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GUSTAV HOLST (1874 - 1934)

Two Songs without Words Op. 22 (1906) (8’03”)
Country Song (4'26") Marching Song (3'37") 

Fugal Concerto for Flute, Oboe & Strings Op. 40 No. 2 (1923)* (8’04”)
I Moderato (2'13") II Adagio (2'50") III Allegro (3'01") 

Ballet Music from The Golden Goose Op. 45 No.1 (1926, 1969) (14’51”)

Nocturne (A Moorside Suite 1928) Arr strings Holst* (6’36”)

Double Concerto for two Violins and Orchestra Op. 49 (1929) (14’23”)
I Scherzo (4'57") II Lament (4'07") 
III Variations on a Ground (5'19") 

Lyric Movement for Viola and small Orchestra (1933)* (9’57”)

Brook Green Suite for Strings (1933)* (7’12”)
I Prelude (1'52") II Air (2'34") III Dance (2'46") 

Capriccio for Orchestra (1933) Edt Imogen Holst (1968) (6’02”)
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William Bennett (flute)  •  Peter Graeme (oboe)
Cecil Aronowitz (viola) 

Emmanuel Hurwitz & Kenneth Sillito (violins) 
English Chamber Orchestra

Imogen Holst 

The BBrrooookk  GGrreeeenn  SSuuiittee  was written in 1933 for the junior orchestra of St. Paul's Girls'
School in Brook Green, London. It was first performed by the dedicatees at an informal
school concert in March 1934, two months before my father's death. The short Prelude is
founded on the descending scale of C major. In the slow Air the flowing lines of melody are
a link between the language of English folk song and the enharmonic counterpoint of my
father's last works. The Dance, a cheerful jig, borrows a puppet show's tune that he once
heard during a holiday in Sicily.

In 1932, when my father was Lecturer in composition at Harvard University, he was
asked by a New York conductor to write "a short radio piece for Concert Band" for a series
of programmes founded on folk music themes. For some reason he wrote it on a tune of his
own, so it was not performed in the series. He never revised the unnamed work, but this may
have been because he had too many other things to write during the last two years of his life,
when he was having to spend a good deal of time in hospital.The manuscript score has been
in the British Museum since 1952. In 1967 I had another look at this 'Jazz band piece' and
decided to adjust it for orchestra, giving the saxophone parts to cor anglais and bass
clarinet, and allowing the three cornets to become three trumpets. It was first performed by
the English Chamber Orchestra at the Queen Elizabeth Hall on January 10th, 1968. I have
named it CCaapprriicccciioo in spite of the expressive quasi-folk song with which it opens, because
from the very moment when the Marimba makes its first animated utterance, there can be
no question about the mood of the music.

IMOGEN HOLST
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beadle are among other victims who are drawn into the dance against their will. The
Princess laughs; the King congratulates Jack; the wedding procession forms and moves off
into the castle, where a trumpeter can be heard playing on the battlements; and finally the
Magician waves his wand and disappears.

While going through my father's manuscripts which he left unfinished at the time of
his death I came across his almost completed arrangement for strings of his Moorside Suite
for brass band, written in 1928. The slow movement, NNooccttuurrnnee, is particularly suitable for
strings, with its quiet singing tone in the phrases for solo quartet and with its tranquil sense
of space in the slow tutti procession.

My father wrote his DDoouubbllee  CCoonncceerrttoo in 1929 for his friends Adila Fachiri and Jelly
d'Aranyi, and the first performance was given at a Royal Philharmonic concert at the
Queen's Hall on April 3rd, 1930, with the dedicatees as soloists. I have vivid memories of the
earliest rehearsals, when I was faced with trying to play the piano reduction with
simultaneously contrasting key signatures and time signatures. But the bitonality and the
cross-rhythms soon began to sound effortless and inevitable. (After the first performance
my father said: "I felt secretly flattered when an excellent musician complained that my
two-key writing won't do because it has no 'wrong notes' in it!") The three short movements,
which follow without a break, are linked to each other thematically. The Scherzo plunges
abruptly into a restless 6/8 and then becomes calmer and more lyrical as the music leads
into a flowing quotation from his 1925 Terzeteo. The Lament begins as an unaccompanied
duo for the soloists: then the muted orchestral strings join the melancholy dialogue,
stretched across four octaves, and the woodwind add their plaintive comments. The last
echo has scarcely died away before the first solo violinist whisks it into the cheerful staccato
of the Variations on a Ground. This is a lively and ingenious movement. Towards the end
there are expressive quotations from the Lament and the Terzetto tunes, but the timpani
leads the music back to the Ground, and the final crescendo arrives at its climax with a
gesture of good-natured dismissal.

The LLyyrriicc  MMoovveemmeenntt for viola and small orchestra is one of the best and least known
of my father's works. He wrote it in 1933, the last year of his life. In the expressive warmth
of this music he came nearer than in any other work to reaching his own ideal of 'a tender
austerity'. It is orchestrated for flute, oboe, clarinet, bassoon and strings. The score was
published after his death, and several details of speeds and dynamics had to be left to the
players' judgement. (In this performance I have asked the soloist, Cecil Aronowitz, to play
the high passage in the optional cadenza in single notes instead of octaves because they
sound more characteristic of my father's music.) 

nyone who saw Imogen Holst conducting will have retained a vivid picture of someone
who was totally committed to the music. Her small figure literally danced on the

podium, conveying an irresistible sense of enthusiasm and an exhilarating rhythmic
vivacity. These qualities made her the perfect advocate for her father's music, although it
was perhaps as a choral conductor that she was in her element (and particularly when
working with amateurs, whom she was able to galvanise into standards of performance that
they did not know they could achieve). But she was equally at home with professionals, from
the Amadeus Quartet to the English Chamber Orchestra and the massed bands of the Royal
Military School of Music at Kneller Hall. Her relationship to her father's music was not
unambiguous. Influenced perhaps by Holst's own wariness of works that were 'too'
successful, she was never a whole-hearted admirer of The Planets, and had little time for
his early (pre-folk song influenced) works - although towards the end of her life her attitude
softened and she was happy for much of this music to be published and recorded. But if she
was reluctant to encourage performances of works of which she did not think very highly,
she was an untiring advocate of the music of his maturity that she considered to be unjustly
neglected. From 1964 (when she ceased working as Benjamin Britten's assistant) until her
death in 1984, most of her energies were devoted to promoting the wider knowledge and
dissemination of her father's music.

Although Holst himself was not an especially skilled conductor, he was one of the
earliest composers to record his own music - the first recording of The Planets was made in
1923, and he recorded it again in 1926. Of the music included here Holst only recorded the
Two Songs without Words - all the other works were first recordings when made in 1966 and
1969 - while arguably the two most important works of his middle years, The Hymn of Jesus
and Egdon Heath, remained unrecorded until 1944 and 1961 respectively. It seems likely
that, without Imogen Holst's advocacy, a large proportion of her father's output would have
been almost completely neglected. The Golden Goose is an example of a work that had long
disappeared from any kind of repertory until she edited it for this recording. (The same
applies to Holst's other 'choral ballet', The Morning of the Year.) Her conviction that the
Lyric Movement was one of Holst's most significant works led to its publication nearly 15
years after his death, and its subsequent recording has certainly led to its becoming one of
the best known of Holst's late works. Admittedly the two other concertante works recorded
here - the Fugal Concerto and the Double Concerto - have remained neglected (perhaps they
are simply too short and concentrated to be successful concert works), but Capriccio -
unperformed in its original jazz-band version - was restored to life by Imogen's
reorchestration of it, and has since taken on a further incarnation in a version for
symphonic wind band.
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Few sons or daughters of famous composers are, if they enter the same profession,
able to escape their parent's shadow - in this century one thinks of Siegfried Wagner or
Soulima Stravinsky. Certainly Imogen Holst's own music - which is not at all a carbon copy
of her father's - suffered through a degree of self-effacement, and a willingness to put others
first. But as a teacher, a scholar, and as a performer she was a true original, and these
recordings are imbued as much with her own originality and vitality as they are inspired by
her commitment to the music.

While Holst's musical output can be very broadly divided into two periods - the works
that he wrote up to the age of about 30, and those of the subsequent thirty years - there are,
of course, subdivisions within such an over-simplified picture.The most important of these,
which cuts across the two periods, is the influence of Sanskrit thought and literature, which
Holst began to study in the late 1890s. Since this was largely a philosophical preoccupation
it could accommodate Holst's radical change of style from the early Wagnerian works to the
much simpler folk song-influenced music which he wrote from around 1905. The 'Sanskrit'
works are, not surprisingly, mainly vocal and choral, from early songs and the unpublished
opera Sita (1900-1906) through to The Cloud Messenger (1912).

The further influences of William Morris's individual brand of socialism and Walt
Whitman's visionary idealism were absorbed by Holst into a personal philosophy, finding its
strongest expression in The Hymn of Jesus, whose religiosity is far from orthodox, and the
Whitman setting, Ode to Death. In his purely instrumental works a sense of economy and
austerity becomes increasingly evident, and one might further subdivide his output by
relating this to a 'neo-classical' phase, beginning in the early 1920s - although the
straightforwardness of expression he then began to achieve had been latent in Holst's music
from the opera Savitri (1908) onwards. This straightforwardness is at times disconcerting:
in his two mature operas, The Perfect Fool and At the Boars Head, it amounts to a
reluctance to engage the audience which has prevented either work from becoming
established. Nor is the concentrated and terse nature of works like the Double Concerto,
referred to above, calculated to win easy appreciation. Holst's character is indeed
something of an enigmatic one, and he never completely resolved its contradictions - as
evidenced in, for example, The Planets, with the earthy humour of 'Uranus' and the
introspective solemnity of 'Saturn'. But if the mode of expression is often unconventional,
the language itself is rarely difficult, and in works like the Brook Green Suite, Capriccio and
The Golden Goose, the more extrovert side of Holst is clearly in evidence; while the quiet
thoughtfulness of the Nocturne and the Lyric Movement cannot fail to impress with their
sincerity and depth of feeling - the 'tender austerity' of which he himself spoke.

COLIN MATTHEWS

The TTwwoo  SSoonnggss  wwiitthhoouutt  WWoorrddss were written in 1906, the same year as A Somerset
Rhapsody. These were the earliest orchestral pieces my father wrote after the folk-song
revival had altered his whole way of thinking and had freed him from his long years of
Wagner-worship. He dedicated the Two Songs to his friend Vaughan Williams, who had first
introduced him to folk songs. The tunes in these two pieces are not traditional; they are his
own. There are still traces of Wagner's influence to be heard, particularly in the Country
Song, where a remembered phrase from the Siegfried Idyll steals into the English
landscape. But both pieces are unmistakably in his own language, and in the Marching
Song, with its superb passages for brass, the rhythmic vitality and exuberance are
thoroughly characteristic of his music at its best.

The FFuuggaall  CCoonncceerrttoo was written in the early spring of 1923. This was the year when
my father told his friends that he was returning to his 'early love of counterpoint'. It was also
the year when the word 'neo-classicism' was beginning to be used by European music
critics. My father had not yet heard of the so-called 'back-to-Bach' movement; Stravinsky's
Octet for Wind was still unfinished, and Hindemith had not begun work on his
Kammermusik Op. 36.When the Fugal Concerto was first performed, many listeners found
the work dry, or even 'dessicated'. But today the music sounds gracious, and the players can
enjoy each delicate turn of phrase in the precise formality of the Moderato, in the exquisite
poise of the Adagio, and in the light-hearted energy of the final Allegro. Here, in this last
movement, my father introduces the seventeenth-century country dance tune, 'If all the
world were paper', skillfully transforming his effortless counterpoint into a double fugue.

TThhee  GGoollddeenn  GGoooossee  is a choral ballet which my father wrote in 1926 for his pupils from
Morley College and St. Paul's Girl's School to perform in the open air. In a note in the full
score he mentioned that a shortened concert version of the work could be performed
without chorus. With the permission of the publisher I have made further cuts, and have
adapted the orchestration for indoors, getting rid of some of the 'open air' doubling of
instruments, and adding more percussion where the dramatic moments need to be
underlined in the orchestra to compensate for the lack of visual action. The story is taken
from Grimm, and is about the Princess who has never been able to laugh. A herald with a
trumpet announces that the King has offered half his kingdom and the hand of his daughter
in marriage to anyone who can succeed in making her laugh. A Magician gives Jack (the
Hero) a Golden Goose whose feathers have been painted with magic glue.Three girls enter,
dancing together, and seeing the Goose, they get stuck, one after another. Jack picks up the
Goose, and dances round in a circle while they are compelled to follow him. The parson
enters, and tries to pull them away, but gets stuck in his turn. The parson's wife and the
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