical statement rather than the constant kaleidoscope of emotions and moods, though he
does cast his forms and recapitulations quite skilfully when you study them.”
It was Sir Thomas Beecham who, in A Mingled Chime, remarked on Bantock having the “quick
penetration of the true lyrical writer for reaching the heart of a poem and re-creating it in fitting
and telling turns of melody … and when I recall the texts of … the Sappho songs, I cannot help
believing that Bantock’s settings of them will remain unchallenged for some time to come”.
The broadcast preserved here from Bantock’s centenary year offers the Prelude and songs
numbers I, II, III, V, VI and IX. The complete sequence can be heard on a Hyperion CD.32
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Hyperion CDAA66899, Susan Bickley/Julian Lloyd Webber/RPO/Vernon Handley.

The Sappho Fragments - a performance history

A Future for Bantock’s music

These details are no doubt incomplete but some of the history of this hour-long song-cycle
should be noted. It is not as if there have been many complete performances. More frequently
it has been mined by singers and conductors for selections as was the case with Norman Del
Mar and Johanna Peters. Also we need to distinguish between performances with orchestra and
those with piano. The orchestral version was performed at one of the Reid Orchestral concerts
in Edinburgh on 5 March 1921 by Denne Parker who some five years earlier had sung the lead
in Bantock’s opera The Seal-Woman. The full piano version of the Fragments was played at
Boughton’s Glastonbury Festival of Greek Drama on 31 August 1922 sung by Astra Desmond33
and at Cadbury’s Bourneville factory on 29 January 1923 with the composer himself as
accompanist.34 Desmond clearly made an impact because on 14 October 1938 Bantock was
writing to Clarence Raybould: “Oh if you would only ask Astra (Desmond) to sing them again
for us. So Sapphic a Sappho in voice and in beauty.” Three years earlier he had conducted the
orchestra in six of the songs sung by Enid Cruickshank.

Bantock’s music can only be claimed to have ‘arrived’ or to enjoy circumstances conducive
to a sustained revival when a major book has been published to document the life and works.
Myrrha Bantock’s volume52 never claimed to be that book although it is personable. We must
await something of the standing of Lewis Foreman’s “Bax” (now in its third edition), Stephen
Lloyd’s “Constant Lambert” or Christopher Walton’s “Othmar Schoeck”. The present set
will play a commanding part in encouraging such a project. Around 1968 it was said that
music-writer and composer Harold Truscott (1914-1992) was engaged in writing a book
about Bantock and his music. Truscott was a doughty warrior in support of unfashionable
causes including those of Franz Schmidt and of Bantock’s friend, Havergal Brian. No book
appeared; a pity given Truscott’s eloquent and deeply rooted advocacy in “The Listener”, in
the run-up to the Omar/Del Mar broadcast.53

The complete cycle was done, on a composite basis across two broadcasts, by Janet Howe with
the BBCSO conducted by Clarence Raybould on 14-15 April 195135. The same Festival of
Britain year also yielded a very rare outing for Part I of Omar in Birmingham. By now
resuscitation of his major works had developed a dependency on birthdays, centenaries and the
like.
Seventeen years later there were two Bantock Centenary broadcasts of the Fragments. These
featured the version heard in this set and not to forget Maurice Handford who conducted the
BBC Northern Symphony Orchestra (BBCNSO) 36 with the singer Sybil Michelow. This is a
reminder that over the years there had been various champions of Bantock at the Corporation.
These included Raybould who had been a Bantock pupil in Birmingham as had composer Eric
Fogg and two other conductors, Julius Harrison and Anthony Bernard. With the BBC,
Raybould conducted Pierrot (1939), The Five Ghazals of Hafiz (1936, 1944)37 and The Celtic
Symphony (1942)38.
"A wonderful occasion" according to the Central Somerset Gazette, "Rutland Boughton: His Life", Michael Hurd,
OUP, 1993, p. 142.
34
Vincent Budd, BMS News No. 76.
35
Lewis Foreman, BMS News Nos. 73 and 76.
36
Precursor to the BBC Philharmonic.
37
Raybould in a letter from November 1937 said he was hoping to take a 'Blattnerphone' of these - presumably a
disc recording - and these were broadcast on 15 December 1937.

The Swansea-based artist and long-time advocate of Bantock and Holbrooke, Michael
Freeman, has said of Omar, that it is “One of the greatest works of British art alongside King
Lear and the paintings of Turner.”54 The present Lyrita set at last lets the world hear Omar
in all its glory without cuts. Added to six fine orchestral discs under Vernon Handley from
Hyperion55, three sterling chamber and song discs from Dutton56 and much else from other
labels, and this begins to provide a firm foundation for appraisal and enjoyment of Bantock’s
works. In recorded terms we have come a very long way since centenary year but there is
much more to come.
We must now hope to hear the complete Song of Songs and The Great God Pan nor should we
neglect the other orchestral song-cycles: The Sphinx, Pagan Chants, Ferishtah’s Fancies and the
Five Ghazals of Hafiz. 2016 and 2021 will see the 70th and 75th anniversaries of Bantock’s
death while 2018 marks the 150th anniversary of Bantock’s birth. If we must have ‘hooks’ on
which to hang revivals, performances and celebrations, these milestones should help. The
worth of the music is assuredly no obstacle.
Rob Barnett
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Michael Kennedy, Sunday Telegraph, 13 February 1994.
"Granville Bantock: A Personal Portrait", Dent, 1972.
"The Listener", 22 March 1979, pp. 424-5.
Telephone conversation with Michael Freeman, 23 February 2016.
CDS44281-6.
CDLX 7119, CDLX 7107, CDLX 7121.

The list continues with Delius’s ‘cinderella operas’ The Magic Fountain, Margot La Rouge and
Irmelin (broadcast in 1977, 1982 and 1984 and all issued commercially on CD but now
regrettably unavailable), Frankel’s Viola Concerto, Peter Hodgson’s Symphonies Nos. 1 and
2, in 1958 Holbrooke’s Song of Gwyn ap Nudd with veteran pianist Frank Merrick, Daniel
Jones’ Symphony No. 1 and Joubert’s Violin Concerto with Maria Lidka.
In 1982 there was Lambert’s Music for Orchestra followed in 1986, in Brighton, by a
spellbinding Summer’s Last Will and Testament. 1979 saw one typically freshly-imagined
studio programme: Liszt’s Totentanz alongside Sibelius's Oceanides, Balakirev's Tamara and
Shostakovich’s Second Piano Concerto; Ronald Smith was the pianist. Then there was Carlo
Martelli’s Symphony No. 2, Jeremy Dale Roberts' Sinfonia da Caccia, Ronald Stevenson’s
Piano Concerto No. 2 The Continents with the composer, in 1977 Szymanowski’s Sinfonia
Concertante with pianist Jan-Latham Koenig, William Wallace’s tone poem The Passing of
Beatrice, Ian Whyte’s ballet Donald of the Burthens, Malcolm Williamson’s Symphony No. 5
Aquerò and, with the BBC Scottish Symphony Orchestra, William Wordsworth’s Symphony
No. 2.

At a more exalted level Sir Adrian Boult39 conducted the Prelude and Acts IV and V of The Song
of Songs (1935), The Pagan Symphony (1936), The Sea Reivers (1936), King Solomon for chorus,
narrator and orchestra for the Coronation of King George VI (1937), Hymn to Aphrodite (from
Sappho) (1920 and 1938), The Song of Songs complete (Sunday Orchestral Concert in March
1935 and 1936) and The Frogs overture (1941). Boult’s ten-minute personal memoir of Bantock
was broadcast on 18 November 1968 as part of a BBCNSO studio concert sandwiched within
Maurice Handford’s evening concert of the Overture to a Greek Tragedy, a selection from the
Sappho Fragments and the Pagan Symphony. It is worth noting that Sybil Michelow was chosen
only after it was found that neither Janet Baker nor Shirley Minty were available.40
While Omar perhaps suffered because of its lack of easily extracted highlights, the Sapphic
Fragments subsisted on little else. In fact it was the norm for individual songs to be cherry-picked
from the cycle with or without the Prelude. As we can see this carried over into BBC concert
revivals after Bantock’s death. Other satellite works are to be found in the Sapphic Poem for cello
and orchestra and the Sapphic Dance for harp solo.
The Pierrot of the Minute

Del Mar is said to have “loved extravagant projects”. Beyond Omar this extended to the
Busoni Piano Concerto and to d’Indy’s La Forêt enchantée which sprang for eight harps thus
outstripping the six specified for Bantock’s Celtic Symphony. Del Mar’s Bantock connection
comes as no surprise given the conductor’s appetite for the music of Richard Strauss and
indeed Bantock’s appetite for Strauss.49
One obituary said of Del Mar ... One trembled when an emphatic down-beat gave him
complete lift-off; not for nothing was he affectionately known as ‘The Mass of Life’. Said to
have “inspired affection and loyalty (as well as exasperation). … in some sense a disappointed
man. He had certainly hoped to inherit the BBC Symphony Orchestra … he would have
loved a major British orchestra and, on grounds of musicianship, experience and enthusiasm,
he no doubt deserved one.”50. Another said “[he] would certainly have been a better choice
for the BBC Symphony Orchestra than some who have graced that illustrious rostrum. ….
Del Mar was a champion of the interesting repertory that should be that orchestra’s main
concern.”51
49
Professor Banfield reminds us that "
appeared on [Bantock's] University B.Mus syllabus
only a year or two after its publication." Havergal Brian recalled, in what amounts to an obituary in Musical
Opinion, December 1946, that Bantock conducted
with the Liverpool Orchestral Society.
50
Obituary, The Independent, 6 February 1994.

This ‘Comedy Overture’ is dedicated “A mon ami Otto Kling”. Kling, who represented
Breitkopf and Härtel in the UK, died in 1926. Some measure of the fervour of the
communication between Kling and the composer can be gathered from the fact that between
1907 and 1911 he wrote some 150 letters to Bantock. The overture was published by Breitkopf
and Härtel in 1909. Its ‘plot’ follows the “dramatic phantasy in one act” by Ernest Dowson
(1867-1900) and is said to be a modernised version of the story of Endymion.
The course of this short and delicately atmospheric work is traced by H. Orsmond Anderton: “It
will be remembered that the Pierrot falls asleep in the Parc du Petit Trianon, beside a statue of
Cupid. He dreams that he is visited by a Moon-maiden with whom he falls rapturously in love.
She warns him of the fatal sweetness of the kisses of the moon; but he persists in his passion
The Celtic Symphony carries a dedication: "To my old pupil Clarence Raybould." Its merits were not universally
recognised within the BBC. Hubert Clifford in the mid-1940s wrote that there was "little in the scoring [of the
symphony] that is original or imaginative."
39
Boult recorded Bantock's
with his City of Birmingham Orchestra for Columbia on 28
January 1928 at Riley Hall, Constitutional Hill, Birmingham. Sadly it was never issued. It is well past time that
someone catalogued the concerts of the City of the Birmingham Orchestra all the way back to Appleby Matthews'
days. On 9 February 1926 Boult premiered Bantock's
with them and with tenor Frank Mullings.
40
BBC internal memorandum, 5 February 1968, from David Ellis to Robert Simpson.
38

which she then allows. At last dawn approaches and she must leave him. So the poem ends; but
Bantock continues the piece to his awaking from the long dream which like that in the Arabian
tale has really lasted but a minute. The strings are divided throughout into ten parts, and at the
opening the violins enter one after another with tambourine and crisp harp-notes. The
gambolling pizzicato figure that follows at the Allegro Vivo stands especially for the Pierrot,
whose love is kept well in character throughout, there being always an element of the fantastic,
the gambolling scherzando even in the passionate portions. The strings are muted as he falls
asleep; and his figure, given to the horn, tells of his amorous state. The Moon-maiden appears,
coy and capricious. Muted strings, as at the opening, but with an added viola solo, describe her
coquetry with him. She then grows more tender, and the passionate mood becomes more
enthralling, till it reaches its climax in a beautiful section, Molto lento cantabile, the fantastic
element, however, being never lost sight of. During the last portion she has left him (to the
music of the opening), and his awaking is now touched upon in a brief codetta. The piece is
delicate in imagination, workmanship, and scoring, and very effective in performance; but it
needs a well equipped and capable orchestra, or its daintiness is lost.”41
It had been premiered at the Worcester Festival on 9 September 1908 as The Pierrot of the
Minute - Fantastic Poem for Orchestra. Pierrot was done as a ballet on 5 December 1919 at
London’s Drury Lane Theatre only nine months after a version of Omar Khayyám was done in
Birmingham as an opera-ballet. More usually it appeared as a concert overture as the following
sample list indicates: 28 October 1909, Hallé/Hans Richter, Manchester; 6 December 1909,
London Symphony Orchestra/Richter; 23 October 1909, Boston SO/Fiedler, United States
premiere; 28 October 1909 Manchester; 18 November 1909 Manchester; 8 February 1911
Oxford/H.P. Allen concert conducted by the composer; 9 January 1913, Royal Philharmonic
Society/Safonoff, Queen’s Hall (alongside Rimsky-Korsakov’s Scheherazade); 23 October 1930,
Durban Municipal Orchestra/Dan Godfrey alongside Prelude and Three Songs from Sappho, the
Macbeth incidental music and the South African premiere of The Hebridean Symphony and on 8
February 1940 opening a concert with the RPS and the ailing Sir Henry Wood for a Queen’s
Hall Benevolent Fund/ISM concert. Wood said of Pierrot that it was “… admittedly difficult and
requires careful rehearsal, but had it been written by Debussy or Ravel … it would have been
played the world over.” It enjoyed other performances at Eastbourne, Leeds, Bournemouth,
Warrington, New York, Cologne, Nancy, Paris, Lincoln, Shanghai, Moscow and St. Petersburg.
Bantock had no whistle-in-the-street ‘hit’ but his closest approximation is this overture; not that
it has anything that rests easily on the pursed lips. There was, quite naturally, a piano reduction

He also led recordings of then contemporary cutting-edge works by Decca/Argo with support
from the British Council: Crosse’s choral work Changes (SRCD259), Searle’s Aubade and
Banks’ Horn Concerto (SRCD265), Musgrave’s Clarinet Concerto (SRCD253), Maw’s
Scenes and Arias (SRCD267) and Sinfonia (SRCD307), Violin Concertos by Fricker and
Banks (SRCD276), the Little Symphony by Goehr (SRCD264) and out in the further reaches,
works by Lutyens and Bedford (SRCD265). To this list can be added Hoddinott’s Symphony
No. 1 (originally on LP in 1967 as Pye Virtuoso TPLS13013 and reissued on CD as Lyrita
SRCD331).
He also recorded some Richard Strauss but little enough given the richness and insight with
which he endowed that composer’s music. Other notable commercial recordings include
Elgar’s Enigma Variations and Pomp and Circumstance marches for Polydor, Delius for
Unicorn and for EMI Classics Arnold, Holst, Stanford and Vaughan Williams. His name
travelled far and wide with another British anthology recorded in 1979 by Chandos: Bridge
and Butterworth. Nor should we forget his Moeran (Sinfonietta and Cello Concerto with
Raphael Wallfisch). Sadly, when he tackled the Moeran Symphony with the BBCNSO in
1997 for Radio 3 it lacked that propulsive spark. Initially released by RCA, his late 1970s
recording of Vaughan Williams’ works for viola and orchestra was a collaboration with the
doyen of the instrument, Frederick Riddle. These were issued on CD by Chandos. A
landmark Bridge/Butterworth disc made with the Bournemouth Sinfonietta included
Bantock’s Pierrot of the Minute. There was even a Tchaikovsky Fifth Symphony from EMI.
We must lament that his recordings of W.G. Whittaker’s choral-orchestral Coelestial Sphere
and Lyke Wake Dirge were never issued commercially; where are the masters now? Del Mar
was not averse to humour in classical music and was a Hoffnung regular.
His prodigious work for the BBC can be hinted at here. The following list produces only a
skewed impression: Arnell’s Symphony No. 3, ApIvor’s Neumes, several instances of
Balakirev’s Symphony No. 1, William Bardwell’s Symphony No. 1, Bax’s Garden of Fand,
Saga Fragment, Spring Fire (which he also recorded for Chandos), Symphonies 1, 3 and 6, the
latter with the Royal Liverpool Philharmonic and on an earlier occasion with the BBCSO.
There was Bliss’s Tobias and the Angel for BBCTV in 196047, Havergal Brian’s Twelfth
Symphony, Bridge’s Two Jefferies Poems and Alan Bush’s Violin Concerto.
In 1971 there was a remarkable Delius A Mass of Life with Kiri Te Kanawa in the line-up48.
47
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"Granville Bantock", H.Orsmond Anderton, John Lane, The Bodley Head, 1915.
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Pristine PACO096.
Once to be heard on Intaglio INCD 702-2.

and the work was even made available on an Orchestrelle/Aeolian pianola roll (T957C). Rolls
of orchestral works were a luxury item but Bantock was not alone in being represented through
the medium. Sets were also issued in the 1920s for William Wallace’s Villon, Cowen’s The
Butterfly’s Ball, York Bowen’s Concert Overture, Mackenzie’s Britannia, Holbrooke’s Irish Jig,
McEwen’s Grey Galloway, Parry’s The Frogs and Bax’s Scherzo.
Ernest Newman (1868-1959), an eminent Bantock supporter who had written detailed
explanatory essays for each of the three Parts of Omar42, wrote in his book ‘The Piano Player
and its Music’ (Grant Richards Ltd, 1920) that “Three rolls in particular - Pierrot of the Minute
Overture, of Granville Bantock, the Concert Overture by York Bowen and the Grey Galloway of
J.B. McEwen - seem to me to get about as near as we can hope to get to presenting the public
with a roll that without any special knowledge on their part shall reproduce on the piano an
orchestral work with something of the fullness and variety of effect and the flexibility of phrasing
it would have in the concert room.”
The overture was preserved by Henry Wood using the acoustic process (Columbia L1463). The
recording was made under the direction of the recording manager, Arthur H. Brooks on 11
December 1922. Wood was delighted with the results and playing the set many years later:
“thought [it] excellent, recalling happy interludes in those trying times.” Columbia retained
Francis G. Sanders to make the re-orchestrations necessary to squeeze the orchestra into the
studio. In the early 1940s Bantock recorded many of his own short orchestral genre pieces for
the Paxton company.
Dowson’s words were also beloved of Delius as we know from his Songs of Sunset and Cynara.
Ireland, Quilter, ApIvor and Sorabji set him and, more recently, Ian Venables, Stephen Hough,
Philip Wood and Alec Roth. Bantock returned to Dowson in The Moon Maiden’s Song in 1921.
Bantock and the BBC
Over the years, BBC wireless carried Bantock’s name and music from time to time. This was
not solely as a composer. There were quite a few concerts in which he was the conductor during
the 1930s and not just in his own works. One of his earliest relayed orchestral concerts took
place on 3 June 1930 from Birmingham Town Hall by his students from The Birmingham and
The Bantock-Newman connection is revealingly explored in Lewis Foreman's "Granville Bantock and Ernest
Newman - the rôle of a press champion in promoting a composer in the early twentieth century". British Music
Society journal, vol. 29, 2007, pp. 2-27. Newman remained a stalwart supporter of Bantock's cause until a fallingout between the two men ended things circa 1912.
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Midland Institute and by The Institute Orchestra. On 10 March 1925 he conducted a
broadcast concert by Liverpool Philharmonic Society which no doubt brought back
memories of his conductorship of the Society in the 1900s.
As a conductor he could also be heard with the BBCSO on 8 March 1935 and 6 May 1943
in Anton Rubinstein’s Ocean Symphony - a discursive piece which Bantock must have loved
because he also made a piano transcription of this far from short work. It also featured during
his three years presiding over the New Brighton concerts. On 23 November 1928 he had
conducted the BBCSO in Schubert’s Symphony No. 5 and Military March in C. A more
unfashionable choice came in the shape of a BBCSO concert on 30 March 1936 in which he
revived Stanford’s Irish Symphony, said in The Radio Times that week to be “practically
unknown to the present generation”.
Bantock’s conducting engagements with the BBCSO may not have been numerous but they
were distinctive. On 13 December 1935 there had been an all-Wallace programme. Later he
was to conduct a programme that included Holbrooke’s Queen Mab which had been written
in the early years of the century while Holbrooke had a prolonged stay in the Bantock
household. After this came Havergal Brian’s Symphonic Dances from The Tigers and Elgar’s
Wand of Youth Suite No. 1. Bantock’s work in writing imaginative music for brass band was
reflected in a broadcast on 21 February 1943 when he conducted massed bands in the
Victoria Hall, Hanley.
The Sibelius connection continued to bear fruit. It was by no means an evanescent infatuation
of the 1900s. One of his concerts, on 25 January 1935, with his Ballet Music from The Great
God Pan concluded with The Swan of Tuonela and The Return of Lemminkainen. On 28 August
1935 in a programme of MacCunn, Mackenzie and Rimsky-Korsakov he ended with five
movements from Swanwhite. He was also retained to give broadcast talks about Sibelius: on
15 December 1933 in a ‘Recital of Gramophone Records’ under the rubric ‘The
Development of the Orchestra’ (XII) he featured En Saga and Symphony No. 3. There were
further similar programmes on 18 February 1940 and 11 March 194143. He also presented
various other educational efforts including one on 3 November 1933 (Brahms and Dvorak)
in the same series as the Sibelius.
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Norman Del Mar
The conductor and Richard Strauss authority44 Norman Del Mar (1919-1994) for much of
his career headed BBC studio orchestras in the regions.45 His files at the BBC Written
Archive Centre at Caversham Park are numerous. He set out in concert life as a flamboyant
horn-player in Beecham’s hand-picked Royal Philharmonic in 1946 - the year of Bantock’s
death. It seems likely that he was a member of that orchestra when The Bantock Society and
the British Council funded a recording of Fifine at the Fair46 that was to give Bantock a
precarious finger-nail grip on the repertoire throughout the ferociously unfriendly years
between his death and the late 1970s. Also from those early days we should note that Del Mar
acted, in April 1948 at the BBC Maida Vale studio, as répétiteur for Beecham’s revival of A
Village Romeo and Juliet.
Apart from the regional radio orchestras and particularly the BBC Scottish, Del Mar held
conducting positions with the ill-fated Yorkshire Symphony Orchestra (also conducted by
Nikolai Malko: Lyrita REAM 2120), the much-missed Academy of BBC (initially the BBC
Training Orchestra) and latterly the Aarhus Symfoniorkester in Denmark.
He introduced a host of works to England for the first time, including Mahler’s Sixth and
Ninth Symphonies, Bartók’s First Violin Concerto (with Yehudi Menuhin) and Prokofiev’s
Fourth Symphony. For Lyrita he was the conductor of choice for the still unequalled 1966
recording of Bax’s visionary Sixth Symphony (SRCD296). His other Lyrita entries included
Constant Lambert’s less celebrated ballets (SRCD215), Rawsthorne’s Third Symphony
(SRCD291), Rubbra’s Symphonies Nos. 3 and 4 (SRCD202) and Nos. 6 and 8 (SRCD234),
British divertimentos and sinfoniettas (SRCD257) as well as Berkeley’s piano concertos
(SRCD250) and First Symphony (SRCD249).
He was the author of an acclaimed, in-depth, three-volume study of the life and music of Richard Strauss,
the last volume of which appeared in 1972. Barrie & Rockliff, 1962, 1969, 1972, Faber, 1986. It remains one of
the monuments of the Strauss literature. Del Mar was also a composer with two numbered symphonies, an
opera
, a Symphonic Rhapsody
, film and chamber music to his name.
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"Norman Del Mar", Richard Alston, Thames Publishing, 2000.
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HMV DB21145-8. The sessions took place in 1949 on 20 and 27 June, 8 July and 1 October at No. 1 Studio,
Abbey Road, London under producer, conductor and composer Lawrance Collingwood. The recording was
reissued on LP HQM1165 and SXLP30440. The 1991 CD reissue is on EMI CDM 7 63405 2 and a boxed set of
Beecham's recordings of English music: Warner-EMI 50999 9 09915 2 3. The poem has also been recorded by
Vernon Handley conducting the Royal Philharmonic Orchestra: Hyperion CDA66630.
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